Gurmat Sangeet Research Internship Page 1

Partaal: The Rhythmic Heart of Gurmat
Sangeet

Jasmeh Kaur

Abstract

This paper explores the concept of partaal within Gurmat Sangeet and its presence in Sri Guru Granth
Sahib Ji. This paper will go into a deep dive of what a partaal is, the history behind it, and how a partaal is
composed in Gurmat Sangeet. This paper is broken down in 5 segments: (1) The basic details about a
partaal — history of the partaal, and the different details about a partaal. (2) An organized list of every
partaal bani organized by order and each bani includes its sirlekh. (3) Composition techniques — this
sections includes a subjective approach on how partaals are composed and will include interviews with
different Gurmat Sangeet ustaads and scholars. (4) Partaals significance in Gurbani interpretation — this
section will go into a deep dive on how a partaal shows emotion in a shabad and how this specific style
affects the listening experience and spiritual connection. (5) Analysis of the chhand — this section will talk
about the chhand and how different changes in the taal affect the emotion and interpretation of the shabad,
this will also include an example shabad. This topic was chosen for the paper as the topic of partaal is
talked about rarely and not many resources are readily available to talk about a partaal.

1. Introduction

What is a partaal? In simple terms, a partaal is a gurbani composition in which various taals can be used
when singing it. Unlike traditional compositions that only use 1 taal throughout the shabad, a partaal
transitions between different taals, which adds a rhythmic variety and complexity to the shabad.

In total, there are 55 partaal shabads in Sri Guru Granth Sahib Ji, each crafted with their own meaning,
poetic meter variance, and intricate music design; showcasing each of the Gurus' writing techniques. 13
raags have this partaal style. 10 raags are part of the 31 shudh raags; Raag Asa, Raag Dhanasri, Raag
Suhi, Raag Bilawal, Raag Ramkali, Raag Nat Narayan, Raag Bhairo, Raag Saarang, Raag Malaar, and
Raag Kanara. 3 are part of the 31 mishrat raags; Raag Natt, Raag Prabhaati Bibhaas, and Raag Bibhaas
Prabhati.

The term “partaal” is believed to have been created by the 4th Guru, Guru Ramdas Ji. Overall, the only
Gurus that have composed this style of singing is the 4th Guru, Guru Ramdas Ji, and the 5th Guru, Guru
Arjan Dev Ji. Guru Arjan Dev Ji has wrote the most partaals in Sri Guru Granth Sahib Ji, at a number of
36 partaals, and Guru Ramdas Ji wrote 19 partaals. This concept in only found in Sri Guru Granth Sahib
Ji and it is not shown elsewhere in Indian Classical Music.°
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2. An Organization of Every Partaal Bani In Sri Guru Granth Sahib Ji

Below is a list of every partaal bani in Sri Guru Granth Sahib Ji. This list is organized by the sirlekh
(heading) and the rahaao line of the shabad. There are 55 partaal banis total and out of those 55 banis, 16
banis have the name partaal in their sirlekh. The reason not all of the partaal banis in Sri Guru Granth
Sahib Ji have partaal in their sirlekh is due to the numbering system created by our gurus. The sirlekh is a
heading for different sections. If the sirlekh changes its style of singing, then a whole new section starts

up. For example, if you go through Raag Asa’s partaal section, you will see that the sirlekh starts with Asa

Mehala 5 ghar 15 partaal. Going along each section, you will see 5 banis under this section. That's how
you will know that there are 5 partaal banis in Raag Asa. Then the sirlekh Raag Asa Mehala 5 ghar 17
Aasaavree will start. We can also look at this through the numbering system. At the end of each bani,
there are 3 numbers. The first one is to show the stanza number in said bani. The second indicates the

total number of shabads in the section. And the third number is to show how many shabads so far by all
the gurus is the raag. If we look at the last lines of each Raag Asa partaal bani, the numbers all line up.

- H'S 36 3 fimirey ASfE arag e (I¥ 11111142l
- A T AIfe W JIfS &8 (12012111431
- fofa sy aad 1S A3 MU

- 9 313 &a YIa 397 112A¥ 111l
- Tuad fogur AT HdT oo Ifd I FRE N12Au14€l

This numbering system is utilized as a tool to prevent any changes or additions to the Gurbani.

Sirlekh

Rahaao Line

Asa Mehalaa 5
Partaal

faarg s e At Fs gg s we ||

bikaar maaeaa maadh soeiou soojh boojh na aavailll

yafg 3 AfH @8 3T Frwfg 7= 111l

pakar keas jam outhaariou thadh hee ghar jaavaill 1|

33 fafipr g orqt fofg fes foz gt ||
lobh bikhiaa bikhai laagae hir vith chith dhukhaaheell

s 916" & Hfs 3 WHI Arefd &t 111 ITE I

khin bhangunaa kai maan maathae asur jaanchi naaheell1 Il rehaao I

Asa Mehalaa 5

gufg Jifee &2 ||

baapaar govindh naaeae |
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A A3 HE® i U8 916 Ire Yo o 33 53¢ 111 II€ I
Saadhh santh manaaeae pria paaeae gun gaaeae panch naadh thoor
bajaaeae II1 1l rehaaoll

Asa Mehalaa 5 a@ A Irg 33 ||

Kooo bikham gaar thoraill

WHAMWHA ST AT FIH T3 IS 11U TTE |l
Aas piaas dhhoh moh bharam hee the horai [I11l rehaaoll

Asa Mehalaa 5 dH g{g 33 T?WFQT I
Kaam krodhh lobh thiaagll

Hfs frfg e aH |l

Man simar gobindh naaml|

IT G ASS IH 111 IIT€ ||
Har bhajan safal kaam II11l rehaaoll

Asa Mehalaa 5 JIY AIT ST wder 8% It fea e 111 3T€ |l

Harakh sog bairaag anandhee khael ree dikhaaeiou |11l rehaao

Dhanasri Mehalaa 5 IfI T9& AT® T TY A6 ©TH WYS I8 a7H B ||
Partaal Har charan saran gobindh dhukh bhanjanaa dhaas apunae ko naam
dhaevahull

ferfe y3 ogg fur afg 39g g afa qu 3 arfe =g 1| ITQ |l
Dhrisatt prabh dhhaarahu kirapaa kar thaarahu bhujaa gehi koop the
kaadt laevahu II1 Il rehaaoll

Dhanasri Mehalaa 5 IB3 7Y US3 7y 163 7y fAHds & Jifde o A 3 ||
Halath sukh palath sukh nith sukh simarano naam gobind kaa sadhaa

leejaill

fHefa sre ury fagre ArgHaf3 fHS o 59 11 3I8 I

Mittehi kamaanae paap chiraanae saadhsangath mil muaa jeejai 1l

rehaaolll
Suhi Mehalaa 5 if3 i3 I Has 378 |l
Partaal Preeth preeth gureeaa mohan laalanaall
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AU He JifET 83 wed &dt 3 38 B3 391 Hofd &'3 Sfaar st gamir
1 IIe Il
Jap man gobind eakai avar nehee ko lackhai santh laag manehi shhadd
dhubidhaa kee kureeaa |11l rehaaoll

Suhi Mehalaa 5 ITH H3S &t wnarar ||
Raas manddal keeno aakhaaraall

IS A IEE uAaT 1101 3I€ |l

Sagalo saaj rakhiou paasaaraa |11l rehaaoll

Suhi Mehalaa 5 36 7w FIS wirfemyr |

Tho mai aaeiaa saranee aaeiaall

SIA ey fargur wirfemyr ||

Bharosai aaeiaa kirapaa aaeiaall

fAQ < 38 Iryg Mt HIqT II9fa U femr (111 II€ |

Jio bhaavai thio raakhahu suaamee maarag gurehi pathaaeiaa |[1 |l

rehaaolll
Bilawal Mehalaa 4 I8g FEW IH &H Uf33 U=s ||
Partaal Bolahu bheeaa raam naam pathith paavanol|
I AZ /I 393 ||

Har santh bhagath thaaranolll

Jfg 3fgya Ifamr ||
Har bharipurae rehiaalll

A B IH S ||

Jal thhalae raam naaml|

f&3 Iremt Ifg T faras 1U1ITg |

Nith gaaeeai har dookh bisaarano |1 rehaaoll

Bilawal Mehalaa HIG BT & W= I'< I9 IAd FAZ WIS A6 |l
Mohan needh n aavai haavai haar kajar basathr abharan keenae ||

8314t G3tat 8314t i

Ouddeenee ouddeenee ouddeeneell|
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FEWfgwJ 1U1IT€ |

Kab ghar aavai ree Il1 1l rehaaoll

Bilawal Mehalaa 5 At nid Afe egAs U=3 I ||
Moree ahan jaae dharasan paavath haell

J9d 3" It AITE A3 |
Raachahu naath hee sehaaee santhanaall

WH 996 IJ 111 ITE |l
Ab charan gehaell1 Il rehaaolll

Ramkali Mehalaa 5 &5I6IJ SHAIT ||
Partaal naranareh namaskaaran ||

86 586 90U INIS 8 86dg 1111 IIE I
Jalan thhalan basudhh gagan eack eackankaaran|l1 || rehaaoll

Ramkali Mehalaa 5 | QU I91 BT 391 f3mfa1 8 Hfenwr &8 fes IfHaT 1111 IT€ |

Roop rang sugandhh bhog thiaag chalae maaeiaa shhalae kanik
kaaminee II1 1l rehaaoll

Nat Narayan Mehalaa AIHE A ASS IfT WS ||
4 Partaal Maerae man saev safal har ghaal ll
& JId U1 IS I3 ||

Lae gur pag raen ravaal ll

A e fde e s |
Sabh dhalidh bhanj dhukh dhaalll

IfT I I I sefa fsas 1111 IT€ |l
Har ho ho ho nadhar nihaal 111l rehaaoll

Natt Mchalaa 4 Ho THS A3HAS A3<3T |
Man mil santhasangath subhavanthee ||

AfS WIE J8 gu<3T |
Sun akathh kathaa sukhavantheel|

A3 fasfay uyy sJ37 ||
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Sabh kilavikh paap lehantheel|

IfT I I I Bz 3t 11T € |
Har ho ho ho likhath likhanthee |1l rehaaoll

Natt Mehalaa 4

Je Wifs Ao I St IfT I ||

Koee aan sunaavai har kee har gaal ll

FAIg I =X 5 a5 ||
This ko ho bal bal baal ll

RITAS IS IS ||
So harjan hai bhal bhaal |

IfT I I I A foas 111 TTE |l

Har ho ho ho mael nihaal 11l rehaaoll

Natt Mehalaa 5
Partaal

QI NI AHG HIZ |l

Kooo hai maero saajan meeth ||

IfTETH IS B3 |l
Har naam sunaavai neeth |

faor vy faudif3 |l
Binsai dhukh bipareeth ||

AZ WIUG HE 3G T3 1111 IIE I

Sabh araapo man than cheeth |1l rehaaoll

Bhairo Mehalaa 5
Partaal

UIfF3US Y3 fUs 926 I6 I6t I

Pirathipaal orabh kirapaal kavan gun ganee |

wifsd JI1 57 I AIET S Tt 1411 IITE ||

Anik rang bahu tharang sarab ko dhhaneell1 |l rehaao |

Saarang Mehalaa 4 | AfU H& Adfe™ FRIRTAS AR HEHIS THE fif3 Bt A afg afg

Partaal

I3 S A3 fesr AZ I3 111 IT€ I

Jaoo man jagannaath jagdheesaro jagjeevano manamohan sio preeth
laagee mai har har har ttack sabh dhinas sabh raath |11l rehaaoll
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Saarang Mehalaa 4 A HS 359I 5IId AWHT Ifd AT 2< 2 WTTEF')-[EF')-[?S")-ITUFG’
SH AT 1U1FTE |l
Jap man nareharae narehar suamee her sagal dhaev dhaevaa sree raam
raam naamaa har preetham moraa [I1 [l rehaaoll

Saarang Mehalaa 4 | AU H& HO HOHTS I HISS UIAAI Af3 UIAAS Y Wisarn |l

Jap man maadhho madhhusoodhano har sreerango paramaesaro sath
paramaesaro prabh antharajaamee ||

HS THG 3 I37 AS BHo 3 €3 I SH IS Irg 1111 I8 |l
Sabh dhookhan ko hanthaa sabh sookhan ko dhaathaa har preetham
gun gaao |11l rehaaoll

Saarang Mehalaa 4 A HS 5338 ||
Jap man nirabholl

Af3 A3 Fe Af3 ||
Sath sath sadhaa sath|

fsged Wa® Haf3 |l
Niravair akaal moorath |

wWrga HQ |

Aajoonee sanbhol |

NI He winfed fimfe fadarg faararat 111 IT€ |

Maerae man anadhinou dhhiaae nirankaar niraahaaree |1l rehaaoll

Saarang Mehalaa 4 | AfU #& e Ifg e gret fsurg 73 fiffe I y3 A9 He afg 9%
Partaal Ifg Yy wfga#t 11U IT€ I

Jap man govind har goving gunee nidhhaan sabh srisatt kaa prabho
maerae man har bol har purakh abinaasee |1l rehaao |l

Saarang Mehalaa 4 A4 H& fASt I |l
Jap man siree raam |

JHIHI IH ||
Raam ramath raam ||

A A IH I

Sath sath raam ||
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g%g M AT IH I'H IH Ife Ifanr AI=TT 11111 IT€ I
Bolahu bheeaa sadh raam raam raam rav rehiaa sarabagae II11|
rehaaoll

Saarang Mehalaa 5 TS 596 2% 6 WHS ||
Partaal Subh bachan bol gun amol ||

ICECIRECICH
ki(n) karee bikaar ||

SESIRSICIGH|
Dhaekh ree beechaarll

319 A= fipwrfe Has U ||
Gur sabadh dhhiaae mehal paaell

Jfg AT I IIST HI IS 11111 ITEC ||

Har sang rang karathee mehaa kael |11l rehaaoll

Saarang Mehalaa 5 JdgaT g €3 T ||
Kanchanaa bahu dhath karaall

ghegwaIfiaa |
Bhoom dhaan arap dhharaall

H& wifsd Ag Ufeg 393 ||
Man anik soch pavithr karath ||

&Il I &H 318 HE TI6 IHS Bt (1111 IIE I

Naahee rae naam thul man charan kamal laagae |11l rehaaoll

Saarang Mehalaa 5 I™H IH IH A4 IHS ITH AJE (|11 IITE |l
Raam raam raam jaap ramath raam sehaaeell 1 Il rehaao I
Saarang Mehalaa 5 If3 I3 If9 Hug 8% Ifg IS His T 11111 IITE |l
Har harae har mukhahu bol har harae man dhhaarae |11l rehaaoll
Saarang Mehalaa 5 S™H 313 HJ H3 f3rar AIS ot 11411 IIT€

Naam bhagath maag santh thiaag sagal kaameell1 Il rehaao |

Saarang Mehalaa 5 6 BB IreQ II e ||
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Gun laal gaavo gur dhaekhaell

T 3 89 g HE AUANT U I8 1111 IT€Q I

Panchaa thae eack shhootaa jo saadhhasang pag ro 11l rehaaol

Saarang Mehalaa 5

HfS fagrdian |

Man biraagaigee

HH3 EIAT 111 ITE I
Khojathee dharasaar |11l rehaaoll

Saarang Mehalaa 5

WA IfE Ut ||

Aisee hoe pareell

a3 g (111 IIE |

Jaanathae dhaeiaarll 1 || rehaaoll

Saarang Mehalaa 5

B8 BEHIGIUSE I |

Laal laal mohan gopaal thooll

die IAf3 U H3 AT AYBUS 3 11111 IIE |l

Keett hasath paakhaan janath janath sarab mai prathipaal thooll1 ||
rehaaoll

Saarang Mehalaa 5

II3 B R AB T FIHI I

Karath kael bikhai mael chandhr soor mohaell

US| ITE |
Oupajathaa bikaar dhundhar nouparee jhunanthakaar sundar anig
bhaao karath firath bin gopaal dhoohae|l rehaaoll

Malaar Mehalaa 4
Partaal

J19 A& I83 HiIH &1 i ArAa3 Ifg 39 11 Sag |l

Har jan bolath sreeram naamaa mil sadhhsangath har thor |1
rehaoolll

Malaar Mehalaa 4

IH I+ 35 9% 8973 53991 ||
Raam raam bol bol khojathae baddbhaagee ||

Jig g Ag g3=< g@ I 3 ufe Baht U1 FT€ |l

Har kaa panthh kooo bathaavai ho thaa kai paae laagee II11l rehaaoll
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Malaar Mehalaa 5 319 Hoa el Tfenirg TG Jar sl ||
Partaal Gur manaar pria dhaeiaar sio rang keeaall
St 7S Hi9rd ||

Keeno ree sagal sanaeegaar ||

3 It F91s faag ||
Thajiou ree sagal bikaar ||

g3 WAEG 8 11111 3TE I
Dhhaavatho asathhir thheeaa |1l rehaaoll

Malaar Mehalaa 5 HS Ty E*ﬂ g6 ||
Man ghanai bhramai banailll

EHfT 3T T3 |l

Oumak tharas chaalai |

Y3 figa &l g 1111 9T8 ||
Prabh milabae kee chaah |

Malaar Mehalaa 5 ﬁ-["\-[ CiR:ES HI<a! St |

Pria kee sobh suhaavanee neekee

II" IY I WMUATT WEE HITS IA Irdt St 1111 ITE i
Haahaa hoohoo gandhhrab apasraa anandh mangal ras gaavanee
neekee 111l rehaaoll

Malaar Mehalaa 5 39 Yif3 g 996 oIHs fae wi3fa Tod 1111 I8 I

Gur preeth piaarae charan kamal ridh anthar dhhaarae |11l rehaaoll

Malaar Mehalaa 5 SIH AIH Wram ||
Baras saras aagiaall

IfT WEE A 4T 11111 IITE |
Hohi aanandh sagal bhaag II11l rehaaoll

Malaar Mehalaa 5 IS JUS I &3 |l

Gun guopaal gaao neeth|

IHSHOTI T3 111 ITE |
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Raam naam dhhaar cheeth |1 1| rehaaoll

Malaar Mehalaa 5 W IgA3 AT Y |
Ghan garajath gobindh roop I

IS I3 7 TS 11U FITE |l
Gun gaavath sukh chain |11l rehaaoll

Malaar Mehalaa 5 J e IIUB I s IS 1111 ITE |
Hae gobind hae gopaal hae dhaciaal laal 111l rehaaoll

Kanara Mchalaa 4 HS AUJ IH IS ||
Partaal Man jaapahu raam gopaal |l

Jfd I35 ARII B ||
Har rathan javaehar laalll

If9 It Wiz camss ||
Har guramukh gharr ttakasaal |

I I I fFus 11U1FTE |
Har ho ho kirpaal II11l rehaao

Kanara Mchalaa 4 I3 I Ired AIEIA ||
Har gun gaavahu jagadhees |l

g g IS By A |l
Eaekaa jeeh keechai lakh bees I

Aty Ifg ofa rafe miA ||
Jap har har sabad japees||

I I I faadiA 111 IT€ |
Har ho ho kirapees II11l rehaaoll

Kanara Mehalaa 4 STIHHEITH Il
Bhak raamo man raaml|

A QU a3 |l
Jis roop na rackh vaddaam ||
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ASAIS HE g IH ||
Sathasangath mil bhaj raam|

g3 J I ST HEH 11 ITE |l

Badd ho ho bhaag mathham [I11l rehaaoll

Kanaraa Mehalaa 4

A3 g e@ uar o'e ||
Sathigur chaatto pag chaatt|l

A3 HiS gfg yag g< ||
Jith mil har paadhhar baatt ||

sgJfggrIgrgfgare |
Bhaj har ras ras har gaattl|

IfT I I B fBm< 1UITE |
Har ho ho likhae lilaatt |11l rehaaoll

Kanara Mehalaa 4

A He Jifae 1 ||
Jap man gobind maadhholl

J1I III WIH wE ||
Har har agam agaadhholl

HisgEHiz afgyg s |
Math guramath har prabh laadhho |

gfg I 3 &3 B3 111 T8 |

Dhhur ho ho likhae lilaadhoo [I1 1l rehaaoll

Kanara Mehalaa 4

JIG AH Mg IS ||
Har jas gaavahu bhagavaan|l

AR I3 YUY BJ6 I
Jas gaavath paap lehaanl|

HI3 JOH3 Afe AR a5 ||
Math guramath sun jas kaan||

IfT I I fI3Us 11111 ITE |l
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Har ho ho kirapaan|l1 || rehaaol I

Prabhati Bibhaas AU He If9 Ifg &H fous ||
Mehalaa 4 Partaal Jap man har har naam nidhhaan ||
If9 THRP U=fIHS |

Har dharageh paavehi maan ||

fafe Aflmr 3 ufg ugms 1111 I3T€ |

Jin japiaa thae paar paraan |1l rehaao |l

Bibhaas Prabhati JHIHIHIHAY ||
Mehalaa 5 Partaal Ram raam raam raam jaap |

s F8H 83 N i Afawd 3 1115T8 |
Kal kalaes lobh moh binas jaae ahan thaap 1| rehaaoll

Bibhaas Prabhati II& ITHS AIIS 2 ||
Mehalaa 5 Charan kamal saran ttaek ||

89 Yo eM3 &T9d AIE Quid 3JT 8 11111 ST€ |l

Ooch mooch baeanth thaakur sarab oopar thuhee eaek |11l rehaaoll

3. Composition Techniques of a Partaal

First, what goes into a partaal? A partaal is a style of kirtan in which there are multiple taals. The
rehaao tuk, or as many people call it the asthaee, is in 1 taal. Each antraa has its own taal, so no
taals are repeated through the shabad.'

To figure out how to compose a partaal composition, 2 world renowned artists have been
interviewed. Ustaad Rajvinder Singh is an amazing world renowned tablachee. He has played
tabla with many kirtaniye such as Dr Gurnam Singh Ji, Bibi Guneet Kaur, Dr Gagandeep Singh,
Bhai Manbir Singh and many more. Ustaad Gurpreet Singh is an incredible kirtaniye and dilruba
player. He has been alongside with many kirtaniyes such as Dr Gurnam Singh Ji, Dr Gagandeep
Singh, Karamjit Singh Shaant Ji, Bibi Guneet Kaur and many more. Ustaad Rajvinder Singh and
Ustaad Gurpreet Singh are very knowledgeable in Gurmat Sangeet and they are both under the
influence of a world renowned scholar, Dr Gurnam Singh Ji.

Before we start composing a partaal, we need to first look at the meaning of the partaal shabad
that we want to compose, or as Ustaad Gurpreet Singh stated, “we need to look at the bhav of the
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shabad.” Never start with first looking at the taal because the whole point of composing a
shabad, any kind of shabad, is to bring out the meaning of the shabad. The taal can essentially be
anything that the composer's heart desires. First, decide on the sur of your composition, decide
how you want the tune to go. Sing your line without the taal, have the right spacing within the
tune. But most importantly, make sure that the shabad has the right meaning.”

Next, fit it into any taal that you wish. According to Ustaad Rajvinder Singh, you need to look at
where the vishraams of the shabad go, and how long the line is. That is what will mostly help
you decide on what taal to put into place. If the line of bani is short, then you would use a shorter
taal such as dadra (6 beats) or matta taal (9 beats) and there are many more taals to choose from.
You can also use these taals for longer lines, the taal will just have two cycles under one line. But
usually if the line of bani is longer, then you would use a longer taal, such as ektaal (12 beats) or
teentaal (16 beats) and there are many more to choose from.®

This process is then repeated from the whole shabad and since it is a partaal, you will need to
think about different patterns that you would want to incorporate in the shabad, and obviously, it
needs to sound good and enjoyable.

4. Significance in Gurbani Interpretation

Every shabad is associated with a particular raag and each raag has its own emotion to convey
the message properly. Some raags have positive emotions, some raags have negative emotions.
The partaal continues to further intensify those emotions and expressions conveyed within the
shabad. The specific set of rhythms can draw attention to specific lines of the shabad, which
highlight their emotional significance.

Studies have shown that the mood and tempo of the rhythm align with each other a lot.” Our
mood can change with the speed of the taal. If the speed of the taal goes fast, our mood is more
energetic. If the speed of the taal is slow, we tend to have a more calming and relaxing mood.
Music overall can have therapeutic changes to our behavior and overall challenges.'' This means
that music can help ease the difficulties of challenges such as anxiety, depression, ADHD,
autism, mood regulation issues, and more. So now imagine this; Bani is extremely therapeutic
for all of us as Sikhs. We recite bani every single day, and now, we understand that when we add
a tune to our bani, the bani becomes even more therapeutic. On top of that, each raag has a
different emotion to convey. Now, when we add the taal to it, our mood changes. When we
combine everything together, kirtan overall in general becomes a pleasant experience for all of
us.

5. Analysis of the Chhand

A chhand is an exploration of different patterns in a specific taal or rhythmic cycle. In order to
figure out these different patterns, we have to look at what a vibhaag is. A vibhaag is the
different divisions of a taal. These divisions are determined by the location of the taali and the
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khaali of a taal. For example, If we look at ektaal, which is a 12 beat taal, it has 4 taalis and 2
khaalis, hence giving us 6 vibhaags. If we look at matta taal, which is a 9 beat taal, it has 3 taalis
and 1 khaali, hence giving us 4 vibhaags. Bringing variance into vibhaags allowed for kirtaniyaes
to mix up the styles a little bit. Instead of following a 4-4-4-4 pattern for Teentaal, the kirtaniyae
might interpret the shabad as 6-4-4 or 3-4-6-3. The variance in this case is a chhand.

For example, if we look at ektaal, which is 12 matra (beat) taal, it can be divided as 3, 4, 5. This
pattern would sound like this:

1 2 3 4 5 6 7 8 9 10 11 12

Sa Re Ga Sa Re Ga Ma Sa Re Ga Ma Pa

Another way that ektaal can be arranged is in a pattern of 5, 3, 4 (these are the number of
sequential notes to showcase each chhand). This still adds up to 12 beats, but since the order has
changed, the rhythmic flow has completely changed. This can make the sound of the pattern
different because now we are singing a completely different variation.

1 2 3 4 5 6 7 8 9 10 11 12

Sa Re Ga Ma Pa Sa Re Ga Sa Re Ga Ma

There are many other possibilities for the chhand of ektaal, suchas345,444,3333,255,7
5, and so many more, as long as the pattern follows the number of beats in the desired taal.

Chhand also relates to the concept of syllables. These syllables are seen in the writings of Guru
Gobind Singh Ji. In the Dasam Granth Bani, the chhand highlights the poetic/rhythmic variation.
For example, Ek Achari Channd uses 2 syllables to pronunciate: A jai, a lai, a bhai, a bhoo, a joo,
a naas, a kaas, and so on. Chachri Channd uses 4 syllables to pronunciate: A roo p hai, a noo p
hai, a joo 0o hai, a bhoo oh hai and so on.

So how does the concept of chhand relate to partaals?

Chhand helps us decide what taal is best for a shabad. To help analyze the different patterns, just
look at the syllables for each word in the bani. It is important to note that 1 taal is used for the
entire asthaee, and a different taal for each of the antraas; in other words, 1 taal can be used for
the rehaao and a different taal for each associated padas. Lets analyze the shabad preeth preeth
gureeaa mohan laalana and take a look at the various taals we are able to use in this shabad.
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Let’s try ektaal for the first line. A pattern we could use for the first line is 3, 3, 6. This perfectly
adds up to 12.

Preeth - 3
Preeth - 3
Gureeaa - 6
1 2 3 4 5 6 7 8 9 10 11 12
pree - th pree - th gu ree - aa - -

This taal can go well with the first line as the wording does not feel rushed. Some might argue
that gureeaa might be too long though. Let’s try switching up the taal. If we try matta taal, a 9
matraa taal, the pattern could be 3, 3, 3

Preeth - 3
Preeth - 3
Gureeaa - 3
1 2 3 4 5 6 7 8 9
pree - th pree - th gu ree aa

This can also work as the wording of the gurbani does not feel too rushed and tense. It is
important to note that it does not need to be just multiples of 3s but other numbers can work as
well. Let’s try a different pattern for matta taal: 2, 3, 4.

Preeth - 2
Preeth - 3
Gureeaa - 4
1 2 3 4 5 6 7 8 9
pree th pree - th gu ree aa -

But, this might not work because the layout does not sound right. The same word, preeth, is
being sung twice but with a different amount of syllables each time. Throughout the whole
shabad, this process will need to be done many times to make sure that the best taals align with
the shabad and what taals will help convey the message the best.
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Conclusion

In examining the rarely explored concept of partaal within Gurmat Sangeet and its presence in the Sri
Guru Granth Sahib Ji, this paper has provided a detailed overview of the rich history, techniques to
compose partaals, the significance they hold in Sikh tradition, and the poetic structure of partaals. By
analyzing each known partaal bani with their respective sirlekhs, and leveraging interviews from
experienced and respected ustaads and scholars, this paper highlights the emotional depth and complexity
of partaals, displaying how these shabads enrich shabad kirtan. The exploration of Chhand and its
rhythmic structure further highlights how changes in taal can shape the listeners’ experience with the
bani. In conclusion, this study seeks to bridge the gap in current Sikh musicology by shedding light on an
underutilized form of reciting bani.
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