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Prologue

The River of Sound

~ The Legend of Naad Brahma ~

Long before humans built cities or wrote books, there was only silence — a vast, infinite silence
that stretched across the universe. The ancient sages called this silence “ Naad Brahma” — the
divine sound fromwhich all creation was born.

One day, as the story goes, Lord Shiva sat atop Mount Kailash in deep meditation. From his
stillness, a vibration arose — not a word, not a melody, but a hum. This hum was “ Omkaara,” the
first sound, the seed of all music. It rippled through the cosmos like a stone dropped in a still pond.

Goddess Saraswati, the divine mother of arts and knowledge, caught this vibration on the strings of
her Veena. She shaped it, stretched it, gave it structure. From one sound, she drew seven — S, Re,
Ga, Ma, Pa, Dha, Ni — the Saptaswaras, the seven notes that would become the foundation of all
Indian music.

And so, Hindustani music was not invented. It was discovered — like gravity, like sunlight —
waiting in the silence for someone to listen.

This book is your journey into that ancient river of sound. But we will not travel with complicated
textbooks or confusing jargon. Instead, we will travel with stories — because that is how our ancestors
learned. Every raga has a mood, every taal has a heartbeat, and every swara has a personality. Through
stories, you will not just learn music theory; you will feel it.

Whether you are a student picking up asitar for the first time, avocalist learning to shape your voice, or
simply someone who loves Indian classical music and wants to understand its soul — this book is for
you.

How to Use This Book

Each chapter begins with a story that introduces the concept. Read the story first — let it paint a picture
in your mind. Then read the explanation that follows. Y ou will find that the theory feels natural, almost
obvious, because the story has aready planted the seed in your imagination.

Practice sections are included at the end of each chapter. Music is not a spectator sport — you must
sing, hum, clap, and feel these concepts to truly own them.
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Let us begin our journey. Close your eyes. Take a deep breath. And listen...
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Chapter 1

The Birth of Sound — Naad and Swvara

~ The Story of the Seven Brothers ~

In a kingdom called Saptlok, there lived seven brothers. Each was unique, each had a distinct
voice, and each carried a different emotion in his heart.

The eldest, Sa (Shadja), was the foundation — steady, reliable, the one everyone returned home to.
He never wandered; he was the earth beneath everyone's feet.

The second brother, Re (Rishabh), was gentle and curious. He would take one step away from
home, just enough to see something new, but never too far.

Ga (Gandhar), the third, was the emotional one. In his Komal (flat) form, he wept with beauty —
melancholy and tender. In his Shuddha (natural) form, he smiled with warmth and hope.

Ma (Madhyam), the fourth brother, stood exactly in the middle. He was the balancer, the diplomat.
In his Shuddha form, he brought peace. In his Tivra (sharp) form, he ignited passion and tension.

Pa (Pancham), the fifth, was Sa’s best friend and perfect complement. Like Sa, he never changed —
always steady, always pure. Together, Sa and Pa were the two pillars of every melody.

Dha (Dhaivat), the sixth, carried the colors of sunset — warm, reflective, sometimes melancholic.
He could shift the mood of any conversation.

And Ni (Nishad), the youngest, was restless. He always reached upward, yearning for the higher
Sa. He was the note of longing, of desire to complete the journey.

Together, these seven brothers were the Saptaswaras — and every melody in Hindustani music is
simply a story told by them.

Under standing Naad (Sound)

Theword ‘Naad’ comes from the Sanskrit root meaning ‘to sound’ or ‘to vibrate.” In Hindustani music
theory, Naad is the fundamental musical sound that is pleasant, structured, and capable of producing
melody. Not every sound is Naad — the honking of a horn is sound (Dhwani), but the sustained note
from asitar string is Naad.
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Key Concept: Naad is of two types: Aahat Naad (struck sound, produced by physical vibration like
plucking a string) and Anahat Naad (unstruck sound, the cosmic vibration that yogis hear in deep
meditation).

The Saptaswar as— Seven Notes

Just as the English musical scale has Do-Re-Mi-Fa-Sol-La-Ti, Hindustani music has its seven swaras.
But in our system, each swara carries meaning, emation, and personality:

. S

Shadja C (Tonic) The home, the foundation — never changes
Re Rishabh D The gentle explorer — Komal & Shuddha forms
Ga Gandhar E The emotional heart — Komal & Shuddhaforms
Ma Madhyam F The balancer — Shuddha & Tivraforms
Pa Pancham G The steady companion of Sa— never changes
Dha Dhaivat A The reflective one— Komal & Shuddhaforms
Ni Nishad B The yearning one— Komal & Shuddha forms

Shuddha, Komal, and Tivra Swar as

Think of each swara as a person who can change their mood. The ‘ Shuddha' (natural) position is their
normal state. When a swara moves lower, it becomes ‘Komal’ (flat) — softer, more tender. When Ma
moves higher, it becomes ‘Tivra' (sharp) — more intense.

Sa and Pa are the constants — ‘Achal Swaras’ (immovable notes). The remaining five — Re, Ga, Ma,
Dha, Ni — are ‘Chal Swaras' (movable notes). Re, Ga, Dha, and Ni have Komal variations, Ma has a
Tivravariation.

Key Concept: Total chromatic notes in one octave: Sa, Komal Re, Shuddha Re, Komal Ga, Shuddha
Ga, Shuddha Ma, TivraMa, Pa, Komal Dha, Shuddha Dha, Komal Ni, Shuddha Ni = 12 notes (same
as 12 semitones in Western music).

[0 Practice Corner
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1. Sing ‘SaRe GaMaPaDhaNi Sa slowly ascending, then descend: ‘SaNi DhaPaMaGaRe Sa’
Feel how each note carries different weight.

2. Hum only Sa and Pa together. Notice how they feel like two pillars of a bridge — stable and
balanced.

3. Try singing Komal Ga (adlightly lowered third) then Shuddha Ga. Komal Ga feels sad; Shuddha Ga
feels hopeful.
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Chapter 2

The Three Worlds — Saptak (Octave)

~ The Three Kingdoms ~

The seven brothers from Saptlok were powerful, but they were not alone. Their story existed in
three versions —three parallel kingdoms, each with a different energy.

The first kingdom was Mandra Saptak — the lower realm. Here, sounds were deep, rich, and
heavy, like the rumble of distant thunder or the low chanting of monksin a cave.

The second kingdom was Madhya Saptak — the middle realm, where humans lived and sang. This
was the most comfortable range, where the voice felt natural and easy. Most melodies lived here.

The third kingdom was Taar Saptak — the higher realm. Here, the brothers' voices became bright,
piercing, and celestial. It was like climbing a mountain and hearing the wind sing.

A great musician, the elders said, was one who could travel freely between all three kingdoms —
diving into the depths of Mandra, singing through the heart of Madhya, and soaring into the
heights of Taar.

What isa Saptak?

The word ‘ Saptak’ literally means ‘a group of seven.’ It refers to one complete set of the seven swaras
— from Sa to Ni — before the next Sa begins. Think of it as one complete journey from home (Sa)
through all seven notes and arriving at a higher home.

Mandra Lower Octave Deep, grave, resonant — bass tones Dots below the note
Madhya Middle Octave Natural, comfortable — main singing range No dots (plain)
Taar Upper Octave Bright, high, piercing — flute's top notes Dots above the note

Key Concept: In notation: Mandra Saptak notes have a dot below, Madhya Saptak notes are plain,
and Taar Saptak notes have a dot above. This helps musicians read which octave to perform in.
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[0 Practice Corner
1. Sing Sain your natural voice (Madhya Saptak). Go as low as you can — that’s Mandra Saptak Sa.
Now go high — that’s Taar Saptak Sa.
2. Sing all three Sas one after another: Low Sa — Middle Sa - High Sa. Feel the journey from earth to
SKy.
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Chapter 3

The Ten Families— Thaat System

~ The Ten Royal Houses ~

In the grand empire of Sangeet Nagari (the City of Music), there were countless ragas — melodic
beings, each with a unique face, voice, and temperament. But organizing them was chaos.

A wise minister named Pandit Vishnu Narayan Bhatkhande stepped forward. He studied every
raga carefully and declared: “ Every raga in our tradition can trace its lineage to one of ten royal
houses —ten Thaats.”

He named the ten houses after their most famous raga: Bilawal, Khamaj, Kafi, Asavari, Bhairavi,
Bhairav, Kalyan, Marwa, Poorvi, and Todi.

“Think of a Thaat as a box of paints,” the wise Pandit said. “ The Thaat gives you seven colors. But
what picture you paint —that is your Raga.”

What isa Thaat?

A Thaat is a parent scale — a specific arrangement of seven swaras (one from each note name) that
serves as the foundation for generating ragas. Pandit Bhatkhande' s system, established in the early 20th
century, organized the vast world of Hindustani ragas into ten parent scales.

Rules of a Thaat: It must contain exactly seven notes (heptatonic). It is always presented in ascending
order (Aaroha only). A Thaat is not performed on its own — it is a framework. Multiple ragas can
belong to one Thaat.

The Ten Thaats at a Glance

Bilawal SaRe GaMaPaDhaNi (All Shuddha) Bright, joyful, morning freshness
Khamgj SaRe GaMaPaDhani (Komal Ni) Romantic, light, festive
Kafi SaRegaMaPaDhani (Koma Ga, Ni) Devotional, rainy season mood
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Asavari SaRe gaMaPadhani (Koma Ga, Dha, Ni) Serious, pathos, deep emotion
Bhairavi SaregaMaPadhani (All Komal) Complete tenderness, morning prayer
Bhairav Sare GaMaPadhaNi (Komal Re, Dha) Majestic, devotional, dawn

Kalyan SaRe GaMam PaDhaNi (TiviaMa) Peaceful, evening serenity

Marwa Sare GaMam PaDhaNi (Komal Re, TivraMa) Restless, sunset yearning

Poorvi Sare GaMam PadhaNi (Komal Re, TiviaMa, Komal Dha) Deep evening introspection

Todi SaregaMam PadhaNi (Koma Re, Ga, Dha; TivraMa) Intense, serious, focused

Key Concept: Bilawal is like the ‘major scale’ in Western music — all natural notes. Every other
Thaat is Bilawal with one or more notes atered to Komal or Tivra

[0 Practice Corner

1. Sing the Bilawal scale: SaRe GaMaPaDhaNi Sa'. Thisisyour baseline— al Shuddha notes.

2. Now sing Khamaj: SaRe GaMaPaDhani Sa'. Only Ni became Komal. Hear how the mood shifted
to romantic?

3. Try Bhairavi: SaregaMaPadhani Sa . All possible Komal notes. Feel the tenderness.
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Chapter 4

The Soul of Music — Raga

~ The Raga Who Had a Name and a Heart ~

In Sangeet Nagari, every Raga was a living being. Raga Yaman would appear at dusk, dressed in
peaceful golden robes, carrying the calm of sunset. Raga Bhairav arrived at dawn, intense and
majestic, with the first light painting his face.

A young student once asked his guru: “ Guruji, Raga Yaman and Raga Bilawal both use similar
notes. What makes them different?”

The guru smiled. “ Imagine two painters. Give them the same seven colors. One paints a sunset; the
other paints a sunrise. The colors are the same, but the painting is different. The Raga is not just
which notes you use — it is HOW you use them. Which note do you land on? Which note do you
linger on? Where do you begin, and where do you rest? That is the Raga’s soul.”

The student understood. A Raga was not a scale. It was a personality.

What isa Raga?

A Ragais a melodic framework — a carefully designed set of rules that dictate how notes should be
used to create a specific mood (Rasa). It is much more than a scale. A Raga defines the ascending
pattern (Aaroha), the descending pattern (Avaroha), the most important note (Vaadi), the second most
important note (Samvaadi), which notes to omit, characteristic phrases, and the time of day for
performance.

Key Elements of a Raga

Aaroha and Avaroha

Aaroha is the ascending movement (low to high), and Avaroha is the descending movement (high to
low). Not all ragas use all seven notes in both directions — some skip notes, creating their unique
character.

Vaadi and Samvaadi
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Vaadi is the ‘king’ note — emphasized most, defining the raga’s emotiona center. Samvaadi is the
‘minister’ — the second most important note. Typically, they are afourth or fifth apart.

Pakad (Catch Phrase)

Every raga has a characteristic phrase called Pakad — a short sequence of notes that instantly identifies
theraga. It islike amusical fingerprint.

Key Concept: A Ragais NOT just ascale. Two ragas can use the exact same set of notes but sound
completely different because of their rules about emphasis, phrase patterns, and ornaments. Raga is
the soul of Hindustani music.

[0 Practice Corner

1. Listen to arecording of Raga Y aman. Try to identify which note feels most ‘important’ — that is the
Vaadi (Gain Yaman).

2. Listen to Raga Bhupali (Sa Re Ga Pa Dha). Notice how skipping Ma and Ni givesit acompletely
different personality.

— 14 —
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Chapter 5

The Heartbeat of Music — Taal

~ The Drummer and the River ~

A young tabla player named Dhruv sat by the river, frustrated. “| can play many patterns,” he
said, “ but | cannot feel the rhythm.”

An old woman washing clothes nearby laughed. “ Boy, put your hand on your chest.” Dhruv
obeyed. “ What do you feel ?”

“ My heartbeat.”

“That,” said the old woman, “is the first Taal. Your heart has been keeping rhythm since before
you were born. The river flows in rhythm. The seasons change in rhythm. Taal is not something you
learn — it is something you remember.”

Dhruv closed his eyes and listened. He heard the river’'s current — a cycle, a pattern, a return.
Taal was not about counting beats. It was about feeling a cycle — a journey that begins, travels,
and comes back home to Sam.

What isTaal?

Taal isthe rhythmic framework of Hindustani music. It is arepeating cycle of beats (Matras) organized
into groups (Vibhaags). Every Taal has a fixed number of beats, and the cycle repeats, giving structure
to the melody.

Key Conceptsin Taal

Matra: A single beat, the smallest unit of rhythm.

Sam: Thefirst beat of the cycle — the most important moment, marked with * X'.
Taali: A beat marked by aclap, indicating emphasis.

Khaali: An‘empty’ beat, marked by awave of the hand — the lighter section.
Vibhaag: A subdivision of the Taal into smaller groups of beats.

Theka: The basic rhythmic pattern on tablathat defines the Taal.
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Common Taalsin Hindustani Music

Vibhaag Theka (Basic Pattern)

Teentaal

Jhaptaal 10
Ektaal 12
Rupak 7
Dadra 6
Keherwa 8

A+4+4+4

2+3+2+3

2+2+2+2+42+42

3+2+2

3+3

4+4

Dha Dhin Dhin Dha | Dha Dhin Dhin Dha | DhaTin Tin Ta| TaDhin Dhin
Dha

Dhi Na | Dhi Dhi Na| Ti Na| Dhi Dhi Na

Dhin Dhin | DhaGe TiRaKiTa| Tu Na | Kat Ta| DhaGe TiRaKiTa| Dhi Na
Tin Tin Na| Dhi Na| Dhi Na

DhaDhi Na|DhaTin Na

DhaGeNaTi | NaKeDhi Na

Key Concept: Teentaal (16 beats) is the most common Taal. The third Vibhaag is the Khaali section
— notice how bols change from ‘Dha’ to ‘Ta/Tin,” signaling the lighter half of the cycle.

O Practice Corner

1. Clap Teentaal: Clap on beats 1, 5, 13 (Taali). Wave on beat 9 (Khaali). Count to 16 and restart.
2. Say the Dadra Theka aloud: ‘Dha Dhi Na| Dha Tin Na — repeat in aloop.
3. Tap aong to a Bollywood song and identify if it uses Keherwa (8 beats) or Dadra (6 beats).
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Chapter 6

The Speed of Time — Laya (Tempo)

~TheThree Travelers~

Three friends set out on the same path to reach the temple on the hilltop. The path was the same,
but each walked differently.

Thefirst, Vilambit, walked slowly, meditating on every stone, every leaf, every breath. His journey
was long, contemplative, and full of depth.

The second, Madhya, walked at a comfortable pace — not too slow, not too fast. Her journey was
balanced and joyful.

The third, Drut, ran. He was bursting with energy, his feet barely touching the ground. His journey
was exhilarating and breathless.

All three reached the temple. All three walked the same path. But their experiences were
completely different. Thisis Laya.

Understanding Laya

Laya means tempo — the speed at which the beats of a Taal are played. It does not change the Taal
itself (the structure stays the same) but transforms how the music feels.

Vilambit Slow tempo Deep, meditative, expansive. Each noteis explored fully.
Madhya Medium tempo Balanced, natural, the default for most compositions.
Drut Fast tempo Energetic, exciting, demanding skill and control.

A classical performance typically begins in Vilambit Laya, moves to Madhya Laya with a new
composition, and builds to athrilling Drut Laya climax.

Key Concept: Laya is relative — there is no fixed BPM for Vilambit, Madhya, or Drut. What
matters is consistency and the controlled progression from slow to fast.

— 17 —
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Chapter 7

The Ornaments of Sound — Alankaars

~ The Jeweler'sLesson ~

A plain gold ring sat in a jeweler’s shop. It was pure, simple, beautiful — but unremarkable. Then
the jeweler began hiswork. He added a tiny curve here, a delicate twist there, a small engraving of
avine. The gold was the same, but now it dazzled.

“That,” said the jeweler to his apprentice, “ is what Alankaars do to music. The notes are the gold.
The Alankaars are the craftsmanship that makes them shine.”

What are Alankaar s?

Alankaars (also called Paltaa) are systematic exercises that arrange swaras in various patterns. They
train the voice or hands to move smoothly between notes, and introduce ornamental movements used in
raga performance.

Common Alankaar Patterns

Ascending-Descending: SaRe GaMa| Re GaMaPa| GaMaPaDha| MaPaDhaNi — then reverse.
Skip Pattern: SaGaRe Ma| GaPaMaDha|PaNi DhaSa — builds agility.

Zigzag Pattern: SaRe Sa| Re GaRe | GaMa Ga | Ma PaMa— develops oscillation.

Gamak, Meend, Kan, and MurKki

Meend: A smooth, continuous glide from one note to another — like pouring honey between two
points.

Kan Swara: A grace note— aquick, light touch of a neighboring note before the main note.
Gamak: A heavy, oscillating ornament where the voice shakes between two notes with force.

Murki: A fast, delicate cluster of notes— like a quick whispered phrase.
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Key Concept: Alankaars are to amusician what scales and arpeggios are to a Western pianist. Daily
practice builds the foundation for effortless raga performance.

— 19 — Musikography



Sangeet Katha — Hindustani Music Theory | Musikography

Chapter 8

When Ragas Sng — Time Theory of Ragas

~ The Clock of Ragas ~

In the palace of Sangeet Nagari, there hung a magical clock. Instead of numbers, each hour was

mar ked with the name of a Raga.

At dawn, Raga Bhairav stood guard — solemn, awakening, spiritual. As morning sun climbed,
Raga Bilawal sang joyfully. At twilight, the most beloved raga stepped forward — Raga Yaman,
draped in gold. Midnight belonged to Raga Malkauns — deep, mysterious.

The wise musicians knew: singing a raga at its correct time was like watering a plant at the right
hour. The raga would bloom. Sing it at the wrong time, and it would wilt.

The Prahar System

The 24-hour day is divided into eight Prahars (watches), each lasting approximately three hours. Each
Prahar has ragas associated with it, rooted in the belief that different note combinations resonate with

the energy of different times.

1st (Dawn) 6-9 AM
2nd (Morning) 9 AM—Noon
3rd (Afternoon) Noon-3 PM

4th (Late Afternoon) 3-6PM

5th (Dusk) 6-9 PM

6th (Night) 9 PM—-Midnight
7th (Late Night) Mid—3 AM

8th (Pre-Dawn) 36 AM

Awakening, devotion
Brightness, joy

Heat, intensity
Reflection

Peace, beauty
Romance, depth
Mystery, meditation

Tenderness, longing

Bhairav, Todi, Lalit

Bilawal, Alhaiya Bilawal
Sarang, Madhuvanti

Multani, Patdeep

Y aman, Puriya, Marwa
Khamagj, Kedar, Bihag
Malkauns, Darbari, Bageshree

Bhairavi, Jogiya
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Key Concept: Genera rule: Ragas with Koma Re and Dha are often morning ragas. Ragas with
TivraMatend to be evening ragas. Ragas with Shuddha notes are often midday ragas.
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Chapter 9

Words Meet Melody — Bandish (Composition)

~ The Poet and the Singer ~

A poet wrote a beautiful couplet about the monsoon rain. The words were magical, but read aloud
they felt flat. A singer heard the poem and set it to Raga Megh Malhar — the raga of rain.
Suddenly, the words didn’t just describe the rain. They became the rain.

“Your words gave meaning,” the singer told the poet. “ My raga gave them wings. Together, we
created a Bandish.”

What is a Bandish?

A Bandish isafixed musical composition set in aspecific Ragaand Taal. It consists of composed lyrics
(Sahitya) and afixed melody, serving as the foundation around which the artist improvises.

Parts of a Bandish

Sthayi (Refrain): The opening section, usually in Madhya and Mandra Saptak. Establishes the raga’s
identity and is returned to repestedly.

Antara: The second section, moving into Taar Saptak. Expands the raga’ s range and emotional scope.
Sanchari (optional): Roams freely through all three Saptaks, exploring the raga further.
Aabhog (optional): The concluding section, bringing the composition to a satisfying close.

Types of Bandish by Tempo

Bada K hayal (Vilambit): Slow, elaborate composition allowing maximum improvisation.

Chhota Khayal (Drut): Fast composition showcasing rhythmic skill and agility.

Key Concept: The Bandish is not just a song — it is a launchpad. The real artistry lies in the
improvisation (Alaap, Taan, Bol-taan) woven around the Bandish.
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Chapter 10

The Grand Journey — Structure of a Performance

~ The Architecture of a Concert ~

Imagine a grand Indian temple. You do not enter the inner sanctum directly. First, you pass
through the main gate, walk through the outer courtyard, then the pillared hall, before finally
reaching the deity’ s chamber. Each step builds anticipation.

A Hindustani classical performance follows the same architecture. It builds — layer by layer,
movement by movement — from the first whisper of a note to the thunderous final Taan.

The Sequence of a Classical Performance

1. Alaap — The Introduction

The performance begins without rhythm. The artist introduces the raga one note at a time, slowly
unfolding its personality. The Alaap is free, meditative, and deeply personal — like meeting someone
for the first time.

2. Jod — Adding Pulse

A gentle rhythmic pulse appears — not a full Taal, but a sense of movement. The melody gains
momentum, bridging the free Alaap and structured composition.

3. Jhala— Rhythmic Energy

In instrumental music, rapid, energetic strumming or bowing patterns build excitement before the main
composition.

4. Bada Khayal (Vilambit) — The Slow Composition

The tabla enters and the slow, majestic composition unfolds. Extensive improvisation happens here:
Bol-alaap, Bol-taan, and Sargam.

5. Chhota Khayal (Drut) — The Fast Composition
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The tempo increases with a new, faster composition. The artist showcases speed, rhythmic complexity,
and virtuosity. Theinterplay between artist and tablaintensifies.

6. Climax and Resolution

The performance builds to a breathtaking climax — fast Taans, complex rhythmic cycles — before
resolving on Sam, bringing the listener home to completeness.

Key Concept: A complete classical performance can last 30 minutes to over 2 hours for a single
raga. Sustaining the audience’ s engagement through this journey is the mark of atrue master.

— 24 —
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Epilogue

The Endless Raga

~ The Student’s Question ~

After years of study, a student approached the greatest musician in the land: “ Guruji, when will |
truly know Hindustani music?”

The master laughed warmly. “ My child, | have studied for sixty years, and every morning |
discover something new. A raga is like the ocean — you can swimiin it your whole life and never
reach the bottom. The day you think you know it all is the day you stop learning.”

The student bowed, and understood the deepest lesson: Hindustani music is not a subject to be
completed. It is alifelong conversation between you and sound.

This book has given you the foundation — the language of swaras, the architecture of ragas, the pulse
of taals, and the structure of performance. But the rea learning begins now, when you sit with your
instrument or your voice and let these concepts come alive.

Sing every day. Listen deeply. Find a guru if you can. And remember: in Hindustani music, there is no
final exam, no graduation day. There is only the next note, the next phrase, the next moment of beauty
waiting to be discovered.

“Nada Brahma” — Sound is God.

May your journey through music bring you joy, peace, and endless wonder.

A Musikography Publication
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Glossary of Key Terms

Aaroha: The ascending pattern of notesin araga

Alaap: The slow, rhythmless introduction of araga

Alankaar: Ornamental note patterns used as practice exercises
Antara: The second section of aBandish, usualy in the upper octave
Avaroha: The descending pattern of notesin araga

Bandish: A fixed musical composition in a specific Ragaand Taal
Drut: Fast tempo

Gamak: A heavy oscillating ornament between two notes

Kan Swara: A grace note — a quick touch of a neighboring note
Khaali: The ‘empty’ beat in a Taal cycle, shown by awave
Komal: A flattened (lowered) version of aswara

Laya: Tempo or speed of the rhythmic cycle

Mandra Saptak: The lower octave

Madhya Saptak: The middle octave

Matra: A single beat in a Taal

Meend: A smooth glide from one note to another

Murki: A quick, delicate cluster of ornamental notes

Naad: Musical sound; structured, pleasant vibration

Pakad: The characteristic catch-phrase of araga

Prahar: A three-hour watch; assigns ragas to times of day
Raga: A melodic framework with rules for note usage and mood
Sam: The first and most important beat of a Taal cycle
Samvaadi: The second most important notein araga

Saptak: An octave; one complete set of seven swaras

Shuddha: The natural (unaltered) position of aswara

Sthayi: The opening refrain section of a Bandish

Swara: A musical note; one of the seven notes of the scale
Taal: The rhythmic cycle or framework

Taali: A clap-beat in the Taal cycle, indicating emphasis

Taar Saptak: The upper octave

Taan: A rapid melodic passage showcasing virtuosity

Thaat: A parent scale from which ragas are derived

Theka: The basic rhythmic pattern that defines a Taal

Tivra: A sharpened (raised) version of a swara (appliesto Ma)
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Vaadi: The most important notein araga
Vibhaag: A subdivision of a Taal into groups of beats
Vilambit: Slow tempo

*
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