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THUMRI, DADRA, TAPPA, KAJARI, CHAITI etc.
(SEMI CLASSICAL & LIGHT CLASSICAL froms of HINDUSTANI MUSIC).

ust as the KHAYAL was created as a revolt against the excessive rigours

and strict rules of the Dhruvpad, the THUMRI was evolved at a later

stage to give the musician, greater freedom than the Khayal in the

matters of technique, treatment of ragas, and emotional interpreta-
tion of romantic word-contents. According to Pdt Ravi Shankar. “Thumri won
tremendous popularity and throve on an extrovert physical sensual inspira-
tion.”

The word THUMRI has many connotations which add up to the overall
etymology suggesting "a small song full of delicate emotive shades and nu-
ances (thasak) and associated with dance.' In Thumri some deep-rooted senti-
ments (mostly romantic), some typical situations in the lives of the common
folk are taken up and given a musico-literary garb in the regional dialects in
and around Lucknow, Benares, Mirzapuretc. “Brijbhasha”is the most favoured
dialect. All taboos and restraints are set aside. Eroticism and love are expressed
in all their feminine sense, sensibility, delicacy, and fury. There is no law but
unrestricted wooing and sensuality, like for instance, pining for the absent lover, -
longing for the joys of reunion and so on. As Peggy Holroyde wrote:- “Indian
music is so concentrated emotionally that it speaks directly to the heart”.

The Thumri-singer has to be equipped not only with a highly cultivated
voice capable of expressing emotions, years of training undera good guru, and
a fecund musical imagination, but also a deep knowledge of the 7heory of
Rasaas (emotions) and different types of “'Nayikas” (heroines in love) in
different situations, moods and temperaments. Thumri might have existed in
cruder forms earlier, but THUMRI as we know it today found its full develop-
ment in Lucknow and Benares. Ustad Sadiq Ali Khan of Lucknow is regarded
by many as the creator of “Lucknow Thumri” which reached its highest peak
of glory and popularity under Nawab Wajid Ali Shah, who composed, ren-
dered & taught a large number of Thumris. Mabharaj Bindadin, founder of the
“Binda-Kalka” or “Lucknow gharana” of Kathak has composed and left for us
hundreds of lilting Thumris which are ideal for “Bhaava abhinaya”in Kathak.
There were numerous other Thumri composers of the “Lucknow school” like
“Kadarpiya”, “Sanadpiya,” ‘lalanpiya”, “Nazarpiya”, “Akhtarpiya” (pen-
name of Wajid Ali Shah) and others. They chose a mixed musical dialect of
Brajbhasha interspersed with the rural jargon of Lucknow and the eastern
districts. Hundreds of talented young singers and dancers were trained in
Thumri-singing and Kathak in Wajid A/ Shah's “Parikhana” (Abode of Fajp-



Jes). Later on, the popularity of THUMRI-DADRA flooded Varanasi which has
produced a veritable stream of light classical singers (mostly women) right up
to present times. As late Dr. Chaubey wrote:- “Lucknow was the Mother, and
Benares the Sweetheart of Thumri”.

Besides the “Lucknow”’and “ Benares”Schools or “Poorab ang”of Thumri,
the “Punjab ang Thumri” shot up into wide popularity through the magical
voices and melting styles of Ustad Bade Ghulam Ali Khan and his brother Barkat
Ali Khan. Moizuddin “the Badshah of Thumri” from Benares; Bhaiya Ganpatrao
from the Gwalior royal family, and Lucknow's Nawab Wajid Ali Shah were
some of the pioneers who brought glory to Thumri. Thumris have their lilting
taalas and they are sung in appealing lighter ragas like Khamaj, Kafi, Pilu,
Gara, Desh, Tilang, Jhinjhoti, Bhairavi efc. ‘

Of the 2 types of Thumris, the *Bandish ki Thumris” abound in khadi
boli and Urdu elements as they were composed by Urdu-speaking composers
of Lucknow. More popular than these are the “Bol banaav Thumris”in Awadhi,
Bhojpuri, etc as they originated from the areas around Benares, Gaya etc. With
romantic texts, these Thumris formed an integral part of the “abhinaya” part
of Kathak dance. Some have devotion for Krishna and deep passionate love for
Him as the theme, and the emotion in these is presented as “Madhura bhaktr”
or sublimated love for the Divine. Agonies of separation (Viyg), joys of re-
union (" ‘Sanjog”) are the two dominating sentiments of Thumris and Dadras.

Dadras are very close to Thumris in treatment. Lucknow and Benares
have produced such a galaxy of outstanding semi-classical exponents that one
can give only a few leading names of recent times such as Begum A]thar,
Vidyadhari Devi, Rajeswari, Siddheswari, Rasoolan Bai, Badi Moti Ba}, Pdf
Mahadev Misra, Girija Devi, Savita Devi, Pd. Channulal Misra, Bageswari Devi
of Benares, and Shobha Gurtu of Bombay whose gayaki brings nostalgic memo-
ries of Begum Akhtar's music. _

TAPFA, a semi classical form but quite distinct from Thumri and Dadra s
a difficult type, and it was the creation of Ghulam Nabi “Shori”of Luckngw ;
most of the Tappas that we hear now has his name “Shori Miyan”woven into
the last line. Drawing inspiration from the racy desert-ditties of the camel-
drivers of Punjab, Shori refined them and created TAPPA which is a highly
embellished and sophisticated type requiring special training for its exponent§.
They are couched in Punjabi language and set in ragas like those of Thumn,
Dadra etc. While the Tappa-singers of Benares sing them in a racy.tempo full
of complicated taans and embellishments, the Gwalior maestros sing Tappas n
a slow tempo.

KAJARI referring to the dark rain-clouds, is a song of the rainy season
and its texts usually describe this romantic season, the agony of lovers in separa-



tion, the romantic sports of Kishna, Radha, and the Gopis, and are full of
romantic sentiments. “Kajaris” show the dominant influence of the folk-song
varieties of Benares and Mirzapur.

CHAITIS and JHOOLAS are all folk-oriented light classical varieties sung
during the rainy season with texts to match. Benares exponents have made
these immensely appealing and popular.

While most of the classical singers include some of these in their con-
certs, there are some who have specialised in semi and light classical forms
only. THUMRI - DADRA - TAPPA are the bridges between classical and light
music.

SUSHEELA MISRA

Footnotes:-

RAGA. is the melodic basis of Indian classical music on which the musicians improvise.
In the definition of Raga an important quality is “7azjakta” which means that the raga
has to deljght and colour the hearts of listeners. Each raga has definite notes to bc'used
in ascent and descent, an important group of notes to be stressed, and special emotional
qualities associated with each raga to be created by the musician. Thousands of ragas
are possible to be created from 10 basic parental scales, but actually only hundreds of

them are in popular use.

TALA. Rhythmic cycle. “TA” stands for " Tandava" the vigorous Cosmic Dance of S.hjva,
while “LA” stands for the graceful feminine (Lasya) dance of His spouse Parvati. The
origin of this world is connected with the Hindu metaphysical belief in the all-embrac-
ing comprehensive rhythm of the Universe, as personified in Shiva.

BHAVA ABHINAYA is the eloquently expressive aspect of classical dances in which
meanings of the accompanying songs are vividly depicted through facial expressions
and meaningful hand-gestures (hasta-mudras).

PUNJABI THEKA is the name of a special taala which is usually playcd on fhft tabla to
accompany certain Tappas, Thumris etc. The texts of Tappas are in Punjabi dialect.



L 1 .
Smt. Savita Devi gifted exponent of Poorab ang
Thumri, Dadra, Chaiti, Jhoola efc. (Varanasi).
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