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Music is well said to be the speech of angels- Carlyle.

Let me have music dying, and I seek no more delight. -Keats.

Music is child of prayer, the companion of religion- Chateaubriand

The highest graces of music flow from the feelings of the heart- Emmons
It is in learning music that many youthful hearts learn to love.- Ricard.
Music is the medicine of the breaking heart.- A. Hunt

Music washes away from soul the dust of every-day life.- Auerbach
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Gurbani Sangeet And Raag Maroo

Dr. Jagir Singh

Gurmat Sangeet is the indiom of music
in witch Gurbani is sung. Ordinarily, the
hymns included in sri Guru Granth Sahib are
termed as Furbani. In addition to light
thrown on the religious, literiy and cultural
dimensions, it has greatimportence in musical
dimensions also. The musical element in the
Gurbani compositions is not externally
imposed on these compositions, but in fact,
are an inherent part of these copositions
witch were intuitively revealed to the Gurus
and Bagats, made abundantly clear in the
Janam Sakhis. whenever these is refrence to
the proscess or mode of revealing these
composiings, the singing of Gurbani is
mentioned. For example, whenever the
moment for revelation of Gurbani came to
Guru Nanak Dev, he would instruct Bhai
Mardana to play the Rabab while the
Gurbani was being revealed to the Guru who
then sang it.

Guru Arjan Dev organised the Gurbani in
a very specific mode under 31 main Raags
along with 31 other variant Raags witch are
derived from the main Raags or are created
by combining elements of two or more
Raags While editing the Gurbani, he not
for the
manner of singing Gurbani but also
established a tradition for making Gurbani as
a part of daily routine in life of the sikhs.

Maroo Raag: Although Maroo Raag is at

only gave concrete indications

serial 21 in the sequence of Raags included
in sri Guru Granth Sahib, it is the third in
importence when viewed by the quantum of
Gurbanicomposed in it, the first being Raag
Gauri and the second Raag Aasaa . It
includes the Banis of Guru Nanak Dev, Guru
Angad Dev (only one salok), Guru Amar
Das, Guru Ram Das, Guru arjan Dev and
Guru Tegh Bahadur. In addition the Banis pf
Bhagat Kabir, Namdev, Ravi Das and Jaidev
are also included in this raag.

Correlation between the sentiment of
Gurbani in Raag Maroo and the sentiment
of Raag Maroo: Raags are created by
combining different lower and higher
musical notes. The internal structure of a
raag depends on the manner of sequential
arrangements of musicalnotes and there
relative quantum determines the sentiment of
a Raag. Eminent musicologists of Indian
music believe that different Raags create
different types of feelings and emotions.

In the ancient period of India, the present
day entity of Raag was named asJati. Bharat,
an eminent musicologist of that period, in
his “Naat-Shastraa” has discussed the mutual
correlation amongest Raag, Rasa and poetry
he advocated that the poetical compositions
permeated whith a Rasa of a fundamental
note (Sthai) of a particular Jati, should be
sung in that Jati. He indicated the Rasa
associated with different basic notes as

10 JETRETS
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below.

Basic Note  Rasa

Shadaj-sa Veer (Enthusiasm), Raudar
(Anger), Adbhut (Wonder)

Reshabh-Re  Veer (Enthusiasm), Raudar
(Anger), Adbhut (Wonder)

Gandhaar-Ga Karun (sorrow)

Madham-Ma Shinghaar (Love), Haas
(Mirth)

Pancham-pa  Shinghaar (Love), Haas
(Mirth)

Dhaiwat-Dha Veebhats (Disgust),
Bhiyaanak (Awe)
Karun (Sorrow)

and Damodar

Nishaad-Ni

Sharangdev Pundit
accepted Bharat’s viewpoint regarding the
concept of Raag-Rasa but later another
musicologist Ahobal came out with a

different correlation between the notes and

their Rasa.
Note Rasa
Sa Haas (Mirth)
Re Shinghaar (Love)
Ga Haas (Mirth)
Ma Shinghaar (Love)
Pa Bhiyaanak (Awe)
Dha Veebhtas (Disgust)
Ni Karun (Sorrow)

In modren times (the early 20th country),
musicologist Vishnu Narain Bhatkhande
propounded a theoty regarding the Rasa of
Ragaas as determined by various
combination of notes in their structure as
follows:

The Ragaas with Komal (flat) Re and

Dha have a Rasa witch is Shaant

(Tranquility), and Karuna (Sorrow).

Raags with Komal Ga and Komal Ni
have Rasa/Bhaava of Valour.

Raag with normal Re and Dha have Rasa
of Shingaar

....... & mafe »araby s §far Samar

Al3 g SebaT Z5a AE8 Hg [T agril

(A8 H: 5)

Through the Word of the Guru’s Shabad,
I worship and ........ the Naam, with love and
balanced detachment.

When the five enemies are overcome, O
Nanak, this Musical measure of Raga
Maaroo becomes fruitful.

(SGGS, P.1425)

In this Sloak, the Guru has dealt with the
theme of ..o the five enemies i.e. Kaam,
Karoth, Lobh, Moh, Hankaar. In the Bani of
this Raag, the theme of conflict and victory
have been dealt with. The Gurus have
extensively used the vocabulary related to
battles.

Y & a Bar I35 FisfT

3o fa 7@ aat A (Hg H: 1)

My body is pierced through with the
arrow of love. How can any physician
understand the cure?

(SGGS, P. 993)

Amongst the battle weapons, not only
arrows but Khanda,Gadaa, Chakkar also find
mention:

Vg g 8 A I8 He

TBIIT Uy FITOHT Il (Hg H: 1)

Taking up the five arrows of virtue,
Death is Killed, ........ the bow of the Tenth
Gate in the Mind’s Sky.

(SGGS,P. 1042)
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farws wag 3 ws MG
J5 HEAT HBfT mmet 31 (W W 1)
Taking up the sword of spiritual wisdom,
she struggles with her mind, and hope and
desire are smoothed over in her mind.
(SGGS,P.1022)
qsug arst HlT Fiatil (g H: 1)
This path is very narrow, like the sharp
edge of a sword.
(SGGS, P.1028)
Wy dag grer d gat HaraE! AfSHeT Il
(H'g H: 5)
He carries the conch, the chakra and the
war club; He is the Great Charioteer, who
stays ‘with His Saints.
(SGGS, P.1082)
Al Shife afe 3706 H& & &t & ax il
(H'g H: 5)
The sharp tool cuts down the tree, but
it does not feel anger in its mind. '
(SGGS, P.1017)
The use of words like Sanghaaran shows
that the rasa of bravery is manifested in the
Bani written in Maroo Raag:
Yy Ju wIay B
Jg mafe il (Hg H: 1)

Eradicating lust,anger and egotism,

ooooooooo

She destroys the five thieves through
Words of the Shabad.

(SGGS, P. 1022)

afr o & argels i JGH B3 garenTil

(Hg H: 1)

He seizes sexual desire and anger by

their necks, and destroys them ; He
eradicates egotism and greed.

(SGGS, P. 1040)

WET FUTE IH THT I (Hg H: 1)

My Lord is the destroyer of demons.
(SGGS, P. 1028)
MET RUFE TH THT I (g H: 1)
He is the Siayer of demons, our Supreme
Lord and Master.
(SGGS, P. 1082)
HI& Hae [@ra Haad il (g H: 5)
The Enticer of Hearts, the Lord of
wealth, Krishna, the enemy of ego.
(SGGS, P. 1082)
The guidance given to the mankind also
include elements of bravery:
warar g i frer 8fg & HazITIl
33 flz fe@ar @ ggfa Jet AsHITil
(H'g Su4S H: 1)
Look ahead; don’t turn your face
backwards.
O Nanak, be successful this time, and
you shall not be reborn.
(SGGS, P. 1096)
there is a unique commonality amongst
the Gurus and the Bhagats in portraying
similar Bhaav of valour in Bani written in
Maroo Raag.
ulasT Hag TgiE Aies at sfe Wil
First, accept death, and give up any
hope of life.
37 meaT &t dgar 3@ w6 awd whTl
(g H: 5)
Become the dust of the feet of all, and
then, you may come to me.
(SGGS, P. 1102)
FITE EHHT TG UG S wi i
The battle-drum beats in the sky of the
mind; aim is taken and the wound is
inflicted.
45 § HiFG Jan™ wg gss a &gl
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The spiritual warriors enter the field of
battle; now is the time to fight!
yor i ufoaatd 7 83 &l & Iz
He alone is known as a spiritual hero,
who fights in defence of religion.
YIAT YIAT JlT W IJET 3T &F 8T U
(H'g IEta #t)
He may be cut apart, piece by piece, but
he never leaves........field of battle.
(Kabir Ji, SGGS, P. 1105)
Bhagat Namdev also remembers the
Almighty as the lestroyer of demons:
FOT HF Hle& gaanim
fiw gu afe efs alg&n (g FEtg )
For the sake of His devotee Prahlaad,
God assumed the form of the man-lion, and
Killed Harnaakhash.
(SGGS, p. 1105)
The following Shabads from Maroo Raag
have a place of primacy amongst the
Shabads sung during Guru Arjan Dev’s
martyrdom Gurpurb:
G=fa fswat yifsn (H'g H:5)
The love witch the Lord’s servant feels
for the Lord lasts forever.
(SGGS, p. 1000)
§gid o &7 »efaerll (W JElT =)
Why should I come into the world
again?
(SGGS, p. 1103)
the shabads sung during cremation and
subsequent events connected with the death
of a sikh include many from the Baani in
Maroo Raag.
Yo HE &T &IRIT HETl (MG H: 1)
O foolish mind, why are you so proud?
(SGGS, p. 989)

AAT AT gag at Pw il (Wg st w:1)

Union and separation are ordained by
the Primal Lord God.

(Guru Arjan Dev Ji, SGGS, p. 1007)

faew afs Afy #F feadn (g W 5)

Beneath the tree, all beings have
gathered.

(SGGS, p. 1019)

g g 5 gng feg arg i (w3 el 7

O father, now [ shall not live in this
village.

(SGGS, p. 1104)

Relationship between poetik forms used
in Gurbani (Raag Maroo and Raag): Some
of the poetik forms used in Gurbani of
Maroo Raag are of the type normally used
in conventional patterns like ‘Padey,
Ashtpadi, Solhey, Anjali, and Sloak. Some of
the forms are based on the folk peotic forms
like Vaars and Dakhney in the indian
musical tradition, there is an intimate
relationship between the peotical forms and
the Raags Many of the indian Raags are
based on the folk poetry’s musical lores. The
names of some ofthe Raag are either
associated widh the caste of people or with
a particular place. There are very clear
indications to this effect in certain cases as
follows:

Majh Raag is considered to be associated
with the Majhaa region of the Punjab while
some consider it to be associated with
Madhya Pardesh. there is a poetic form in
the Punjabi language, which is named Majh
Gauri Raag is associated with Gaur region
while there is another poetical form called
as Gaurhaar. Other examples include:

"SI 2008
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Raag Region/Caste

Gujri Gujarat/Gujar Desh
Sorath Sorth/Saurashtra Desh
Maaroo Maaroo Desh/ Rajasthan
Kanra Kanhar Desh

Telang Telangaana Desh

Bairari Bairaar Desh

Todi Toda Caste

Gaund Gaunda Caste

It is said that Danasri Raag is sung
during crop harvesting and is believel to
increase the crop yields. thus this Raag
comes closer to folk tunes. Many folk tunes
are based on Rag Sarang. Flutes played by
cattle grazers and tunes used by the snake
charmers are also based on Raag Sarang.
Folk songs associated with expression of joy
are called Malhar, which is also the name of
a Raag. thus there is a variety of
relationships between Raag and poetical
forms of folk lores.

Many of the poetical structure of the
Baani included in sri Guru Granth Sahib are
based on folk music styles i.e. those tunes
of the folk music with their associated
rhythm and metrical dimensions which the
Guru Poets used for the poetical forms such
as Chhant, Aalahniyaan, Vaars, Ghoriaan,
Birharey, wherein despite the unique themes
of the subject matter the folk element of the
music is mantained.

Poetic Forms Used in Maroo Raag
Gurbani: The following poetical forms have
bee used for the Gurbani in this raag.

Padey, Vaar, sloak, Anjuli and Dakhney

Padey: A variety of Padey forms such as
Do-Padey, Ti-padey, Cho-Padey, Punj-Padey,

Chhey-Padey, Asht-Padi, Sohiley have been
used. Sohley comprising of 16 Padeys has
been used only in Raag Maroo. The poetical
form of padey has been used to the
maximum extent in Sri Guru Granth Sahib.
the extent of use of this form in Maroo Raag
is as below:

Guru Nanak Dev: 12 Padey, 12 Ashtpadi,
22 Sohley, total 46 Padeys.

Guru Amar Das : 5 Padey, | Ashtpadi,
23 Sohley, total 27 Padeys.

Guru Ram Das: 8 Padey

Guru Arjan Dev: 31 Padey, 6 Ashtpadi

Guru tegh Bahadur: 3 Padey

The Padey
relationship with music. Almost every Padaa
has a line called Rahao. According to Bhai
Kahan Singh of Nabha, Rahao means that
part of the Padaa which is repeatedly sung
following the singing of each one of the
Antra of a Padaa and hence is termed as
“Tek” or “Sthai”.

As the Rahao part of a Padaa is

form has a special

specifically made distinctive, some scholers
consider the Padey poetical form meant for
singing in Dhrupad style. According to
Bharati Sangeet Kosh, Dhrupad means
stable or non-movable or some entity, which
lasts long. Such characteristics are only
possessed by God alone and therefore
Padey, which are sung in the praise of God,
are called Dhrupad. Going by such a criteria,
the Padey of Maroo Raag can be considered
as meant for singing in Dhrupad style.
According to musicologist Bhathkhandey,
Dhrupad compositions have 4 parts: Sthai,

Antaraa, Sanchari, and Abhog. It is up to the

K 5 4o
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composer to decide as to how many stanzas
to keep in each part. The Gurus exercised
such freedom and have composed Padeys
with varying numbers of stanzas such as
two, three, four, five, six, eight and even
sixteen.

Poetic Form of Vaar: This poetic form
has a special place in Sri Guru Granth
Sahib. Out of 22 Vaars under this heading,
the Gurus themselves composed 21 Vaars.
Vaar as a poetic form was quite prevailant
even before the times of the Gurus. We get
an indication of this fact from Sri Guru
Granth Sahib as there are specific instruction
given by the Gurus to sing some of these
Vaars in a specific Dhun/tune of a particular
Vaar which was current in that period. Vaars
are therefore associated with music from the
very beginning. According to pricipal Teja
Singh, Vaar poetical form is similar to the
Greek poetical form called Ode. Standing
persons with instruments similar to those
used by the Dhaadies of the punjab also
sing odes. Ode has three parts: Strafe, anti-
strafe and Epode. One person sings strafe
while anti-strafe is sung by the second
person. The Vaars of Punjabi literature are
also sung in a similar manner though the
Dhaadies these days do not strictly follow
this practice. However, the Raagies while
sing the Aasa-di-Vaar follow this pattern as
one Ragi Sings one sloak while the second
Ragi sings the next Sloak. The Pauri is sung
by all of them together and then read out
by one of these.

Maroo Raag has two Vaars: one by guru
Amar Das and the other by Guru Arjan Dev.

Anjali: This poetic form is used along
with Padey. According to Bhai Kahn Singh
of Nabha, there is a tradition of offering
Tilan-jali, an extract of til seeds and other
A things to the spirit of the deceased after
cremation in the Sikh tradition, Anjali as
composed by Guru Arjan Dev is also sung
and is perhaps an offering to the Divine
spirit.

Sloak and Dakhnaa: the poetic form of
Sloak has been extensively used in Guru
Granth Sahib in Nitnam Baanies, in Baanees
composed under various Raags and also in
Baani which is not under Raag headings. the
Raagis may sing these in a particular
rhythem or may recite them in the form of
Alaap without the use of any rhythem. the
Vaars in the Raag Maroo have Sloaks as a
part of them.

The Sloaks which have been composed
in the language of Multan-Sahiwal region,
south of Guru Nanak’s birthplace, -are called
Dakhney i.e. south
(Shabadaarth) . In the Gurmat Sangeet
tradition, Dhakhneys are sung as independent

pertaining to

entities while singing Vaars in a particular
lore.

Singing of the Bani in Raag Maroo:
The practice of singing Bani of Raag maroo
has been followed from times of the Gurus.
The Raagis, the singers of Gurmat Sangeet
have been preserving this tradition by means
of their formal traing in the performance of
Raag Maroo. The performance related
features of this Raag along with suitable
notations for singing individual Shabads of
this Raag have been published by Gian

A&=4dT 2008
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Singh Abottabad, Avtar Singh-Gurcharan
Singh, Prof. Tara Singh, Principal Dyal Singh,
Sant Sarwan Singh of Dumaili. As this Raag
has been in use since early times, there are
different versions of the performance related
features of it. Musicologists have been
making efforts to determine the appropriate
features from time to time. Dr. Gurnam Singh
in this book ‘Gurmat Sangeet Parbandh’
Paasaar , Sikh Musicology’ has tried to lay
down those features for this Raag along with
similar features for other Raags as were
prevalent in the traditional Gurmat Sangeet.

Maroo Raag is also called Maarao,
Maaroaa, Maaroik etc in ancient musical
treatises. It is called by only one name
Maroo in Sri Guru Granth Sahib. (However,
Maroo as sing in Gurmat Sangeet is quite
distinct from Maroo of North Indian music
and also Maarraa)

As Maroo Raag has been in use from old
times, there are a number of its versions,
which are now prevalent. These are:

Bhai Kahn Singh Nabha: This Raag is
of ‘Shaadav category using only six notes
of the scale omitting note Pa. Notes Sa, Ga,
Dha, Ni are Shudh while Re is Komal (flat)
and Ma is Teeoar (sharp) Ga is Vadi while
Dha is Samoaadi. (Some musicologist has
classified it as ‘Sampooran’ Raag using all
the seven notes all of which are Shuddh). It
is at serial 21 in Sri Guru Granth Sahib. This
Raag is sung as ordinary tunes in afternoons
during has and at the time of demise of a
person.

Bali gives the above noted features with
the modification that the Va note is Dha and

Samoaadi as Ga.

Sangeet Kosh says that its Thaat is
poorvi Category: Sampooran-Sampooran,
Vaadi:Re while Samoaadi: Dha Komal, Both
Ma are used. Time for singing:4th Pahar
(afternoon) of the day. Aroh : Sa, Re, Ga,
Ma, Ma (sharp), dha, Ni, Sa: Avroh: Sa Ni,
Dha, Pa, Ma (sharp) Ma, Ga, Re, sa.

Some musicologists have classified
Maroo Raag under Bilawal Thaat. Vadi is Ga
while Samvadi is Ni, Re and Dha are
omitted in Aroh while Avroh is complete and
hence the category is Audav-Sampooran.This
version is closer to Raag Maroo-Bihag both
Mas are used while only Ma is used in this
version of Maroo. Hence these two Raagaas
can be differentiated.

Aroh: Sa Ma, Ma Ga, Ga Ma Pa Ni Sa.

Avroh: Sa Ni Dha Pa, Pa Ga, Ma Ga,
Sa Re Sa.

Mukh Ang: Sa Re sa Ni, Sa Ma Ma Ca,
Ni Pa, Dha Ma, Pa Ga, Sa Re Sa.

Thaat Khamaaj, category: Audav-Vakr-
Sampooran; Vadi Ga, Samvadi: Ni, Re and
Dha omitted in Aroh; Both Ni and Ni Komal
are used; time for singing: Third Pahar of
the day- Sa is nominally touched during
Aalaap. Re is used minimally and is often
used via ‘meendh’ in a subtle manner.

Aroh: Ni, sa, Ga, Ma, Pa, Ni, Sa.

Avroh: Sa Ni (Komal), Dha, Pa Dha Ma,
Ma Pa Ga, Sa.

Mukh Ang: Ni (Komal) Dha Pa, Dha Ma,
Ma Pa Ga Sa.

In this version Bhai Avtar Singh-Gurcaran
Singh have treated Sa as the Samvadi Note.

A committee comprising eminent Sikh
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musicologisis and Raagis have determined
the following version of this Raag That it
now being used by the Raagis performing
Kirtan:

Note: Both Ma and Ma (Sharp), both
Dha and Dha (Komal), both Ni and Ni
(Komal); category: Shadav-Sampooran; Vadi:
Ga, Samvadi Ni: Re omitted in Aroh.

Aroh: Sa Ga Ma Pa, Dha Ni sa.

Avroh: Sa Ni (Komal) Dha Pa, Ma
(Sharp) Pa Dha Ni Dha Pa, Ma Ga Re sa.

Pakkar (Catch Phrase): Pa Dha Ni Dha
Pa Ma Pa Ga, Pa Dha Pa Ga Re Ga Re Sa.

Maroo-Kaafi: Only the Bani of Guru
Nanak Dev is given under this Raag varient.
As this Raag is not mentioned in ancient
treatises, Maroo-Kafi is considered as original
to Gurmat Sang.This Raag is noted as
“Maroo-Kafi Mohalla I1,Ghar 2" after
invocation which shows that it is different
from Maroo Raag but it is a variation of
Raag Maroo. It is a combination Maroo and
Kafi Raag. Two versions of are prevalent at
present:

Category: Audav-Vakr Sampooran: Vadi
Pa, Samvadi:Sa; time for singing: First part
of the night; Notes:Both Ga and. Komal Ga,
both Ni and Komal Ni,: Notes omitted:Re
andDha in Aroh.

Aroh: Ni Sa Ga Ma pa Ni Sa.

Avroh: Sa Ni Pa, Pa Ma Pa Ga, Ma Ga
(Komal), Sa Re Sa.

Catch Phrase: Sa Ga Ma Pa, Dha Ma
Pa Ga, Ma Ga, Sa Re Sa.

A committee appointed for determing the
structure of Gurbani Raag and some other
musicologists have considered the following

version as authentic for Gurmat Sangeet:

Category: Sampooran; Vadi: Pa while
Samvadi as Sa; time for singing: first part
of night; Notes; Both Ga, Both Ma, both Ni
other notes pure ; no note omitted.

Aroh: Sa Ga Ma Pa , Pa Ma (sharp)
Dha Ma Pa, Dha sa, Ni Sa.

Avroh: Sa Ni Dha Pa, Dha Pa Ga
(Komal), Re Ni Sa.

Catch Phrase: Pa Ga Ma Pa, Pa Dha Pa
ga Ma Pa, Pa Ma Pa, Ni Dha Pa, Ma Pa
Ga Re Sa.

Maroo Dakhni: Only the Bani of Guru
Nanak Dev is under this Raag. The
musicologists have determined the following
features:

Thaat: Mayamalavgaur-Karnatak Music
Jarak Mela

Vadi: Dha, Samvadi: Re

Category: Shadav - Vakr Sampooran;
time for singing: first part of the morning

Aroh: Sa Ga, Ma Pa Dha (Komal) , Ni
Dha (Komal), Pa Sa;

Avroh : Sa Ni Dha (Komal), Pa, Ma Dha
(Komal) Ma Pa, Ma Ga Re, (Komal) Sa...

Catch Phrase: Ni Dha (Komal), Pa , Ma
Dha (Komal) Ma Pa, Ma Ga Re (Komal) Sa..

All these are of great importance in the
Sikh Musical tradition. There is a close
relationship between the rasa, bhava and
character of the raag and the meanings of
the Bani composed in this Raag. The Bani
of this Raag is meant to be sung in this
Raag although many Ragis are taking liberty

_of singing this Bani in other Raags now

days.

# 422, Sector 15-A, Chandigarh
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Meditation in Khayaal: Here and Beyond

Bindu Chawla

“There are only two ways of meditation
in the khayaal”, Pandit Amarnath would tell
his students. “one is the meditation on the
‘Sa’, the primordial note or the aadi awara,
as the this, here and Now, the manifest, and
the other, the meditation on ‘Sa’ as the That
and Beyond, the unmanifest”.

The first meditation concentrates on ‘Sa’
as the brahmanda or universe of notes at the
micro level of the ‘bindu’ and expands to
its fullness at the macro level, to the ananta
apaar, the Endless and the Beyond. The other
method starts with ‘Sa’ as shunya, or
nothing. The nothing is actually everything,
a state of the vastness of the universe, of the
brahmanda of its notes, but itself without a
sense of time or space, progression or
history.

To begin with, all meditation in raga
music are based on ‘Sa’ the parental note
from which are born the rest of the notes,
quite like the colour white, from which are
born all the other colours. From ‘Sa’ and the
handling of the ‘Sa’ begins and ends all
meditation.

The slow portion of the aalaap (from
aalaapanaa, to grow spread) or badhat (from
badhanaa, to grow or expand, the slow
musical progression) of Panditji's guru, Usiad
Amir Khan Saheb's khayaal was a mystic
expansion of ‘Sa’ from the seed or ‘bindu’
of the musical universe, opening the
mythical fotus of the swaras petal by petai,

dwelling on each note till the clixir flowed.
When it reached the point of endiessness his
meditation became an ecstatic libcration from
everything, including the awamess of its own
self.

For Pandit Amarnath,
meditation was the flip side of the ‘bindu’.

the ‘Sa’ in
It was shunya, or ‘nothing’. Everything
started from nothing, nothing being the
required state of the decond:tioned or
unconditioned mind at the beginning of
meditation. This is a tough meditation
indeed, because the swaras or notes have to
be constantly created without zny sense of
the manifest universe or brahmanda of
swaras.

Shunya or zero in eastern philosophies is
symboiic of fullness rather than emptiness,
and the beginning of any meduation on the
zero is the awarness of the umiverse in all
its fullness and not its emptiness, in its
experience of the eternal. This is why
Panditji’s khayaal, from the r:oment he
evoked the ‘Sa’ called out to the entire
universe at a go, and his note petals
unfurled, one by one, like the unraveiling
parts of a puzzle that take their pradetermind
positions in a vast design moving
consistently with its own self, ‘his was the
macro cosmic form of meditaicn

The compiimentary nature of the two
meditations 1s interesting, one siarting where

the oiber leaves off... with opre meditaion,
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the manifest, coming down to tell the story

of infinite compassion and the other, the

unmanifest, moving away to tell the story of
infinite Pain.

But in their aproach to the lyric or
shabda, it is just the opposite. Panditji
speaks of This and Now, and Khan Saheb,
always, of That and Beyond.

A khayaal from the

lyric raga

Meghranjani illustrates this beautifully; the

first two lines or asthaai are by khan Saheb,
and next two lines, the antaraa, are by
Panditji, who completes one of the Ustad’s
incomplete lyrics. In translation, the asthaai
speaks of “The one Omkar, the Formiess./
which is spread into the universe”, and the
antaraa of: “And That which we see before
us, as proof and as the World,/ Is That
which we meditate upon again and again...”

Courtesy Hindustan Times



Raag Malar/Malhar Kirtan-Samagam

Sri Guru Granth Sahib is the only
religious anthology which not only
contains the spiritual philosophy and
social teachings of thirty Hindu - Muslim
saints and six Sikh gurus, but is also
in verses set in thirty-one Indian classical
ragas. It is not only the repository of
south Asian spiritual and social thought
but also store - house of classical
music.

Raagas in Gurbani - i.e. Sri Guru
Granth Sahib

Sri. Devghandhari, Jaitsiri, Bilawal,
Maru, Sarang, Maj, Bihagra, Todi, Gaund,
Tukhari, Malhar, Gauri, Wadhans, Berari,
Ramkali, Kedara, Kanara, Asa, Sorath,
Tilang, Nutnarain, Bhairav, Kalyan, Gujri,
Dhanasri, Suhi, Mali, Gaura, Basant,
Parbhati, Jaijaiwanti

Raaga literally means something that
colors or tints the mind with some
definite feeling. Raag also means love
and attachment. Gurbani - i.e..- hymns in
Sri Guru Granth Sahib are written in love
and praise of God - the one and only
Supreme Soul who creates, nourishes
and assimilates all.

Music lovers of Indore were glad to
know that an endeavour is being made
to revive public interest in our classical

music. As a consequence they thronged

to RAAG MALHAR KIRTAN SAMAGAM
on 10th of August 2007 from 7.30 to

11.00 p.m. at GURDWARA SAHIB -
VISHNUPURI-indore, M.P.

Eight Renowned kirtan - jathas of the
city competed. Raagi Jaswant S.
Mastana & party bagged the First Prize
of Rs. 5100, Bhai Satpal S. & party got
the second Prize of 3100 and Raagi
Mohinder S. & party Got The Third Prize
of Rs. 2100. Other parties got
consolation awards of Rs .1100 each.

Renowned scholar of Indian Classical
Music, namely: 1. Dr. Sashi Kant Tambe
2. Sushri Suman Bhandekar and 3. Sh.
Sushil Masurkar were the leamed judges.
Two main attractions of the samaroh were
amature performances by S. Arvind Singh
- Commissioner Central Excise and a
group of students from Partap Nagar.

The prizes, Certificates Seropas were
conferred by S. Gurdeep S. Bhatia
President Sri Guru Singh Sabha, S. Bhag
S. Saini President Gurdwara Sahib and
S. Asis Paul, Convenor SGGSVM

500 Saplings of trees were distributed
to Sangat for plantation by Mrs and Mr.
Arvind Singh LR.S.

The programme was compered by S.
Ranjit S. Ahuja. Brief information about
the Manch and the Samagam was given
by S. Jasbir S. Chawla and preliminary
information about Raag Malhar was given
by S. Arvind Singh |.LR.S..Vote of thanks
was proposed by S. Bhag Singh Saini
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President Gurdwara Sahib Vishnupuri.

Langar (food / dinner) was served to
all after the Samaroh.

This samaroh of local level is
destined to become the foundation stone
of an edifice of music samarohs of all
India level.

Ragas — the Chariot of Hymns - in
Siri Guru Granth Sahib

Sri Guru Arjan Dev was the compiler
and editor of SRI GURU GRANTH
SAHIB. He arranged the writings not by
subject, but accordingly to musical
measures, or ‘Raags’ in which the hymns
are meant to be sung.

The composition which is musical is
also metrical, and so follows definite
meirical schemes.

Sri Guru Granth Sahib — being with
the Banis (from vani which means words/
speech/sayings and here the sermons &
teachings of the great masters) of Nit-
nem (Daily prayers) - that is Jap Ji,
Raihras and Sohila ... Then there is the
Bani in Ragas, which makes the major
portion of the Sri Guru Granth Sahib.
Each Raag starts with the compositions
of the Gurus and ends with those of the
Bhagats. Third was that Bani which was
not in a specific Raag i.e. saihaskritee
sloks of Bhagat Kabir and Bhagat Farid,
and Swayas of Guru Arjan and the bards
(Bhatts). The fourth and last portion has
the remaining sloks and concluding hymn,
‘Mundaavanee' (seal) written by Guru
Arjan. At the end is the Raagmala, the
list of the Raags in the sequence of the

traditional Indian catalogue style popular
then.

The whole Bani of all the Gurus
including the Bani of Guru Arjan and the
Bani of the Bhagats is in thirty Raags.
The thirty-first Raag in Sri Guru Granth
Sahib is “JaiJaivantee.” It contains the
Bani of Guru Teg Bahadur Sahib, the
ninth Master, and was added by Guru
Gobind Singh Ji in 1708 at Dam Dama
Sahib. (Bhathinda district-Punjab).

Guru Arjan Dev ji put the Guru's
Bani in order: Guru Nanak, Guru Amar
Das, Guru Ram Das and Guru Arjan.
Guru Angad’s sloks he put in the vars
and slok Vaaraa(n) te vadheek.
Foliowing Guru's Bani he put the Bani
of the Bhagats. There is Bani of fifteen
Bhagats: Bhagat Kabir, Bhagat Nam
Dev, Bhagat Trilochan, Bhagat Jai Dey,
Bhagat Shaikh Farid, Bhagat Sadhana,
Bhagat Beni, Bhagat Ramanand,
Bhagat Ravi Das, Bhagat Peepaa,
Bhagat Sain, Bhagat Dhanna, Bhagat
Bhikhan, Bhagat Parmanand and Bhagat
Sur Das. He also put the hymns of four
devoted Sikhs: Bhai Mardana in raag
Vadhans, Baba Sundar ji in Raag
Ramkalee.

He put the swayas of eleven bards
foilowing his own swayas. The eleven
bards are as follows: Kal Sahar, Jalap,
Kirat, Bhikha, Sal, Bhal, Nal, Gayand,
Mathura, Bal and Harbans.

All Great masters of ali reiigions have
preached Humility

Courtesy ‘Jas Abhiyan" News Letter
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Deal and trade only with the Lord,
Raam, Raam. The Lord, Raam,
Raam, Raam, is the Support of
the breath of life. Sing the Kirtan
of Praises of the Lord, Raam,
Raam, Raam. The Lord is ever
present, all-pervading .||1||

Joining the humble Saints, Chant
the Lord's Name. This is the
most immaculate and perfect
occupation of all.||1]] Pause||

Gather the treasure, the wealth of
the Lord, Raam, Raam. Let your
sustenance be the Lord, Raam,
Raam, Raam. Never forget the
Lord, Raam, Raam. In His Mercy,
the Guru has revealed this to
me.||2]|

The Lord, Raam, Raam, Raam,
is always our help and support.
Embrace love for the Lord, Raam,
Raam, Raam. Through the Lord,
Raam, Raam, Raam, | have
become immaculate. The sins of
countiess incarmnations have been
taken away. ||3}!

Uttering the Lord's Name, birth
and death are finished.
Repeating the Lcrd's Name, one
crosses over the terrifying world-
ocean. The Luminous Lord is the
highest of all. Night and day,
servant Nanak meditates on
Him.||4}|8]|10]|
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