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The rag alone

A typical instrumental recital of North Indian classical music begins with
a section in which the rag is developed alone; there is no tal, 5o the
tabla player sits without playing throughout this section, which can take
up to half the total performance. There are usually three parts: alap, jor
and jhala. Of these alap is the longest and most important. The othe
two could be omitted or a substitution made, but it would be very
unusual to dispense with alap altogether, and unthinkable to change
the order.

The importance of alap

It is with alap that the performance starts in a mood of tranquility and
then very gradually increases in tempo, dynamics, rhythmic complexity,
and overall excitement. It is only in this way that the rag’s beauty and
subtleties can be revealed and explored in depth. (If one asks a musician
a question like ‘how does this rag go?’ he will not sing or play jor, or
jhala, gat or tans, but instead a kind of condensed alap.) The slowness of
tempo and absence of pulse should not beguile the listener into
thinking that the musician is indulging in some kind of whimsical free
fantasy. It is precisely in alap that his knowledge of the minutiae which
make up a rag is most severely put to the test. Within minutes— perhaps
even seconds — of playing he will either create or destroy the rag. There
are musicians who have enough technical mastery of their instrument
to win over an audience with sheer virtuosity in the latter stages of
performance, even after an indifferent or bad alap, but a connoisseur
will not be satisfied with such compensations. Not surprisingly,
therefore, the anecdotes about the excellence of some or other great
musician (usually of the past) are more likely to be about how he could
sing one note in a special way, or improvise on three notes for an hour,
rather than how fast he could sing a tan. This also reflects the apparent
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development of North Indian classical music from the slow, dignified
and meticulous, towards a more overtly virtuoso style (a development
which is widely deplored by purists). Thus the old dhrupad vocal style
has by now been almost completely superseded by khyal where the
singer is allowed much more Ereedo_m and‘ where the vocal gymnastics
can come into their own. I do not wish to imply, however, that khyal is
an inferior genre. That would be a foolish disregard of Indian music
oday as well as disrespect to some of the finest musicians of this
century. Nor should one necessarily see dhrupad and khyal as
irreconcilable opposites. The significant point is that khyal singers are
often held in special esteem when they have derived alarge measure of
their art and knowledge of music from the dhrupad tradition. It is still
generally acknowledged that for the most reliable and pure version of a
rag one must consult a dhrupad musician. The kind of alap — a slow,
serious and extended exposition of the rag, without rhythmic
accompaniment — commonly heard in instrumental recitals is a further
legacy of dhrupad. This point is emphasised by Ram Narayan, and can
also be applied to other leading musicians, for example Ravi Shankar
and Ali Akbar Khan.

The characteristics of rag

To discuss alap is to discuss the whaole concept of rag. Since there is no
adeguate brief definition of rag — the shortest and least helpful to the
Westerner being the traditional Sanskrit aphorism ‘Ranjayati iti ragah’
{‘that which colours is rag’) — it is necessary to list the main elements
which make up this highly sophisticated melodic system. Once these
relatively simple theoretical points have been discussed it will be
possible to proceed towards an understanding of the subtleties in
performance.

Nazir Ali Jairazbhoy has proposed the following chief characteristics
(which | have paraphrased) by which one rag can be distinguished from
another: (1) scale; (2) ascending and descending line; (3) transilience;
(4) emphasised notes and register; (5) intonation and obligatory
embellishments (1971: 45). The discussion should also include the time
of day when the rag is performed and its mood, but to a large extent the
time of performance is subsumed by number (4) above, and the mood
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of the rag - traditionally considered to be one of its main attributes — h
become largely a matter of subjective response. Consequently, mogg
or sentiment (rasa in Sanskrit) is too conjectural and unreliable to serye
as a means of describing or analysing a rag though something will be
said on the subject in the following pages.

When the alap begins the listener will, if no announcement has beap
made, be certain only of one thing about the rag: the time of day it i
being performed. (At least, one hopes that this will be the casel) If he
has been listening carefully to the tuning of the instrument he may wel|
have discovered what scale the rag has, which will limit the possibilities,
(In a vocal concert without sarangi accompaniment this clue will almost
certainly not be given.) The great Indian musicologist Pandit V. N,
Bhatkhande, working in the first four decades of this century, decided
that most of the two hundred or so rags of North Indian classical music
could be classified under ten thats (heptatonic scales). This system has
been widely accepted, though it does pose problems, such as how 1o
classify rags with a heptatonic scale slightly different from any of the ten
thats (maybe by just one note) or with fewer or mare notes tha_n seven,
In practice this means between five, the minimum number of notes 3
rag may have, and twelve, the maximum number used in present-day
nomenclature.” Bhatkhande named each of his ten thats which are
given below in staff notation with the corresponding Indian note names
beneath, after what he considered to be the most common rag in it (Ex.
46).
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The rag after which the that is named, however, may not use exactly
the same notes as the derived that. For example rag Marva uses fewer
than the seven notes, and rags Khamaj, Kafi and Bhairvi use notes in
addition to those given in the that.

It will be seen, apart from the convenient coincidence of the North
Indian naturzl scale (Bilaval that) with the Western natural scale (C
major), that there are other parallels between six of the thats and the
western (Church) Modes; the remaining four thats have no equivalents
in Western music and consequently sound the most unusual and
‘Oriental’.

That Western equivalent mode
Kalyan F-mode (Lydian)
Bilaval C-mode (lonian, also C major scale)
Khamaj G-mode (Mixolydian)
Bhairav -
Purvi -
Marva -
Kafi D-mode (Dorian)
Asavri A-mode (Aeolian)
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Bhairvi  E-mode (Phrygian)
Tori -

The way the scale is used in rag is very important. Very few rags permiy
a straight ascent and descent of the successive notes of a complete tha;
If the rag is basically heptatonic? it will almost certainly contain all the
notes in descent (avroh) but omit one or two notes in ascent (aroh) for
example rag Bhimplasi (Ex. 47)

Ex 47
aroh
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where the ascent is pentatonic and the descent heptatonic. In 3
pentatonic rag the typical aroh-avroh is straight up and down using al|
notes, since an ascending or descending line, like therag itself, requires
a minimum of five notes.

Aroh-avroh is further complicated by the use of accidentals and
crooked motion. An example is the aroh-avroh or rag Darbari which
was taught to Ram Narayan by Ustad Abdul Wahid Khan (Ex. 48).

Ex.a
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The most extreme example | can recall is given by Ram Narayan for
rag Misra Bhairvi. The basic scale of Bhairvi is Bhatkhande’s Bhairvi that
(see Ex. 46). The word misra suggests a mixture, and means that all
accidentals may be used. Here the aroh does contain all seven notes of
Bhairvi, but itis still much simpler than the avroh, which uses all twelve
notes in a very crooked motion (Ex. 49).

EX. "19
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n fact, few traditional North Indian musicians would be happy with
simple straight up and down aroh-avroh claiming that this would not
represent the true line of the rag as itis performed, or focus those notes
with special importance. This leads to a discussion of the two important
notes in a rag, called the vadi and samvad|.

Every rag must have the note Sa, and all but a very few have either Ma
or Pa, or both, a perfect fourth or fifth, respectively, above Sa; possibly
these notes could be replaced by Ma¥, a tritone above 5a.% The drone
normally reinforces the Sa and either Ma or Pa, though it must be said
that one of Ram Narayan's favourite choices of drone notes (played on
the tambura) is Sa and Ni. Inevitably, then, Sa is an important, indeed
essential, note in any rag. Paradoxically, however, there are rags in
which Sa is omitted for long stretches of melody, and otherwise
rendered without emphasis. An example is the well-known rag Marva. Sa
is weak and often omitted, although itis presentin the drone. Marvais a
special case in that its scale (see Marva that Ex. 46) omits Paand does not
contain the natural Ma. For one thing this means that the choice of a
second drone note is most likely to be Ni (as it always is when Ram
Narayan plays this rag) and for another it means that there is no note in
the consonant relationship of a perfect fourth or fifth with Sa. This helps
explain why Sa is relatively weak: Indian theory has always recognised
the importance of the consonant intervals of perfect fourth and fifth (as
well as octave) and this is the basis of vadi and samvadi. Nowadays these
are two notes in a rag which are generally, though not always, a perfect
fourth or fifth apart. Of the two the vadi is the more important, and is
complemented in the opposite tetrachord by the samvadi. Any noteofa
rag, including Sa, is potentially vadi or samvadi. In the early stages of the
alap the vadi and samvadi should be established by such things as greater
intensity, longer duration, frequent repetition, and pauses after the
note. The listener, however, must not be blamed for uncertainties. Itis
symptomatic of the rift between theory and practice that the vadi and
samvadi do not always emerge as the strongest notes of the rag, or the
musicians differ in their choice of vadi and samvadi for a particular rag,
or even that they differ in their definition of the terms.

To return to the example of rag Marva, the vadi and samvadi are
usually given as Re? and Dha respectively, which means that the interval
between them corresponds to a minor sixth, rather than the customary
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erfect fourth or fifth. Performances of Marva often seem 10 stress the
Dha more than the Re?. One way this may happen is if the note comes
on the first beat of the tal, which will automatically tend to aifc&:ntuate it,
The fact that this beat (as we shall see in the next chapter) is called the
sam has led Ram Narayan to propose one definition of samvadi as the
note which falls on the sam. Without going into the validity or otherwise

of this assertion | think the significant point is that there may now be 3

greater equality between vadi and samvadi, to the extent thfnt One may
be confused with the other. An example which supports this was given
by Ram Narayan to show how one can improvise around the vadi ang
samvadi of rag Marva. He sang the phrases in Ex, 50
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in which Dha actually oceurs more times than Re?, although Reb is used
more as the note on which phrases end.

Besides vadi and samvadi mention should be made of anuvadi and
vivadi. In ancient theory these referred to notes which were related by
imperfect consonance (anuvadi) or by the dissonant intervai
equivalent to a semitone or major seventh (vivadi). Nowadays these two
terms are not used a great deal, but when they are anuvadi refers to
notes other than the vadi and samvadi, and vivadi to notes which are
foreign to the rag but which may be slightly touched upon to heighten
the effect of the rag, as well as to demonstrate the musician’s command
of the material, What does not seem to have changed over the centuries
is the underlying belief in a hierarchy of notes. Interestingly, an analogy
is made with social hierarchies. Kaufmann quotes a Sanskrit verse, of
which he gives the following translation: ‘The vadi is the king of the
notes: the samvadr is the minister; the vivadi is the enemy; and the
anuvadi is the vassal’ (1968: 6).

Although there are doubts about the precise definition and
identification of vadi and samvadi it should not be assumed that the
whole concept has declined in importance. There are numerous
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examples where a difference of vadi and samvadi is almost the sole
means of distinguishing between two rags. Bhupali and Deskar are both
pentalﬂﬂif rags using the same notes: 53 Re Ga Pa Dha (all natural).
Therefore, a straight up and down aroh-avroh is permitted in both. The
Jifference between them is the vadi and samvadi: Ga and Dha in
ghupali, and Dha and Ga in Deskar, respectively. Obviously a clear
distinction between the relative importance of vadi and samvadi must
be made in these rags. Ram Narayan’s phrases to illustrate the
difference between them focused immediately on Ga and used a slide
from Pa down to Ga in the case of Bhupali, and brought out the patterns
Dha Sa Dha Re and Ga Pa Ga Dha in Deskar. Similarly, if in Marva the Ga
is stressed there is a danger of confusing the rag with the similar
rag Puriya.

In a live performance there would be little chance of confusing
ghupali with Deskar, since the former is an evening rag while the latter
is a morning one. Bhatkhande maintained that the position of the vadi
and samvadi determine the time of day the rag should be performed,
and vice versa. Simply, if the vadi is in the lower part of the octave
{purvang), which can be from 5a up to-Ma or Pa, the rag is performed
between noon and midnight, and if it is in the upper part of the octave
{uttrang), which can be from Ma or Pa up to Sa, the rag is performed
between midnight and noon. If the vadi is 5a, Ma, or Pa, then the rag
may be performed in either period; in other words, vadi alone will not
determine the time of performance. Bhupali and Deskar fit this
explanation: Bhupali, an evening rag, has Ga as vadi, which is in the
purvang, and Deskar, a morning rag, has Dha as vadi, which is in the
uttrang. In practice, there must obviously be a more specific time than
merely some time during a period of twelve hours, and Bhatkhande's
explanations do go further.® In some cases musicians can be very
precise: for example, Malkos is thought of as a midnight rag, Marvaasa
sunset rag, Lalit as a dawn rag, and so on, but in practice one may hear a
rag performed three or four hours away from its customary time. Few
musicians, or theorists for that matter, are clear about the origin of the
time theory, though Ram Marayan is aware of the physiological changes
through the day, mentioning pulse and breathing variations. He admits,
however, that he adheres to the time theory because it is a tradition he
has been taught to respect and agdinst which he sees no reason to
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rebel. This is typical of Indian musicians. Those few who actively oppgsg
the time theory do so mainly on grounds that it will force many rags intg
oblivion as concert times become more standardised. (They also cag
envious eyes at South Indian music, which is not restricted by a time
theory.) This appears to be a plausible argument, but it overlogks
certain points. Radio broadcasts of musicin India commence at about 7
a.m. and continue, at intervals, until about 11 p.m. All-night public
concerts are still quite common, as are morning and afternogn
concerts, especially on Sundays. Commercial recordings make rags of
any time of day available. Here, of course, the time theory can he
doubly violated, first by the musician who may well record a rag at an
unsuitable time, and secondly by the listener who may listen to it at any
time. The practice of mixing two rags, for example the morning Bhairay
with the evening Bahar, is another way of avoiding the restriction of the
time theory. Another way is ragmala, a kind of medley of rags which may
be from any time of day.®

These are all obvious arguments. From a musician’s point of view,
however, there are considerations which may escape the layman. Ram
Narayan insists that even if certain rags are performed less in public they
will not necessarily disappear, because they must still form part of the
musician’s repertoire if he is to maintain the rag tradition. Since Indian
musicians on the whole seek to uphold the tradition of keeping rags
‘pure’ this means that they must know not only the specific rag but also
all other rags which are closely related to it and with which it can easily
be confused. Therefore, to play an evening rag correctly one must know
rags from other times of day. If Deskar were a rare rag it would still have
to be in the musician’s mind when performing Bhupali, otherwise he
could find himself in a no-man’s-land between the two rags, or, worse
still, be found there by the more knowledgeable members of his
audience.

In the preceding discussion of Bhupali, passing mention was made of
a downward slide from Pa to Ga, which helps characterise the rag.
Indian music has a great variety of ornaments, and to do justice to this
subject would require a chapter on its own. Collectively these
ornaments are known as gamaks, but gamak alone can also refer to one
particular ornament, which may be desciibed as a slow or fast oscillation
about a note, usually extending to the note above or below. To call
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garHer in its general sense, ‘ornament’ or ‘embellishment’ is something
of a misnomer. Undoubtedly gamak does beautify a note, but such
gnglish words suggest something added and inessential, whereas gamak
can be an integral part of a note and not to use it would violate the rag.
This is a difficulty of Indian music which must be mastered and not used
indiscriminately. Apart from certain rags which have particular gamaks
on particular notes, different instruments as well as different genres of
music, instrumental or vocal, tend to specialise in specific gamaks. On
the sarangi the main ones, according to Ram Narayan, are gamak itself
and mind, which is a slide in one direction between two notes. (The
inference is that if these are the most important ones on the sarangi it is
because they are the most important ones in vocal music, hence in
North Indian classical music in general.) Because of its lack of frets and
the relative lack of friction between fingernails and string, and because

- jt uses a bow, the sarangi is not only able to produce extended and

sustained mind but also to come nearest probably of all Indian
instruments to reproducing all the gamaks of that most versatile and
free of instruments in Indian music: the human voice.

When an Indian musician talks about gamak he usually emphasises
not only the correct movement of the gamak but also the correct
intonation. This is a subject to be approached with the utmost caution,
since it has been at the centre of a fierce controversy for many years.
Ancient theory divided the octave into twenty-two (not necessarily
equal} srutis. The word sruti is still commonly used today. As we have
already seen, however, the octave is currently divided into only twelve
named degrees. It would seem, logically, that there cannot be a fixed
scale of twenty-two srutis, otherwise ane would expect each sruti to be
defined and included in the nomenclature. In fact there is no
standardisation and the srutis have taken on a new, more flexible
meaning, without—and this must be stressed — disappearing altogether.
Few, if any, musicians would totally disclaim the importance of srutis,
but they tend to give conflicting, often purely personal, definitions and
numbers. According to Ram Narayan, Ustad Abdul Wahid Khan used to
say he had his own set of twenty-two srutis. It seems that the musician’s
primary concern is not with an overall arrangement of microtones
within an octave but rather with the intonation of particular notes. Thus
one may speak of the Re in rag Des as being slightly flatter than the Re in
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rag Yaman (both Re’s being natural) or of the Re? in rag Bhairav as being
very flat. Such examples are common and easily obtained frop,
musicians. Perhaps sruti should consequently be regarded as inflexig,
within a limited context rather than as some abstract and rigid system gf
microtones. The following remark made by Ram Narayan is most telling
in this respect: ‘Some people will talk about, say, number three sruti for
Malkos, but if you don’t feel comfortable and convinced why shoulg
you sing that number three sruti?’ The lack of agreement on theij
precise nature and the lack of consistency with which they are used in
performance prevent srutis from being a reliable distinguishing factgr
between rags. Those traditional musicians who have a clear conception
of srutis and a high degree of consistency in their use may be done ap,
injustice by these remarks and by the conclusions of recent research s
but the truth may be that this aspect of the 'purity’ of rags is declining
the fastest.

It is significant that the objections to the use of the small Indian
harmonium, now probably the most widely used instrument in North
India, centred on its inability to render the gamaks and srutis. A good
player can create the illusion of certain gamaks, but there is no way of
changing the twelve pitches to the octave without dismantling the
instrument. It is the flexibility and freedom of choice allowed by
traditional Indian instruments and the human voice that is particularly
missed on the harmonium, though this unsatisfactory state of affairs has
evidently been endured with a considerable amount of enthusiasm.

Sruti, like vadi and samvadi, is an example of an ancient theaoretical
concept vestigiously present in modern Indian music but with altered
meaning and importance. Another concept, from the same source,
namely Bharata's Natyasastra, is rasa, the aesthetic basis of the arts. The
Natyasastra was primarily concerned with the dramatic arts, and it is in
connection with them that eight rasas, or sentiments, were expounded.
These were:

Sringara (lowve) Vira (heroism)
Hasya (humour) Bhayanaka (terror)
Karuna (pathos) Bibhatsa (disgust)
Raudra (wrath) Adbhuta (wonder)
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gasa should not be confused with emotion. *. . an ordinary emotion
(bhava) may be pleasurable or painful; but a poetic sentiment (rasa),
ranscending the limitations of the personal attitude, is lifted above
cuch pain and pleasure into pure joy, the essence of which is its relish
iself’ (5. K. De 1963: 13). This helps explain why santa, calm based on
indifference to wordly things, became the ninth rasa, and even why
bhakti, religious devotion, became, according to some, the tenth. The
sceptic may reasonably ask how, for example, disgust can be instilled in
a listener to music, except in a negative way, but a more pertinent
question would be whether a particular rag can suggest a particular rasa
consistently, to the exclusion of all others, and in such a way that there is
no doubt among all the listeners what that rasa is. The answer is without
any doubt no. Very few musicians consider rasa important beyond
subscribing to the belief that rag has an aesthetic basis and does create
some mood. (This much is conveyed by the Sanskrit definition of rag,
quoted on p. 93). Ram Narayan claims that his music is all devotion, so
all the rasas become one: bhakti. This should, he says, be the basis not
only of Indian music but of any classical music.

The essential 5a

The foregoing discussion of rag is intended to give an idea of the
knowledge a musician must have before attempting alap, as well as to
explain the necessity for concentration and humility. According to Ram
Narayan, the function of alap is to bring out the srutis and personality of
the rag. For ‘srutis’ one should perhaps read: subtleties and intricacies
of intonation, ornamentation and note values, The attention to detail in
the performance of rag suggests the analogies of looking through a
microscope or running a film in slow motion. Itis only in alap that such
meticulous care can and should be lavished on the rag. It has already
been stated that the kind of alap one usually hears today, including that
played by Ram Marayan, comes from dhrupad singing, where the rag
unfolds slowly, note by note. Taking a basic range of two octaves the
normal procedure is to establish the middle Sa, gradually work
downwards to the lower $a, then return to the middle 5a and gradually
work upwards to the 5a an octave above, and beyond it ad lib. The
guestion arises that if the notes of the rag are only gradually revealed
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when does the rag become established? It might seem that, even if the
5a, and the vadi and samvadi are brought out in the beginning stages (a5
they should be) the listener cannot be sure of the rag until he has hearg
all its notes. Itis further testimony to the extraordinary refinement and
subtlety of rag that in fact it can be revealed from the way the very firg
note is played or sung. Obviously this postulates not only an excellap
musician but also a perceptive and knowledgeable listener. Ram
Narayan believes that Sa is different in every rag. He played the
following examples to demonstrate how he would establish Sa at the
beginning of an alap in various rags. | attempt below to capture the
essence in notation and verbal description, but of course examples like
these should be heard. First of all, rag Gaur Sarang (Ex. 51).

Ex.51
¥ =

e
dermpre

o

The 5a should be 'very straight and powerful’, in Ram Narayan's words,
Itis approached by a quick glissando (mind) from Pa below, held loug,
and tails off to a very short Ni a semitone below. Next rag Multani (Ex.
52).

Ex. 52 _
——————

—— :
sempe O s

Sa is approached by a quick glissando from Ni, a semitone below, and s
held for a shorter duration and at a much lower dynamic level than the
Sa of Gaur Sarang. It tails off to Ni a semitone below, which is slightly
longer, hence clearer, than in Gaur Sarang. Nexi, rag Patdip (Ex. 53).

Exiid i 3

3a is approached in two stages: by a quick glissando from Pa to Ni
(below) which is held before sliding quickly on to Sa, which is itself held
but only very slightly longer than the Ni. Also there is a gradual
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diminuendo throughout the phrase, from the attack on Pa to the fade-
put on 5a.

Further examples were: inrag Yaman Sa should be approached NiRe
ga; in rag Darbari with a slight inflexion from the note above, in other
words a very fast slide down from Re; while in rag Bihag it should be
very loud.

If Ram Narayan's ideas were taken to their logical conclusion any rag
could be distinguished from any other by the way this one note is
intoned; such factors as that, aroh-avroh, and vadi—samvadi would be
subsidiary. This is very much in keeping with the musician’s concern for
‘purity’ of rag - the absence of confusion with other rags— so it must be

ure from the very beginning. In practice, however, the process of
establishing the rag unmistakably in the minds of the audience will
usually take a little longer.

The outline of alap

This is fixed in the musician’s mind before playing: it will have been
learnt from his teacher, and itis on this kind of skeleton that he grafts his
own expression and variations. This is not to say that the teacher would
have no control over how his student presents a finished alap, but there
are instances where the teacher may give only the barest outline of a rag
and leave all the rest to the student. This is at the opposite extreme from
sitting together for hours working on every detail of a performance,
which is the more traditional method of teaching, and it must be said
that only he who has mastered at least one rag by learning all its details
from his teacher can create his own material from the outline of a rag.
Ram Narayan told me how he was once given only two days’ notice to
play rag Puriya on Lahore radio. Since he was not sure of the rag he went
to Ustadd Abdul Wahid Khan and explained the situation. The latter, who
usually took a long time over teaching, gave him the following outline
(Ex. 54).
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Not only was this method of condensing so much into a few phrases
spanning hardly mare than an octave unusual, but also the fact tha
Abdul Wahid Khan told him to write it down. From this outline he
could, if intelligent enough, elaborate the rag for hours, making g
complete performance except for the short composition which would
have been learned separately. It was not necessary to say what were the
aroh-avroh or vadi and samvadi, since all this information is contained
in the outline. One can make out an ascent-descent pattern, albej
circuitous, and tendency for phrases to centre on Ga with Ni as 3
secondary resting note. The very first phrase, a mere three notes,
establishes the relationship of these two notes; the next phrase
confirms it, and the next two emphasise the importance of Ga. Sg,
obviously a weak note in this rag, is omitted from these initial phrases. It
would be reasonable, and correct, to assume that Ga and Niare the vadi
and samvadi respectively. It should also be clear that mere repetition is
not a reliable indicator of vadi or samvadi, since Ma* occurs more often
than either Ga or Ni, yet is a relatively weak and unstable note as
phrases must always move on from it to their completion. The only
phrase which does not end on Ga or Ni ends on the upper 5a. This note
must always be treated carefully. In this case it is approached Ma#* Dha
Ma#Ni Ni Re? $a. Alap, which gradually climbs up to this note, achieves
a kind of climax when it is sounded for the first time, and a large part of
the musician’s art is achieving the maximum effect by exploring ways of
approaching it without violating the rag. That portion of the alap which
moves in the upper part of the octave and touches the upper Sais called
the antra, and that portion which moves in the lower part of the octave
{usually from Sa up to Pa, or Ma if Pa is absent or particularly weak) is
Called sthayi. Since the upper Sa is so exposed, partly because it rings oul
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more on instruments and requires a greater effort to sing, the antra is a
severe test of the musician’s imagination and understanding of the rag.
The same does not apply so precisely to the middle Sa, which has a
different quality and value. (1t should be acknowledged here that there
are certain rags, like Adana, Bahar and Sohni, which should actually start
in the upper register, but most follow the gradually ascending pattern
st discussed.)

Abdul Wahid Khan's outline of rag Puriya served as a model of the rag
from which Ram Narayan could generate his own material. In his words,
he had the perfect form of one rag in a lesson of ten minutes. It could be
taken as the basis for alap, as has already been said, but in order to show
:n more detail the stages of a typical alap, Ram Narayan gave the
{ollowing outline in rag Yaman, which is traditionally regarded as a
relatively easy rag to learn. From time to time he gave verbal
explanations, which are included in quotation marks with my own
commentary (Ex. 55).
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This last phrase, ‘just to say | have completed [one stage of the alap)’, is
called mukhra. It is customary to divide the alap into sections by the use
of a mukhra, the characteristics of which are the repetition of 5a and the
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temporary use of a pulse. In the first two phrases, Ram Narayan g3,

ornaments, but subsequently omitted them. Sa, a relatively weak ngy,
is entirely omitted until the mukhra. Ni is emphasised to the extent thy,
one may think itis the vadi, whereas it is the samvadi and Ga is the vaq;
The phrases move in the lower octave, gradually extending downwarg
In performance they would probably reach the lower 5a. The aly,
continued as in Ex. 56.
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Here, Ram Narayan interrupted his singing to say: ‘for example; i
depends on your intelligence.” He then resumed (Ex. 57).

=l et n o il SR B0 g
et =
IG - I T ﬁ_'_d cj' ﬁl' i) LT L= —
i = - = E = P
pr e : e S— ! - —
[ T t t —_—. T s - = L
T T T R
— = : =y
L —— s iy I 1 kil . arma)
TS == == = = =
4 - .
@_ ———F = I

s = = -

‘This chapter is finished’ (again by a mukhra). The vadi, Ga, is
established. The music has begun its slow ascent from the region of the
middle Sa. It continued as in Ex. 58.

Ex 58
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Pa is established, and further phrases would be added to this brief one,
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again 0 focus on Pa. After this came Ex. 59,
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Niis again emphasised, but an octave higher than in the first section. It
has the effect of increasing the expectation for the upper Sa. Then, to
play Sa ‘you must know the antra’. {Ex. 60.)
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“This is the most appropriate way to touch 5a.’ The emphasis on Niagain
teases’, as it were, the upper Sa, which, when it finally comes, is sung
with extreme delicacy, ‘resolving” immediately back on to Ni. With this
one has ‘the complete rag, and the alap is finished’. Of course, this
outline would be slightly altered and expanded in performance, almost
certainly going well abaove 5a, and could last for anything between
about ten minutes and an hour.

The previous example was sung in quite slow, even notes. In practice,
alap has no recognisable pulse; it moves slowly and durations are
uneven, depending on how the musician wants to convey the relative
importance of the notes. The brief mukhra alone introduces a regular
pulse in such a way that a strong beat is suggested at the end of it, and
the tabla player sometimes responds by softly tapping the smaller of his
two drums at that point (marked x in Ex. 61).

. Ex B
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The mukhra sung by Ram Narayan in the rag Yaman phrases can be
regarded as an abbreviated version of this one.
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Jor, jhala and tans Strings (cikari) and with very little melodic development. The great
carangi player Ustad Bundu Khan developed a kind of jhala for his
instrument, where a stopped note is played with three fingers in rapid
succession, followed by the open string, for example Ex. 64,

The next section of the performance, called jor, is characterised by, , [
regular pulse throughout. Sections may still be marked off from eacy,
other by a mukhra phrase in which case a faster tempo will reflect th,
gathering momentum. It is interesting to note that Ram Narayan spok,
of both alap and jor as having tal. He did not mean it in the literal sense,

since in this kind of alap the tabla player remains silent and there is p, E;‘:"f" = ,.,,.-.'-.:',:' =
rhythmic structure with the same regularity as atal. What was meant vy, s et

that durations and rests are significant and should not be thought of 5
purely arbitrary. Jor is usually slow to begin with, but gradually increases
to quite a fast tempo, preparing the way for the next, even faster section
Ram Narayan calls jor a faster portion of alap, with rhythm”. It does noy

|
however, repeat the same gradual unfolding of the rag over the fy| T e ST ———

range of the instrument or voice, but instead concentrates on smallg _-'_t:;::f Teee eee
patterns of notes, perhaps as few as two or three. Another feature of jor, vt e Wy
though not obligatory, is the use of gamak — pronounced oscillations scal At
nd notes —which is very difficult to notate accurately. Ram Mars ! s : : e
SQEU Ew-oct:f}ef i D';" il bl y dyan | RamNarayan practised Bundu Khan’s jhala but discarded it, feeling it to
€ i 5 iy 8 gt ,’ be more suited to plucked instruments. Before finally eliminating jhala
from his repertoire he devised other kinds, which closely resemble
e some of his paltas (Exs. 66-8).
A
which is essentially a pattern of three notes (Ni, Re and Ga), and Ex, 63, |
Ex.63 SR
e g e e
LB T

which explores a wider range (one octave). Taken in isolation and sung
slowly and less evenly these could be alap phrases. The pulse and
increased speed are the crucial difference, but jor does move with -
greater freedom than alap, as well as concentrating on small areas at a
time,

In a typical sitar or sarod performance fast jor will lead into an even
faster and more energetic section called jhala. On plucked instruments
this is especially effective, as it consists of the fast interplay of strokeson |
the stopped playing string with repeated strokes on the open drone
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The third example (Ex. 68) apart from being excellent practice materiy|
is so much like a tan that it provides a link between jhala and tan, Thé
latter being substituted by Ram Narayan for the former. The word 3,
comes from a Sanskrit root meaning to stretch. Literally, then, the rag
stretched or extended over a wide range and usually at great speeq
Ram Narayan sang an example of tan in rag Yaman. He broke off aftg,
the last note, and this could well happen in performance, in which case
another, more complete tan would quickly follow (Ex.69).

Such music is much better suited to the sarangi than jhala. There is 3
great variety of tans, classified according to their shape and articulation,
Much use is made of them in the section of the performance with tab/z
accompaniment, and more will be said on the subject in the next twe
chapters. The tans in the section preceding the entry of the tabla should
be different, since they are not governed by a tal. Different rags, also,
must have different tans, because a tan must obey the rules of the rag.
Although most tans are (a) fast and (b) use many notes in a fluid
succession, there are exceptions. A tan could have asfew as three notes,
but it would be followed by a longer one. A tan could also be very slow,
with gamak.” Ram Narayan's example of this sounded no faster than alap
or jor phrases, but moved freely over a wide range, whereas alap
phrases tend to concentrate on very few notes ata time, and jor on small
note patterns, each one usually within a restricted range of about a
fourth or fifth. Also, the tan was more fluid, in other words played legato
with several notes to the bow, whereas jor phrases are short, with rests
between them, and use many bows, often one per note.

Of the three sections, alap, jor and tan (or jhala) alap is the most
important. Some kind of alap, however brief, is necessary, but a
performance may exclude either jor or tans (without tal) or both. Their
value, apart from extending the performance, is to create variety and
show the technical capabilities of the instrument and its player. They
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150 assist in the gradual progression from slow and serious to fast and

«citing which is typical of North Indian classical music, and thereby
Ename the musician to ‘warm up’ before he attempts the technically
Semanding fast work.

The meaning of improvisation

The next section of the performance introduces a composition, wfth
{abla accompaniment. The assumption is qften made tharl everythmg
heard up to that point (alap, jor and tans cf,rha.f‘a} has been Improwsred.
itis perfectly true tosay that Empmuisapon isanimportant part of In_d!an
music, but there are dangers of misunderstanding. ]he_t.lantalmng
question is always: how much does an irnprmisin_g musician really
improvise? To this should be added thie- questions: what does
improvisation mean in his music? and: what I_:i.hls concept of th_e term?
At first Ram Narayan expressed outright hostility towards the view T_.hat
[ndian music is mainly improvised, and blamed other Indian musicians
for helping to perpetrate this misconception. His argument was that
pecause so much discipline, effort, and knowledge are necessary to
understand rag, and — very important — to keep each rag pure and
distinct, then logically there cannot be improvisation. For him
improvisation suggested unusual experiments which flout accepted
wadition, like putting alcohol or butter in tea. He sang a phrase of
flagrant wrong notes to illustrate his concept. From this it cugld be
deduced that improvisation suggested breaking rules, and the iICIIr'ld of
improvisation he mistrusted was the kind which would tlna cla_smﬂed as
‘free’. The idea that improvisation can exist and flourish within the
limitations of a strict discipline appealed to him. He agreed that he does
not have the entire performance mapped out in detail in his head, in
other words it is not precomposed. The sequence of alap, jor, tans and
section in tal will have been decided, as will the rag, tal and
compositions, and the special way of treating_the rag will be firmly in his
mind. These are the limits within which he will work, and, as was stated
at the beginning of this chapter, the narrower thfe |imit5rthe shgrper the
focus, so the truly great musician is one who can improvise on just aflew
notes for an extended period of time and keep the audience s attention
and approval by his ingenuity and the beauty of his music. The way that
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an alap outline is expanded underlines the importance g

depends on the musician’s intelligence and imagination since these ar4
qualities which will enable him to extend and vary the material withgy,
damaging the structure. Improvisation in North Indian classical mus;c
can be defined as the art of extension through variation, made possible
by the musician’s thorough knowledge and fertile imagination. For thjg
to be improvisation in the accepted sense there must be the addeq
element of spontaneity which | think no Indian musician would deny. |,
speaking of tal, Ram Narayan distinguished between musicians whg
calculate complex rhythmic patterns beforehand, in other word;
precompose them, and those, like himself, who create them
spontaneously, in other words improvise them. The added dimension
of rhythm and the discipline of tal wedded to that of rag are the subjec
of the next chapter.

improvisation, as well as indicating its nature in Indian music. Myc, ’{' 7

Motes

1 1 must add a warning: the convenient fact that North Indian music theary
now recognises twelve divisions of the octave should not lead one to seek
too close an analogy with Western music and think that Indian music has
adopted equal temperament.

2 The Indian words for pentatonic (five notes), hexatonic (six notes) and
heptatonic (seven notes) are audav, sadav and sampurn, respectively,
Sampurn means ‘complete’ and for a rag to fulfil this condition it must
contain each of the seven degrees of the scale (5a Re Ga Ma Pa Dha Nj
whether in its natural position or as an accidental. A rag like Jog, which has
the six notes Sa Ga¥ Ga¥ Ma Pa NiF is classified as pentatonic rather than
hexatonic since it has no Re or Dha.

3 The eminent bin player and dhrupad singer Ustad Z. M. Dagar gave me an
example, a very rare rag, which has neither Ma nor Pa, nor even Ma™. Itis
called Adbhut Kalyan, and its notes are Sa Re Ga Dha Ni (all natural).

4 Bhatkhande's explanation of the time theory is discussed more fully by
lairazbhoy (1971: 61-4).

5 Ragmalas are not easy to perform, since the music is continuous and the
transition from one rag to the next must be smooth. Usually they take place
within the framework of one rag (one of the freer ones which permit
extensive use of accidentals) to which the music periodically returns
during its wanderings.

]

e
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Notably M. A. Jairazbhoy and A. W. Stone (1963).
|tis often said that tans may not be used in dhrupad. What this means is l_hat
the khyal type of fast runs may not be used. To a dhrupad musician,
however, tan literally means ‘line’ so an improvised phrase, which may
sound like an alap phrase, could be termed tan.
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The rag with tal

At the end of the alap section there may be a pause to retune the
instruments or else the performance will continue without a break I-;r‘:d
usually the rag will remain the same. A melody with a clear rhyti-.mi
structure will be the signal for the tabla player to join the performanc:
whlich he will normally do with a flourish of rhythmic brilliance to maké
an immediate impact on the audience. But his basic function from nc;w
until the end of the performance is to maintain the particular tal, or
time cycle, which has been introduced by the new melody. '

The characteristics of tal

,:Ha.f is the framework which organises and governs rhythm just as ara
is that which does the same for melody, and the rag itself can either hi
subjected to the discipline of the tal or, as we have seen in the previous
chapter, be independent of it. Any tal is described as having a certain
number of beats, but this is as incomplete a definition as calling a rag a
?Icah]e. In both cases the important qualitative considerations are
eglected. Just as several rags may share the same scale, so several tals
il‘.'n;j:::}alge the 5ahmre number of beats. The differences between such tals
5 esoughtin terms of hw’f thes_e beats are grouped, how they are
essed, and how they are realised in sound. Once these points are
understood the tal, in its basic form, is clear.

an'zhgyc?;'rrm;nnest North Indian tals Ijave 6,7, 8, 10,12, 14 or 16 beats,
i :he mr::lst common of all is the si.xleen-beat Tintal. Indian
e E;TI'}SE vel; bE“_E‘u-'E that once ITmta} is understood and
- e L:E"I iar;_ e quickly |4L2:‘arr'|.[_I so it is appropriate to begin this
el it ach beat of a {af is called a matra and a complete
B o is (]:Cal!ed one avritti {CI:II' a'n:rartl[arr}}. Thus Tintal has ane
. 1ng of sixteen matr.ﬁs. Within each avritti the matras are
Ped into a number of vibhags or angs. In Tintal there are four
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vibhags, each with four matras. This explains why the tal is often
described (in concert programmes and record sleeves, for example) as
having 4 + 4+ 4 + 4 beats. To leave matters here, however, would not
convey the essence, as there must obviously be some qualitative
difference between these vibhags, otherwise the tal would be a four-
beat one repeated four times. It is easy to make this qualitative
difference using words like stress or accent, but they reflect a Western
cather than Indian approach to rhythm. In Tintal one could say that the
first beat isstressed and the ninth beatis unstressed, and, extending this,
that the first, second and fourth vibhags are stressed while the third is
unstressed. This would give a rough and ready idea of how the tal is
constructed but it would not convey the subtleties of how it is executed.
It may give the impression that every time the first beat comes round itis
played with an exaggerated emphasis, which is certainly not the case. |
propose, therefore, to concentrate from now on the Indian
terminology and explain what happens in terms of the sound produced
by Indian musicians.

The first beat of a tal is called the sam. This word suggests a point of
convergence, of resolution, and it may be conveniently compared with
the Sa of a rag, from which everything starts and to which everything
returns. Improvisations tend to end on the sam, which is often played
with an accent, especially after some long and complicated rhythmic
passage. On the other hand itmay pass almostunnoticed. Atsome other
point in a tal come a matra and vibhag which serve as a foil or
counterweight to the sam. The term for this matra and vibhag which it
opens is khali, which literally means empty. In Tintal the ninth matra and
the third vibhag are khali. If we now establish that the other three
vibhags are qualitatively equal, then it can be seen that the khali is
crucial in identifying the tal and ensuring that the whole cycle repeats
only after one avritti of sixteen matras. When this tal is marked by hand-
claps, which is common in practice but rare in performance,’ the
beginning of the first, second and fourth vibhags is marked by a clap (i.e.
on the first, fifth and thirteenth matras) while the beginning of the third
vibhag (the khali, ninth matra) is shown by a wave of the hand which
moves away from the other ha nd, in the oppaosite direction to a clap, as
if to give a precise visual representation of the opposition between sam
and khali, In notation the sam is marked by a cross and the khali by a
zero, and the other claps, or talis, by numbers. Thus the clapping

pattern for Tintal is:
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Avritti: | 1
Matra: 1 23 4 5 6 72 8 97011 12 1314715 1b
thag: L 1 1 | 1 3l |
sam tali khali tali
® 2 0 3
clap clap wave clap

It will be noticed that the khali comes exactly halfway through the
avritti and this is typical of North Indian tals, of which most in common
use have an even number of matras. In Tintal there are three claps per
avritti (the sam, having a clap, is also the first tali) and this is literally what
the name of the tal means: tin=three, tal=clap. To perform the tal,
however, by counting numbers and clapping the hands would not be
regarded as music. It must be played on the tabla and the components
must be expressed in the bols, or language, of the tabla.? The simplest
and universally (within the culture) recognised articulation of a tal using
drum (tabla) bols is called its theka (literally support). The theka of Tintal
uses four different bols: ta, tin, dha and dhin. The first two are played on
the right-hand drum (daya) alone, while the second two combine the
same sound with the bass resonance of the left-hand drum (baya). The
theka of Tintal is:

.{
|
|
%
|
|

Matra; 1 2 3 4 L e by 7 8 9 10 11 12 1314 15 16
Tal: % 2 0 3 i
Theka: dhadhindhindha dha dhin dhin dha dha tin tin ta ta dhin dhindh

The similarity between the first, second and fourth vibhags is paralleled
by the use of the same bols: dha dhin dhin dha. The khali vibhag is
characterised by the use of the other bols: ta tin tin ta. The version
above shows these bols displaced by one matra (occupying matras ten
to thirteen instead of nine to twelve) which is customary in
Performance, if not in theory. The point about these bols is that they
Fhminate the low, booming sound of the baya, thus "khali’ can be
Interpreted here as ‘empty of bass resonance’. This is very important
when it comes to listening to a theka and finding one’s bearings.
Because the sam sounds no different, in terms of bol, from five other

|
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|
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matras in the avritti it is the khali, which is so obviously different in
sound, that gives the aural perspective on the tal. Now it shou!d be clear
why | have been reluctant to talk in terms of stress or accent.

Examples on the cassette: thekas

item 4 on side 1 of the cassette is a demonstration of four of the
commonest North Indian tals, starting with Tintal. First Ram Marayan
speaks the bols of the theka and then Charanjit Lal Biyavat plays them on
the tabla. After Tintal comes Ektal, which has twelve matras, six vibhags,
four talis (including the sam) and two khalis, one of which comes in the
expected place halfway through the avritti:

Avritti:
Matra: 1 2 g GO AR S T 1 12
vibhag:

sam khali khali
Tal: % ] 2 ] 3 4

clap wave clap wave clap clap
Theka: dhin dhin dha trika tu na kat ta dhage trika dhin na

fktal, like Tintal, is one of the few tals which can be played at any tempao.
The Indian word for tempo is lay and three lays are recognised: vilambit
(slow), madhya (medium) and drut (fast). Ati (very) may be prefixed to
vilambit or drut. When Ektal is played in vilambit or ati vilambit lay the
bol given above as trika may be doubled to tirakita and serves as a
convenient landmark in what can be an extremely slow tempo (for
example, one matra only every four or five seconds). In a very fast
tempo the clapping pattern changes to nothing but a clap on the sam
and a wave on the second khali (at the seventh matra) and this may
explain why thistalis called Ektal (ek = one).

The next tal is Jhaptal, which has ten matras, four unequal vibhags
(2+3+2+3), three talis (including the sam) and one khali (halfway
through the avritti):
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Avritti:
Matra: {FA R By & b i g8 9 10
Vibhag:
sam khali
Tal: ® 2 0 3
clap clap wave clap
Theka: dhin na dhin dhin na tinna  dhin dhin na

The last tal in this demonstration on the cassette is Rupak which is the
exception to many rules. It has seven matras, three unequal vibhags,
two talis and one khali. The strangest thing, which makes this unique
among the common tals of North India, is that the khali comes on the
sam. This only reaffirms that one cannot necessarily expect the sam 1o
be an accented beat.

Avritti:
Matra: o R O B SN Lo
Vibhag:

sam and khali
Tal: % /0 1 2

wave clap clap
Theka: tin tin na  dhin na dhin pana

These thekas are standard, but slight variants do exist, and in
performance the tabla player may never play the theka in its simplest
form but prefer to embellish it a little. This in fact happens in the
rendering of Jhaptal on the cassette. What is common to all these
thekas, and is of great help to the listener, is the use of light bols (i.e.
without the bass sounds of the baya) to mark the khali, and heavier bols
{i.e. combined with the bass sounds of the baya) to mark the talis
(including the sam, except in Rupak). We find the same principles
applying to the other tals of North Indian classical music, among which
may be listed Dadra (six matras), Kaharva (eight matras), and Jhumra and
Q‘PCﬂﬂdf (both with fourteen matras, subdivided 3+4+3+4, but with
d!fferen[ thekas and usages). There are also tals with matras numbering
nine, eleven, thirteen, fifteen, and so on, as well as some recent
&Xperiments with 51 and 9% matras. It could be said that a tal could be
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invented for any number of matras, but whether it would appeal to
musicians and audiences is another matter, and some of those stranger
tals in existence are used very sparingly. Tintal can be regarded as the
most straightforward, the most four-square and the blandest of tals, and
et for this very reason it is the best against which to pit all manner of
cross-thythms, and itis also the easiest in which to get lostl No musician
ever tires of it, and no concert would really be complete without it.
indeed, it may well be the only tal used (in varying tempi).

Tal and melody

S far we have examined the principles which govern the structure of tal
nd how itis realised in sound ata simple level. Sonority is of paramount
importance in this, and theka, with its regular beats, is of more interest
in terms of sonority than rhythm, and this element can be regarded as a
link which joins melody and rhythm — often and erroneously treated as
entirely separate entities. The whole form of that part of a North Indian
classical performance in a tal rests on a simple principle: the tal should
be clear throughout and its simple, easily identified structure may be
articulated both rhythmically and melodically. Therefore, if we accept
theka as the rhythmic (or sonorous-rhythmic) articulation, there must
be something in terms of rag which can function as a kind of ‘melodic
theka'. That which fits this description most readily is called a lahra: a
simple, time-keeping melody in a rag which fits the structure of one
avritti of the tal. Lahras are not usually considered to be of much
consequence and they are only used in the background to rhythmic
solos by a drummer or dancer. For our purposes here, however, they
give a clear and useful idea of the interchangeability of theka and
melody and of how melody fits tal. Ex. 70 is perhaps the best-known of
all lahras. It is in the pentatonic rag Candrakos and, predictably, in
Tintal.

(repeated)
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Although there is not a separate note on each matra the melody clearly
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phrases according to the vibhags of Tintal. There is also a logic in i
contour which indicates the sam and the khali: the sam comes at the
summit of a climbing phrase and the khali vibhag sees a falling of the
melody to its lowest point. The more sophisticated melodies also shoy,
something of the lahra’s structure and function as a melodic theka,
though the material is seldom presented with such disarming simplicity.

The section of a performance in tal is introduced by one of thesg
more sophisticated melodies — not a lahra - played or sung by the main
artist. There is no fixed association of a particular rag with a particular
tal; any rag can be set to any tal, in theory if not in actual practice. The
clear pulse and phrasing of this melody give the tabla player his cue, ang
he should be in no doubt about the tal, and fay, and the position of the
sam. (There are, however, accounts of musicians deliberately and
mischievously trying, successfully or otherwise, to baffle the tab/a
player with melodies in strange tals or with very irregular phrasings)
There is always a chance that the tabla player will actually know the
melody since it is precomposed and probably figures prominently in
the main artist’s repertoire. Even if he does not know it, the structure
will be typical of a whole corpus of such melodies and thus there will be
no problem in following it. Such precomposed melodies in a tal are
generally known as gats. This term strictly applies only to instrumental
music; the vocal (khyal) equivalent is ciz. In either case the looser term
for composition, bandis, may sometimes be used.

Both gat and ciz are normally in two sections: sthayi (or astai) and
antra. These terms have already been discussed in the previous chapter
in connection with rag, where they refer to the lower and higher
tetrachords respectively. Similarly, in a composition the first part, the
sthayi, tends to gravitate in the lower half of the rag scale, while the
antra moves to the upper Sa and beyond.

Gats on instruments like sitar and sarod are characterised by a
rhythmic structure derived from standard plucking patterns. Even so,
nowadays they are becoming increasingly vocal in style; one might say
that the left hand is becoming more important than the right. The
sarangi has never evolved such an independent repertoire and the
majority of the compositions played on it are either exact copies of
vocal compositions or very close imitations, with slight variations. It is
sometimes thought that Ram Narayan, in establishing the sarangi as a solo
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instrument, has sought to wean it from its dependence on vocal music
and give it an instrumental style influenced by plucked instruments.
although there is no doubt that he is well versed in the styles of these
instruments and greatly admires the leading exponents, he rejects this
notion. Most of the compositions he plays are from the khyal vocal
repertoire which, for the most part, he learnt from his teachers, and
even when he has modified them and given them a style more suited to
his instrument their vocal origin is never obscured.

One important feature which Ram Narayan’s music shares with that
of the leading sitar and sarod players is its overall form: alap (with jor
and tans) followed by one or two gats. Most other solo sarangi music,

_cuch as it is, keeps much closer to the form of a khyal throughout,

whereas Ram Narayan is effectively combining dhrupad in the alap
section (unaccompanied by tabla) with khyal in the gat section
(accompanied by tabla). We now look at different types of vocal and
instrumental composition to see how they contribute to this gat section.

Main vocal styles

The word khyal means ‘thought’ or ‘imagination’, which is appropriate
as the style gives much scope for improvisation. There are two types:
bara (big) khyal and chota (small) khyal. The bara khyal, which comes
first, is not only longer but moves at a much slower tempo. The favourite
tals are Ektal (twelve matras) and fhumra (fourteen matras) and one
avritti may take a minute or more. Because of this the full sthayi and
antra could take several minutes to sing and so they may not be
rendered complete. What is preserved from the sthayi, and serves as a
repeated motif to round off improvised sections throughout the bara
khyal, is the phrase leading up to the sam. This phrase is called the
mukhra and may be only a few notes of a few seconds’ duration. It is
comparable in content and function to the mukhra which rounds off
sections in alap (discussed in the previous chapter). In khyal this
sacrifice of a large portion of the composition means that the words,
which are hardly ever of much poetic value or importance anyway,
become ‘submerged’ in the music and only sporadically reappear.
Large stretches are sung to the vowel 3 or to the names of th_e notes (Sa,
Re, Ga, etc.) or perhaps to syllables taken from the text. Tans can be
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constructed from these phonetic resources, in which case they are
called akar tan (sung to 3), sargam tan (sung to the note names) and bg|
tan (sung to the syllables of the text). In the beginning stages, however,
the style is very similar to alap, but the important point is that it is in ta),
so the singer develops a kind of alap and then returns to the sam hy
means of the mukhra. As in the development of alap from slow and
contemplative to fast and extrovert discussed in the previous chapter,
so the khyal moves from this slow alap style to fast tans often
demonstrating incredible vocal virtuosity. The chota khyal introduces 3
new composition at a much faster tempo (one avritti about every five
seconds) and usually is in Tintal or perhaps Ektal. Here a full line of the
sthayi may be used as a refrain and the intervening tans can be even
more rapid and dazzling.

Ram Narayan's style incorporates much from the chota khyal section,
but takes little from bara khyal, apart from slow compositions and some
of the tan types associated with it. His alap and jor, as we have seen, are
without tabla accompaniment and are derived from the dhrupad style
of singing. Dhrupad — the word is of Sanskrit origin, roughly meaning
‘fixed verse' —is thought to be older than khyal and of Hindu rather than
Muslim origin. Itis characterised by great dignity, almost solemnity, and
it develops the rag slowly and meticulously with absolute clarity of note
and pitch, completely eschewing any facile display of vocal ‘fireworks’.
For this reason it seems to have gone out of favour and is only
appreciated by patient connoisseurs. The alap alone may take over an
hour and is without drum accompaniment. The singer will not offer the
lively, highly embellished tans used in khyal but will still demonstrate
superlative vocal control, acquired only through strict discipline and
practice, and it is said that a man should attempt dhrupad only if he has
the strength of five buffaloes!

The composed part of dhrupad, the dhrupad proper, is set in one of
the tals associated with it, such as Cautal (twelve matras) and Dhamar
(fourteen matras)® and the drum used for accompaniment is the
pakhavaj, not the tabla. The sthayi and antra sections are usually
augmented by two more (which can also exist for khyals but are hardly
ever included in the performance) called sancari and abhog. The words
of dhrupad, usually in praise of a Hindu deity, are more important than
in khyal and there is much less scope for improvisation and none at all
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for the extravagant vocal gestures encouraged in khyal. The
combination of the slow and serious dhrupad-style alap and jor
iollowed by the faster and more exhibitionist gat section in khyal style
clearly works well in an instrumental recital and is a feature of Ram
Narayan's style.

A third vocal form and style should be mentioned since it is often
encountered, especially at the end of concerts. This is thumri which is
often described, rather condescendingly, as “light classical’. In essence
it is a short form with an important text of veiled or overt erotic
connotations and a preference for certain rags (like Bhairvi, Pilu, Kafi,
and Khamaj) which permit great freedom of movement and use of
accidentals. Some sarangi players, as well as transferring complete
khyals from vocal music to their instruments, play thumris just as they
would be sung, but Ram Narayan is not among them. The spirit of
thumri may be in certain of his pieces but not the letter. The concluding
item in his recital is usually a short piece {five to ten minutes) in one of
the rags associated with thumri and he exploits its freedom, often
'modulating’ en route to other rags. The prefix ‘misra’ (mixed) denotes
that the rag will be used in this way. The mood inherentin the text, often
one of pathos caused by the beloved yearning for the embrace of her
lover, and, by implication, man’s yearning for union with God, may be
suggested in the music, but Ram Narayan regards these pieces as
abstract and purely musical and does not consider thumri to be part of
his repertoire. In most cases the compositions he plays in the so-called
thumri rags are his own creations and have no text. This is not untypical
of other instrumentalists whose relaxed and freer concluding items are

- also often subjected to loose and imprecise terminology. Another

concluding item which, like thumri, is intended to charm the audience
and allow it to unwind after the long and rigorous main pieces, is known
as dhun and is a short piece freely based on a folk tune.

Instrumental compositions

To avoid confusion between khyal ciz and instrumental gat, Ram
Narayan calls the composed melody in his recitals sthayi and antra,
which are common to both. The first composition, after the alap, will
generally be in a slow or medium tempo and the most likely tal will be
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Tintal. The second composition, which comes much later and replaces
the first, is in a faster tempo and still most commonly in Tintal, and is alsg
built of the two parts sthayi and antra. Usually the two compositions
have nothing in common except the rag and perhaps the tal, and the
words (if any) are different. There are, however, examples where one
composition could be quite clearly derived from the other by a process
of modification and variation within limits typical of the processes of
improvisation and composition in North Indian classical music. Ex. 711
the main part of the sthayi (over one avritti) from a composition in the
rag Tori and vilambit Tintal (the phrase leading up to the sam is the
mukhraj.
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This may be compared with a composition in medium-fast tempo in the
same rag and tal (Ex. 72).

Ex 72
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The two compositions are autonomous but obviously similar. In the
slow speed just the one line (Ex. 71) might be all that is performed of the
composition, whereas in the faster tempo one avritti would pass too
quickly and the composition would sound unacceptably incomplelte.
This fragment (Ex. 72) would be repeated many times at its first
appearance and be restated between improvised sections later in the
piece, but other portions of the complete composition would be
included, even if only stated once. The sthayi continues with a second
line which is as long as or longer than the main part (Ex. 73).

Ex. 73
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And it could be extended for another sixteen matras (Ex. 74).

Ex. T4
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Then will come the antra (which moves to the region of the upper 5a)
(Ex. 75).
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It could come immediately after the sthayi, or after some improvisation
following the sthayi, or possibly be omitted altogether. This last
possibility depends on several things and raises some interesting points
about the teaching and learning processes of Indian music. According
to Ram Narayan there are musicians who omit the antra for the simple
reason that they do not know it! His contention was that masters would
not teach the antra until they were completely happy with the student.
Another point is that many of them could be secretive and not wish to
impart all their compositions, especially to students who were not their
sons. Even in Ram MNarayan's repertoire the sthayi and antra are not
always, to use his words, ‘very regular’, nor is this very important since
the listener’s attention tends to be focused not on the composed part
as much as on the improvised ‘episodes’.

In common with other North Indian musicians Ram Marayan relies
heavily on the repertoire of compositions learnt from his teachers but
also adds some of his own creations. These do not number many because
he is happy with the old pieces he has learnt, and he places more
emphasis on the composition of paltas which are essential to the
development of technique and of facility in rag as well as to the
composition and improvisation of tans. He is also less than enthusiastic
about the vogue for creating new rags, although he has made his own
contribution in the rags Nand Kedar and Kafi Malhar (both of which, as
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the names suggest, being mixtures of two rags, which is quite a commgy,
way of creating new rags). One of his favourite and most successfy)
original compositions is in the traditional rag Marva, and is set to drut
Ektal (Ex. 76).
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Before going back to the sthayi after the antra a tan of one or two avrittis
will be played, for example Ex. 77.
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In playing the older vocal compositions which he learnt from his
teachers, Ram Narayan makes slight alterations to the original, without
destroying its basic shape. An example may be given in the infrequently
heard afternoon rag Patdip.* The original sung version, notated from

Ram Narayan's rendition without tabla or other indication oftal,isasEx. ,

78.

Ex 78
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The more embellished played variant of the same refrain of the sthayi
was rendered as in Ex. 79.
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This gives a rough idea in terms of a short fragment of the composition.
Later in this chapter a more substantial example will be discussed which
gives the composition a more extended treatment, incorporating some
of the main elements which make up the complete form of the section
in tal.

This section begins with at least the first part (which | refer to as the
refrain) of the sthayi, and will perhaps continue with the rest of the
composition, but the refrain, or just its mukhra phrase in very slow
tempi, will be of particular importance and be repeated at intervals
throughout the section. When an artist announces that he will play, for
example, “a composition in sixteen beats’, he does not mean only that:
in fact, the composed sthayi and antra will take a very small fraction of
the performance, the main emphasis being on improvisations and
variations of the artist’s own creation.

The tabla accompaniment

The tabla player also has his chances to exhibit something more
interesting than theka, though how much opportunity he is given
depends on the main artist. In vocal music (khyal) the tabla player does
little more than keep the theka, and some instrumentalists maintain this
tradition, while others believe that the audience’s enjoyment will be
enhanced if the tabla player is given prominence several times. He will
be given his cue by a restatement of the composition’s refrain, and will
immediately launch into something which sounds complex and quickly
diverts the audience’s attention away from the main artist. The refrain
then functions as a kind of lahra for the brief sections of tabla solo.
To explain in detail what happens in these passages would require at
least a short text-book on the technique and repertoire of the tabla, and
there is anyway no hard and fast rule about what should occur. Perhaps
the most important point to be made is that the tabla player is certainly
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not engaging in some random display of rhythmic agility. In fact, he wil
seldom improvise at all but instead draw from his repertoire of tabl;
compositions, and what he plays will have been carefully worked out
and practised beforehand. The tabla repertoire is extremely rich, and
self-contained tabla solos are highly appreciated and can keep ap,
audience enthralled for half an hour or more. The tabla accompanist js
therefore never short of material when given his cue fora‘solo’inarg
performance. Normally he will choose items which parallel the kind of
music being played by the main artist. If the composition is being varied
in long notes, then he will choose something with a variety of bols
played clearly and without hurry, and if the main artist has moved on t
faster tans, then he will play a rapid stream of tabla sounds. Such
correspondances are so well established that it is quite common tq
compare items of the tabla repertoire to the stages of a rag
performance. Thus peskar is compared to alap, kayda to paltas based
on combinations of a few notes, tukra to tan, rela to jhala, and so on,
These are rather loose and imprecise comparisons and cannot serve a5
definitions of the terms. Peskar is associated with the Delhi style of tablz
playing, and the word has the meaning of 'to present”. It is not played in
fast tempo and its function is to transform the theka with a variety of
beautiful bols. It will be recalled that a bol is a sound, like a syllable in
language, and, to pursue the association, it must be ‘pronounced’
correctly. Rhythms are not learnt until the individual bols, from which
they are built, have been mastered: thus it is important to remember
thatin Indian classical drumming sonority is asimportant as rhythm (and
actually precedesitin the learning process). Kayda (literally ‘rule’) is also
a speciality of the Delhi gharana and its main feature is its restriction to
just a few bols which may be placed in different combinations and
played at different speeds but not increased by the introduction of
other bols. An important difference between peskar and kayda, then, is
that the former introduces new bols as it progresses and is rather slow
and majestic in sound. The tabla gat is sometimes considered as the
Eastern equivalent of the peskar and kayda, and is particularly
associated with the Farrukhabad gharana. Itis a precomposed, lengthy
Piece, extending over three or four avrittis, and seeks to create a kind of
Poetry from the rich variety of bols. A tukra, on the other hand, is a
short, often spontaneous piece of great liveliness, even a certain

AN

*

L
l

k

The rag with tal 131

ousness. It gives the tabla player a good chance to show off, and
ften recite the bols before playing them, thereby adding to the
interest and excitement. Rela, if anything, goes a stage further. The
word literally means a torrent or flood, an apt description for the_fast
stream of delicate bols which cascade from the playgr’s fingers in a
smooth and effortless profusion. {Hn extract of rela is presentled by
Charanjit Lal Biyavaton the cassette immediately after the thekas (item 4,
side 1) in order to show what can be done on the tabla at the other
oxtreme from the slow and spaced bols of theka.

There are other kinds of piece in the tabla repertoire, too numerous
to discuss here, butamong them may be mentioned th:—:IBIenares ufh_an
(literally a beginning and swelling). As its name suggestsitis an opening
flourish which makes a crescendo and enables the tabla player to

roduce something interesting and complicated before settling into
the theka of the tal. It is especially useful in accompaniment when the
main artist has begun playing a gat in which the tal is somehow
disguised. The tabla player would be foolish to allow himself to be
wricked into committing himself immediately to some theka which may
turn out to be the wrong one, so uthan can give him the chance to
decide what the tal is while he is actually playing. This kind of game is
not very common and usually the tal structure of the gat will be very
clear, in which case the tabla player can begin with, perhaps, some
peskar in that particular tal. Games between the main artist and the tabla
accompanist do, however, occur quite often and can make the
performance one of good-humoured rivalry. If the main artist produces
some complex rhythmic pattern, the tabla player will naturally want to
imitate it. Some artists discourage too much of this kind of shadowing
and persistent commentary on their music, while others formalise it i_nio
the saval-javab (question-answer} device which is becomlqg
increasingly popular in North Indian classical music. Here the main
artist plays a phrase and pauses for the tabla player to reprc:-du-:g_ its
rhythm and, as far as possible on the drums, its melodic contour. ]he
phrases become more and more complicated and then :de-:rease in
length until the two musicians end up more or less in unison. S_uch a
game, in which there is no doubt that the tabla playE{ is responding to
the music there and then rather than relying on his stock of learnt
compositions, generates considerable excitement and is best left to the

ca r'lf.‘i
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end of the performance, by which time the music has become fast ang
lively. It is, however, an instrumental - not vocal - device suited to the
percussive capabilities of plucked instruments, and is not used by Ram
Narayan.

The foregoing summary of the main items in the tabla repertoira
pointed to some differences between the gharanas, but this is 4
traditional approach concerned with origins and can be misleading
when present-day tabla playing is considered. The dividing lines
between the half-dozen gharanas or even between the broader
distinction of Eastern (Purab) and Western (Delhi) are by no means as
rigid as may have been implied. One cannot distinguish between
gharanas as one distinguishes between languages. Nowadays vastly
improved communications and the greater mobility of musicians mean
that a musician will no longer barricade himself within the confines of
one gharana. Kayda is extensively used in the Eastern school, and 3
Delhi performer may begin with a flourish similar to the Eastern uthan,
The entire language and repertoire of the tabla is fast becoming
common property and some of the leading players of recent times, for
example Ahmad Jan Thirkwa and Alla Rakha, are regarded as masters of
more than one style.

The arrangement of the parts of a tabla solo into the whole does not
follow a set rule, but a typical sequence would be:

peskar — kayda — gat — tukra - rela

which shows exactly the same kind of progression from slow and stately
to fast and lively that we find in melodic forms. Thus when the tabla
accompanist is given a cue to depart from theka during the slow
melodic gat at the beginning of the section in tal he will probably play
peskar or slow kayda. A fast tukra or rela would clearly be totally
inappropriate and should be saved for later when the main artist has
moved on to fast tans and possibly jhala. The tabla player must regulate
everything —style of item, loudness and tempo — to the main artist, who
can control him by meaningful glances (encouraging or menacing!) or
curtail his solo by discontinuing the time-keeping refrain of the sthayi.

The
follows:

pdain artist
Slow lempo
sthayi (refrain)

slow improvisations
onsthayi, or remainder
of sthayi andantra

further improvisations
sthayi (refrain)

further improvisations
(possibly slow tans)

sthayi (refrain)
fastertans
sthaya (refrain)
still fastertans
sthayi (refrain)
and so on.

Fast tempo
sthayi (refrain)
and perhaps rest of
sthayiand antra
(different from previous ones)

tans

sthayi (refrain)
faster tans
sthayi (refrain)

fastesttansor
possibly jhala

sthayi (refrain)
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Organising the tal section

overall form of a typical section in tal can be given, in essence, as

Tabla accompanist

‘solo’ (for example, peskar)
theka

theka
‘solo’ (for example, kayda)
theka

‘solo’ (for example, gat)
theka

‘solo’ (for example, tukra)
theka

‘solo’ (for example, rela)

theka orshort’solo’
(for example, tukra)

theka
short “solo’ (for example, tukra)

theka
shart‘solo’ (for example, tukra)
theka

‘solo’ (for example, rela)
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concluding tans theka
The improvisations of the main artist will tend to cover many avrittis of
the tal, while the repeats of the sthayi refrain will be relatively brief, ang
thus the tabla player will play theka for much longer than anything else,
This shows a typical, rather than absolutely rigid progress of the music
and interaction between the two musicians. Basically it demonstrates
the fact that the tal is clearly audible throughout, either as a theka on the
tabla or in the simple structure of the sthayi refrain on the main
instrument. If the melodic improvisations are gravitating around the
upper 53, the musician may repeat the antra instead of the refrain of the
sthayi. In both parts of the section in tal the tempo (basically slow and
fast) is periodically increased by the main artist until at the end of the
performance both musicians are playing at about their fastest possible.
Slowing the tempo, on the other hand, would be unthinkable in this
music,

Some of the tans, which occupy a large proportion of the section in
tal, have already been discussed in other contexts in earlier chapters,
On the sarangi they may be played at different speeds and further
varied by different bowings. A boltan (atan which in vocal musicis sung
to the syllables of the text and usually not very fast) would be articulated
with mostly one note per bow. The bow is then ‘the tongue of the
sarangi’, to use Ram Narayan's phrase. More fluent and fast akar (sung
to the sound a) tans would be played with many notes per bow,
Rhythmic interest and complexity can also be achieved mainly through
the use of the bow. One of the commonest procedures is to subdivide
matras not only into the obvious twos, fours and eights but also into
threes, fives, sevens, and so on. This kind of variation goes under the
name of chand, and Ram Narayan also uses the term jati. Another
rhythmic device which has become so common that it is virtually a sine
gua non of a North Indian performance is the tihai, which is simply the
principle of singing or playing the same thing three times. The essence
of the tihai is that the threefold statement creates the preparation,
expression, and resolution of tension. Most tihais are contrived to end
on the sam, though it is possible to end at other points of the tal, such as
the beginning of the sthayi phrase, as long as this sounds co nvincing and
not arbitrary or accidental. The first statement merely presents the tihai
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ase but the second creates the anticipation that what is by now
phr rently a tihai is going to resolve, This tension is often enhanced by a
phe sense of cross-rhythm, and perhaps also by stronger accents, and
?tmnlg resolved at the end of the third statement when the whole tihai
2 G?'IY comes to its climax and point of rest. One of the simplest
fmasi}tr:!e tihais (in Tintal) will illustrate the principle (Ex. 80}.
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Most tihais are far more complex than this and can existin any Itaf gnd
in any length and rhythmic organisation, but the ba_s.lc prlnuplz
remains the same. They can, of course, all be callcuhted beforehand an
learnt thoroughly so that nothing goes wrong in performance, bu‘t sni:
more exciting are those created spontaneously, where tlhe Occaili{:jna
irregularities and adjustments to ensure a correct rESD!u_tID!'L can a kt'ﬁ
the tension, and thus make the resolution even more 5ausfj,=m=g. Theski
of the performer in such cases is not lost on the audience ar?ﬁ_theg,r‘may
well burst out into spontaneous applause. Ram N:‘:lra‘jaﬁ dls_t:ngmshgs
between those musicians who calculate all their rhythr_rm: feats in
advance and those who keep the tal in their heaq all the time and are
therefore able to improvise cross-rhythms against t. Even tihais— wh:c}d'u
are very exposed because the audience qm‘ckl}f recognises them an
will know if they go wrong — are created in this way. Ram Marayan
belongs to this latter category of musician alnd the subsequent angly?e_s
of his performance will tend to bear this out. To undeLstan t_r-:i
approach to rhythm one must above all under.stand_! t e :Lpe_ma
importance of the sam, which serves (but not necessarily eac tlm:e
round) as the focus of the tal - the point of reckomng_, of convergence,
where order is imposed on potential chaos. The re!atm_nshm of melofd:,f
and rhythm to the tal may elsewhere be so loose and |rregu1la;{;;-ls, o;
example, in some of a bara khyal) that it could be equatgd ‘.-‘-"_It iti ic:tb-:rt
two parallel lines. The sam ensures that they do not rfemakjln ?drabe uf
periodically meet. To call it a main stress, or, worse still, the first beat o

the bar, would be trite and misleading.
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Examples on the cassette: a composition sung and played

Item 5 on side 1 of the cassette is a short performance in rag Bhairav ang
Tintal. The sthayi of the composition is first sung by Ram Narayap,
without tabla accompaniment. In the background is heard the drone of
the tambura, and also the sympathetic strings of the sarangi which Ram
Narayan plucks, using the instrument rather like a surmandal. The
composition is a slow khyal and the Hindi words are:

Mere to sundar bal{almﬁ
Kase kahu unki batiya

My lover is so beautiful and clever
Whom should | tell about him?s

According to Ram Narayan this is a composition, which he learnt in
Lahore, of the Patiala gharana of khyal singing. The sentiment and
general poetic merit of the words are typical of khyal texts.

The sound of rag Bhairav will, it is hoped, have become familiar to the
listener by this point in the cassette. It is one of the most commaon
morning rags of North Indian music. Bhairava is believed to be one of
the incarnations of Shiva and the rag mixes a mood of awesome
grandeur with tenderness and slight melancholy (Kaufmann 1968: 233).
Daniélou, quoting from Sanskrit texts, gives an impression of Bhairava
as a formidable hero smeared with ashes or sandal paste and holding a

trident or human skull (1969; 125). Bhatkhande gives the aroh-avroh as
follows:

S5a Re” Ga Ma, Pa Dha?, Ni $a | $a Ni Dhab, Pa Ma Ga, Reb, sa

and the vadi-samvadi as Dha® and Reb

respectively. The pakar
(catch-phrase typical of the rag) he gives is:

Sa, Ga, Ma Pa, Dha®, Pa (1970, vol. II: 165)

‘-'\g’hich omits Re? in ascent

and shows something of the common
aroh-avroh (played by Ram

Narayan) in which Re? and also Pa are
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mitted in ascent. The vocal rendition is transcribed in Ex. 81.
o
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Line 1and most of line 2 is the kind of alap phrase which usually bhegisnsra
khyal performance, and is sung to the meaningless syllable a.; & dEIPIS
clearly established and the other notes of thtf: rag, except R;:F an ha
(which are omitted in the ascending line of this r_ag}l: The mukhra is the
phrase sung to the words ‘mere to su ndar’. It beginsin line 2, but breaks
off and is stated complete in lines 3 and 4. At each appearance the
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syllable ‘me-’ is highly embellished. The sam (notheard since there is ng _ T T e — —
. . - 0 ——— = ey Mt By == X — —
tabla accompaniment in this demonstration) comes on the syllable ‘ba | nFEam— =

and the note Ga (line 4, and also near the end of line 8). What j

b - ; - 2 R e e e 8 = —
presented overall is first a short alap phrase, then the mukhra leadin [ e R R S
into one avritti of the tal, with the conclusion just after the second sam. ‘?if—— ;
The version played on the sarangi, which follows, takes the same l ! ;
- . i S -
composition but extends the music around it (Ex. 82). | E z e —
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SIS ==

The opening alap phrases start and end with the same notes as in the
sung version and keep to the same notes and range, but there is more
repetition, especially of the Sa. The mukhra comes in line 3, at the
change in the notation to a treble clef, and the sam (again, not marked
by the tabla) near the beginning of line 4 (the third note). Itis not hard to
fit the words of the original composition to this sarangi version. In line 6
the very first phrase and the last one are obviously the embellishments
on the syllable ‘me-’, with their rapid melismas, though the latter phrase

N %
——— i T

e L —" S

W

o

i
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ends on a sustained Ga, which possibly indicates the sam. The mukhra
ceturns at the beginning of line 7, and the sam on the accented Ga
rowards the end of the line seems to be the true one.

wWhat happens next takes us beyond the material presented in the
sung version and is a typical development of a bara khyal. The phrases
in lines 8and 9 are the kind which would begin an alap, and the next few
lines (8-13) are really an alap, spanning the sthayi and antra registers of
the rag, but greatly telescoped. Some tans are inserted (lines 14 and 15}
and at the end of line 16, plus the whole of line 17, the mukhra heralds
the return of the compaosition. ;

This time the entry of the tabla with a clear theka of slow-medium
Tintal establishes the tal structure of the sthayi beyond any doubt. It will
help to show the relationship between this version of the sthayi and the
sung one if the words are added to the first avritti (lines 18 and 19) (Ex,

a83l.

Mg -

Erom the middle of line 20 to the middle of line 21 is an alap phrase
which is basically the same as those at the beginning of the sung and
played versions. The mukhra recurs, leading to the sam (line 22) and
this is followed by more alap phrases which climb to the upper Sa.
Having thus established the sthayi and antra registers of the rag (not to
be confused with the composed sthayi and antra of the song), Ram
Narayan begins a series of fast and fluent tans (lines 24-7) which would
be sung to the sound a. These lead straight back to a repeat of the
mukhra, halfway through line 27. Line 28 sees a slightincrease of tempo
and, beginning on the seventh matra, a short but excellent example of a
bol tan (which would be sung to the syllables of the song). It is
characterised by relatively long note values {compared to those of the
preceding akar tans) and short bows {generally only one or two notes
per bow). The mukhra has all but disappeared (although its shape and
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the way it creates anticipation for the sam are retained at the end of |j
: oflj
29, 31 and 33) but the sam still comes on the note Ga (lines 30,32 and ;1:235

The short performance concludes with more akar tans. The final sam j; -

reached at the beginning of line 34, and the sustained note followed
unwinding alap phrases are the cue to the tabla player to end, eith !
immediately on the sam (which would be appropriate if the pi-::ce h;;
risen to a great climax of speed and intensity) or else with some shor
and discreet improvised ending pattern. In fact, Charanjit Lal Biyay :
continues in fay with the theka up to and including the seventh marr:t

To end at this point is permissable and is quite typical of Ra '
r*:larayan’s early recordings on 45 r.p.m. discs, where time was stricrll-n
limited. In a concert one would hear a longer alap, with jor, a mor}l
extended development of the slow composition and, Iateir a Ea:i
composjticn. The present demonstration is intended primarily {o show
h-::nwlan instrumental performance can grow from a brief extract of vocal
music and how the original vocal style is retained throughout. Almost
nothing departs from vocal music here, except possibly the greater use
of accents which are one of the delights of Ram Narayan's bowin
technique. Even the tihai, which is so prevalent in instrumental r‘nuiiE
but much rarer in vocal music, is absent from this performance.

The florm of the instrumental performance (Ex. 83) may be
summarised as follows: i

s ....-u—_-;-.._,,.—n— 4

e { e L

t

line
e E{E;acketed number refers to the matra) :{.
muk!‘fra 3(attreble clef sign)
s!hray: of the composition 4-7
{without tabla)
alap phrases 8-13
(fullrange of the rag)
tans 14-15
r:?;:k!‘fra 16 (end) and 17
sthayi of composition 18-20

(with tabla)

I
!
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alap phrases 20(5)-21(12)

(cf. lines 1-3)
alap phrases 22(4)-24(2)

(full range of therag)
24 (4)=27 (12)

tans

mukhra 27 (12-16)
bol tan 28(7)-29(12)
tans 31(9)-33(12)

including fragment of sthayi 37 (14)=32(2)
concluding phrase (like alap) 34

This gives a very good idea of what happens, in miniature, during the
course of a typical North Indian performance. It is typical not only of
Ram Narayan's style but also of vocal (khyal) music an which it is based,
and even of other instrumental styles. In those cases the details will be
different (the repertoire of compositionsis differentandso are, to some
extent, the methods of constructing tans and alap phrases) but the
general order of events will be much the same. This should be borne in
mind when listening to a longer, complete performance which is the
subject of the next chapter.

Motes

1 In North India, that is. In the South it is common to see many members of
the audience keeping the tal by hand-claps, but there the system of
articulating tals is different.

2 | have made a slight over-simplification. Tintal (and other tals) could be
played on other drums, but in practice the use of the tabla is 50 extensive
that it can be considered indispensable to North Indian classical music,
especially of the kind most often heard and discussed in this book.

3 Dhamar also refers to a composition, similar to dhrupad, using only this tal.

4 Which he plays on the disc entitled Beat and Bow (His Master’s Voice,
EALP-1312).

5 1 am indebted to Shri R. 5. Gupta for this translation.
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A complete performance

The principal aim of this book is to give as clear an account as possible gf
what happens in a typical performance of North Indian classical Music
by providing the actual performance (as a recording) with a notat
it, and a detailed commentary which incorporates the main elements of
theory discussed in the earlier part of the book. Before presenting tha
notation and commentary | shall fill in the relevant background
information to the performance. ‘Background’ is perhaps not the righ;
word, since | regard this information as essential and justas much a part

of the analysis and commentary as the details on the musical Notes
themselves.

ion of

The context of the performance

Naturally, the whole idea was first discussed with Ram Narayan, so he
knew how the performance would fit in the context of the book. | asked
him to provide the kind of complete performance that he would givein
a concert, keeping all the main stages (alap, jor, tans, slow compaosition
and fast composition) but restricting the time to about twenty minutes
in order that it should fit on to the cassette and, no less important, that it
should not present an overwhelming burden of transcription. He is
quite used to playing complete performances of this kind of length
(about one-third that of a major concert item) for commercial disc
recardings, as are the other leading Indian musicians, so he was not
being asked for anything which would have been completely unnatural
and therefore constraining. In fact, Ram Narayan’s many discs include
one which features a performance of rag 5ri only slightly longer than this
one, and it follows a similar pattern and uses the same compaositions (in
slow and fast Tintal). It may interest the reader to compare this earlier
disc recording’ with the one on the cassette, as it tells much about
the concepts of constancy and variability in Indian music. The rag (5ri)

S R
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' same, as are the compositions and the overall
e Ia[j Emj'z;r} E;:!T:;,h:nd compositions in tal). The differences are of
1rDrm‘I-ElsirlFrE:EIar ;;hrasea may be varied or extended, new ones added, bits
Gl :ced and so on. The resultis that the two performances may sound
nﬂ:hﬁk::atl:;»h.r alike (especially to one unfamiliar with Indian music) but
reml-?rexists in its own right as a completely independent and valid
zféeriﬁg of possibilities from the infinite nluml:ber in t]'u[z rag. s
It was largely to facilitate such a comparison (I hadla ready ma Eh
detailed study and transcription of the disc version, which preia;cjesﬁt. e
cassette recording by about four and a half years) t|]|-|at Jj as';ﬁ hfagﬂ
Narayan to play rag Sri.? Itis clearly arag he Iec:rlmws x:e fm wi W;.,l :
he feels an affinity. The scale of the rag FPurw that) is merly ;nusut ‘ =5};
Western standards, which, it is hoped, will enhance its melodicin s_nl_
for the listener. In India it has the double advantage of PElndg pDE:rt;.!:r
and highly esteemed as a very sericusra'nd profound rag. JS Kescfn |n§
it. the Sanskrit texts quoted by Damelgu {1969: 226) an au. ma :
{‘;‘QEE; 281) speak of a young and beautiful hero of regal app{?ﬁl‘ﬂ:ll: .
who is tender and amorous and loved by women. Bhatkhande gives the

aroh-avroh as follows:

B e Ad N Y 'FF i eb—"r
saRe? Reb, Sa, Reb, Ma¥ Pa, Ni Séal'l?aézfl Dhat, Pa, Ma® GaRel, GaR
eb, Sa

and the vadi—samvadi as Rek and Pa respectively (1967, voi.dll;: 361{;}
which is confirmed by other writers, but Rap‘t i:*larayan re?fers.ti ht e vsin
and samvadi given above in his verbal description of therftg, alt d:?;g i
practice | would maintain that he supports the Faamraty verdict.
aroh-avroh is slightly different from Bhatkhande’s:

Ni Sa Reb Pa, Ma* Pa Ni Sa Re? | Ni Dhab Pa, Dha¥ Ma® Ga Re? Sa

4
The first phrase extends the already large leap f_rorn Reb mdMagtbii
s-:n-'lit-:jne thereby juxtaposing vadi and sarmvadi, the secon {;e 5
the vadi f-t|l‘l the antra register, the third pauseson the samvacdiin descent,

i the Sa.
i byvpasses it and comes to rest on
?Jz:ittllzlfai?duuzriil;96;?1’0[_ 111: 361) and Kaufmann (1968: 281) state that

Sri is a rag for performance at sunset, which is worthy of comment.




R et e ey o

146 Indian music in performance

There are many theories about why particular rags became assigned 1
certain times of day, and one of the most convincing concerns those
rags which are performed at the junction of day and night—i.e. dawn or
sunset. Dr B. C. Deva, in his article ‘Ragas and their time’,® discusses the
so-called sandhi prakas rags (those performed at the junction of day and
night) and proposes some interesting and plausible theories about their
structure. In general they tend to exhibit the following characteristics,
which have in common the creation of tension:

1. pentatonic or hexatonic rather than heptatonic content, hence
leaps;

2. use of dissonant notes (defined as those in a semitonal relationship
to the drone notes)” such as Reb, Ma# , Dhab and Ni;

3. use of tortuous movements and avoidance of resting places.

A good example of a very common sunset rag which fulfils these
conditions is Marva. Its scale is Sa Re? Ga Ma# Dha Ni. (The Dha is
natural rather than flat.) Pa is omitted and Sa is a weak note, and these
factors give the rag a particular instability. Thus it is basically hexatonic
but also pentatonic in many of its melodic phrases. The 'dissonant’ note
RePis strong, and other such notes — Ma® and Ni— are also prominent.
Many of the typical phrases generate tension by circling the “tonic’ (Sa),
for example:

Ni — Reb, Re? — Ni - Dha

In rag Sri the Sa is much stronger and the Pa is not only present but
actually the samvadi. Many features typical of the sandhi prakas rags are,
however, still there. The scale is heptatonic, but the ascent is pentatonic
and has as its most remarkable feature the unusually large leap from the
dissonant note Reb (which is also the vadi and therefore very strong) to
the dissonant note Ma¥. All four dissonant notes to the traditional Sa-Pa
drone, namely Ni, Re? and Ma®, Dhab are present in this rag. The fact
that Ram Narayan’s drone is Ni-5a may be thought to invalidate this
analysis, but the traditional role of Pa as a complement to 5aisso strong
that even this does not seriously affect it. The pull of Re? (the vadi) and
its use as a culminating point of phrases adds to the tension. The very
unusual tritonal relationship between the vadi and samvadi (ReP and Pa)
in this rag must also be underlined.
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Deva shows the possible relationship of these data to the particular
time of day:

The meeting of day and night has held a mystery to living beings: trees, animals
and men. This is the time when the mode of life changes drastically and
suddenly. Trees change their mode of transpiration and respiration. Animals
change from action to rest or vice versa. But the most important change for a
human being is in his state of mind: as day passes into night, consciousness
guietens and other forces take over. The infra- and supra-conscious forces are
now given their chance to project themselves into the individual mind.
Archetypes are given their chance to roam about in the psychic matrix of the
individual. Indeed this is the time when a new life is almost created. ... The
sandhya [twilight] is, then, a most crucial time; hence it is that the artist is
then 'inspired” and the yogi sits for his meditation. (1967: 142)

The switch over of modes of existence occurs twice at the junctions of day and
night. Now for the extraconscious forces to act, it is necessary that the
conscious itself be quiet or disturbed and less capable of censarship; in the
words of Ehrenzweig it should be ‘confused” and its pretensions to constancy
and reality be destroyed. To achieve this the music must be such that it
introduces tension. (1967: 143)

It is in no way an attempt to deflate Dr Deva’s outstanding
contribution to our understanding of this somewhat controversial, but
important, aspect of Indian musical theory if the following questions are
raised: are the musicians themselves aware of these forces? is the
response to such rags the same among all performers and all listeners?
do musicians feel bound to perform rags at their proper time? and
would they perform them badly or just differently if the time were not
the proper one? These are not questions which can be easily answered,
if at all. It must be pointed out, however, that the cassette recording of
Sriwas made in the early afternoon, for a number of reasons. The earlier
disc recording of the same rag was made on a winter's night, long after
dark, and neither recording was made in India. Ram Narayan's own
opinion is that there is no major difference between them on the basis
of performance at contrasting times of day. Indian music is very flexible
and resilient; theory, however rational, is not the sole criterion of
acceptability in practice.

As was mentioned earlier, Ram Narayan was especially asked to play
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rag Sri. Had the choice been left entirely to him then he might have
chosen a rag suitable to that time of day (afternoon). The significant
point is that he did not feel himself incapable of playing Sri, which js
proved by the excellence of his performance. The choice of rag on side
1 of the cassette was, however, his, and he chose Bhairav, an entirely
suitable rag for the time of the recording, which was in the morning a
few hours before the performance of Sri. The scale of Bhairav is
different from that of 5ri by only one note (Mahi instead of Ma#), and
Jairazbhoy points out the close relationship between Bhairav and Puryi
thats (the latter being the that of rag 5ri).” S5ameness or close similarity of
scale do not, however, ensure the same for rag, and the two rags on the
cassette should not sound alike.

The entire recording was made within the space of a few hours ina
private apartment in Paris. The atmosphere was deliberately kept
informal and close to that of a recital in India for a small group of music
lovers. Ram Narayan especially asked some friends and students (about
half a dozen) to come and listen and help create the right mood and
inspiration. Fortunately for the purposes of the recording their
appreciation was not communicated in sound, and other extraneous
noises were minimal, since it happened to be Easter Sunday. After
retuning his sarangi for rag 5ri, Ram Narayan played the performance as
itis on the cassette. There was no rehearsal, no re-takes, and no editing
after the recording had been made. Itisthusa typical live performance
(ex. 85, at the end of the chapter).

The sequence of major sections is as follows:

Line Approximate duration

without tal (and tabla)

alap 1-74 100 17"

jor 75-94

accelerating into F 15"

tans 94-99
with tal (and tabla)

slow composition (Tintal) 100148 B 40"

fast composition (Tintal) 148-184 219

Total duration: approximately 22} minutes

1
|
1
|
|

|
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Alap

Before the alap begins {line 1) there is a preliminary section, lasting
about twenty-six seconds, in which Ram Narayan plucks the
sympathetic strings in a glissando and also one of the playing strings.
The purpose of this is to check the tuning and to give himself ‘good
inspiration’. The bow is used to start the alap at the beginning of line 1
and the complete performance from this point is played arco. The first
note to be established is, as expected, the Sa, and itis done in a way that
fixes it as the 5a of rag Sri. The phrase in which it occurs starts, with an
accent, on Pa, rising to Sa via Ni. The Sa is held and the phrase ends on
Ni. The next phrase (up to the second note of line 3) hovers on Ni and
then moves to the vadi (Re¥), immediately falling back, through Ni and
I_)ha"fu to the samvadi (Pa). By this point, only a few seconds into the
performance, the Sa, the vadi and the samvadi of the rag have all been
ostablished, and, in Ram Narayan’s words, ‘Sri has been completed in
two phrases’, meaning that its salient features have been given and
there should be no doubt as to its identity.

This alap, which is quite long in relation to the performance as a
whole, is typical of the dhrupad alap, which slowly allows the rag to
unfold and explores individual notes and small groups of notes, firstin
the lower register and then, gradually moving upwards, in the higher
one. The whole thing starts in the middle register (Sa) and moves fairly
quickly to the lower octave Sa, reaching this, the lowest note on the
sarangi, by line 8. On the way the notes most emphasised are the
samvadi (Pa) and the vadi (Reb), with the Sa intervening as a kind of pivot
between them. The first section ends at this low point in line 11, and in
line 12, continuing to the first sustained Reb in line 13, is the mukhra
phrase which marks off the divisions—the ‘paragraphs’—of the alap. The
basic structure of the mukhra may be simply notated in sargam as:

Sa—Sa - 5a Ni Ni 5a Sa (or Re? )

The next section continues to develop the vadi—samvadi relationship,
or juxtaposition, in the lower octave, but the other notes of the rag,
conspicuously less strong, also appear. The insistence on this
relationship becomes even greater at the end of this section, around
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lines 22-3, before the mukhra in lines 24 (last phrase) and 25 rounds j
off. The section before the next mukhra (line 27, last phrase, and 28) js
very short and embellishes the notes with a little slow gamak and mind,
The sober sparseness returns inline 29 and again the Re? is stressed. It s
:n the middle octave, and between its repetitions the material of the
lower octave is recapitulated, so that old ideas are not discarded but
added to new ones in an ever richer melodic line. The mukhra is
repeated (lines 37-8) but the music continues after in the same style,
concentrating on the lower octave until its next appearance (line 43).

From this point, the alap begins its gradual ascent through the middle
octave, predictably emphasising the Reb from the outset, to the upper
register (which is reached in line 62). Some of the notes and phrases in
this middle octave are echoed in the lower octave, which is both easy
and effective on the sarangi, and in lines 48-9 the open first string is used
as a kind of acciaccatura to the sustained note. Itisimportantto know, as
a general feature of rag, that in a phrase like Ma® Pa Dhat Ma* which
recurs in this alap (see, for example, lines 48-9) the Dha¥ is conceived of
as part of a descending rather than ascending phrase, thus the aroh of
this rag (which omits Dhab) is not violated.

The mukhra returns at the end of line 51 and occupies most of the
next line. By this point the development through the middle octave has
concentrated on the notes between Sa and Dha¥above, and the centre
of gravity is the Ma# which rivals the Reb as the note of primary
emphasis and temporarily usurps the power of the Pa. This is restored
in the next section, however, when the Pa is reached and becomes the
focus of phrases and the most emphasised note. Other noteworthy
features of this section include the use of different strings to play the
same note. Thus the middle octave Pa is played not only on the first
string (as usual) but also high on the second string, which gives a
different, more muffled sound, and permits a large mind (slide) over an
entire actave (for example, at the beginning of line 55); mind, which is
50 effective on the sarangi, is a prominent feature of this section. The
other embellishment heard a great deal up to this pointis the rapid turn
around a note, for example at the end of the mukhra in line 52. This kind
of ornament, which Ram Narayan calls zamzama, may be played with
0“_"3’ one finger, or, more probably, with two, but never, as a Western
string player would expect, with three.? Mind could be played with one
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finger, but Ram Narayan usually prefers to change fingers
imperceptibly on the way. These long legato phrases are broken up by a
somewhat capricious gesture at the end of line 59 and in line 60 where
the Ni, and also the Dhab, are ‘teased’ with a little stab of the bow rather
than clearly intoned. The mukhra returns in line 61, and in the first
phrase of that line the two very short Sa's are articulated by changing the
strings (open for the first Sa and sul |1 for the second), which is a small
nicety of sarangi technique worth mentioning.

Line 62 is something of alandmark in the alap, since itis the summit of
the gradual ascent — the antra of the rag which is so important and
without which the alap, however long up to this point, cannot be
complete. The upper Re? dominates the phrase, completely
overshadowing the Sa. Again, the possibilities for wide mind are
exploited to good effect, and the upper Pa s firmly established. Line 67
(last note) to halfway through line 68 is a phrase which would hitherto
have been out of place in the gradually unfolding alap, but which here
serves a recapitulatory function and offers a brief contrast to the
predominantly high-pitched notes of this section. It is simply the
aroh of the rag, from the vadi in its lowest register, over 2% octaves. A
similar phrase in line 72, varied with mind in the next line, rises to the Pa
an octave higher, bringing Ram Narayan’s third finger to within about
21 inches from the bridge! Despite the spectacular nature of this section,
with its very high notes and large minds of 1% octaves, the real climax
and point by which the exposition of the rag can be said to be
completed, is in line 62, which establishes the antra and opens up the
high register. The mukhra in line 74 marks the transition to jor. The
progress of the alap may be summarised thus:

Note/region of emphasis Line
Sa, Reb (middle and lower octave) 1-11
and Pa (lower octave)

mukhra 1213
Reb imiddle octavel, 13-24
Paand Re? (lower octave)

mukhra 2425
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Reb, Paand Dha? (loweroctave)  26-27
mukhra 28
Reb (middle octave) 29-37
and Pa (loweroctave),

also Ni, Sa, Gaand Ma#

mukhra 37-38
lower octave 39-43
mukhra 43
middle octave, beginning of 4451
ascent, as far as Dha?, ReFand

Ma* emphasised

mukhra 52
middle octave, Pa emphasised 53-61
mukhra 61
ascentfrom Pareachestheantra  62-74

with the upper Re?, and continues
to ascend, eventually touching the
Patwo octaves above; RePand Pa
(vadi and samvadi) continue to be
the notes most emphasised

mukhra 74

Jor and tans

The repeated Sa’s at the beginning of the jor (line 75) establish the pulse
which is the salient feature of jor. Also characteristic are the frequent
changes of bow and diminishing note values. The mukhra continues to
function as the demarcation between sections (lines 77, 82-3, 86-7, 91,
and 93-4) and the vadi and samvadi lose none of their influence. The
other main feature is the frequent use of gamak, first in line 78, which
becomes persistent from line 87 at a point where the tempo of the jor
suddenly increases. The accents and variable groupings of notes per
bow give the music an energetic character which contrasts with that of
the contemplative alap.
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The dividing line between many of these jor phrases, especially those
with consecutive rather than repeated notes (for example in line 93),
and tans is blurred, and the transition to what may be called the tans
proper, at the end of line 94, is so smooth as to be almost unnoticeable.
Gamak continues to play an important part, but the number of notes
per bow and the tempo both increase. This whole tan section, from line
g4 until the mukhra in line 99, is played as a continuous phrase without
any breaks.

The section in slow Tintal

The alap, jor and tan section ends halfway through line 99 (at the first
comma) with the mukhra which had recurred throughout. What
follows immediately is another mukhra, this time of the slow
composition in Tintal. It also centres on repeated Sa's but is
distinguished from the earlier mukhra by the slide down to Ba. This
mukhra is the cue for the tabla player to enter on the sam (line 100) and
he will play from now until the end of the performance. The first two
avrittis of the tal (slow Tintal} are taken up with the repeated sthayi
(refrain), which is the normal procedure and gives the tabla player a
chance to make his entry with something more interesting than theka
which will seize the audience’s attention. Here Charanjit Lal Biyavat
plays a fusion of kayda and peskar which he learnt from his father,
Chatur Lal. The composition played with this by Ram Narayan was also
learnt from a teacher, rather than being his own composition, and it is
from the khyal repertoire. The same applies to the composition in fast
Tintal which comes later, but in both cases Ram Narayan has made
changes to adapt them to the sarangi. It will also be noticed thatin both
cases the sam falls on the vadi, Reb, which ensures its continued
prominence.

The improvised phrases from line 104 (fifth matra) are reminiscent of
alap, but the importance of tal is shown by a tihai — the first in the
performance — in line 105 (Ex. 84a). The tihais in this performance have
been notated together (Ex. 84) to show the phrase which is repeated
three times; also the duration in matras {excluding the sam onwhich the
whole tihai ends) of each tihaiis indicated, as well as the matra on which
it starts and ends. The location (line number) of the tihai in the
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performance is given in brackets. By comparing these abstracteq B . o :
examples with the originals in the context of the performance the &'__;f:ﬁ_—f e - = 15 matras: 2nd - sam

reader will appreciate how tihais work and how their improvised
performance can lead to slight irregularities (meaning that the
repetitions may not be exact).

The alap-style musings lead in line 108 to the upper Sa in a phrase
which also turns out to be the basis of a tihai (Ex. 84b). The antra of the
rag at this point gives the spirit, if not the letter, of the antra of the

Ex 84 Tihais in the performance of ra ri {each phrase three ti i s iz :
P rag Sri (each phrase three times) composition (in line 110) and the next few lines (until line 115) continue

SLOW TINTAL

- = E P N —— - — [— ﬂ

afi0s) SSoona SN 3 to emphasise this upper register. The mukhra halfway through line 115
1 - =————" 3 matras: 12t - sam leads to the sthayi refrain, which again gives the tabla player a cue to
depart from theka, and this time he plays a short kayda. :

nuﬂﬂ,—_jE?_Lﬂ , i iy The rests in line 118 signify the end of a section in which the sthayi and
P : === _L_}__.I._.:_TL;?_'_—_HE matras: 3rd - sam antra registers of the rag have been explored, and one assumes thatRam
i) Narayan ils also using them to think of his next phrase. Continuity of
—— e melodic ltlneldcres not, however, return until line 121 - which includes

e e — A = another tihai (Ex. 84c) — but instead the music is allowed to ‘breathe’

between sporadic fragments of the sthayi. A short tan in line 122 (fifth
- and sixth matras) is modified in the next line and becomes the basis of

another tihai (Ex. 84d). The avritti of the tal, lines 124 and 125, is a loose

elaboration of the sthayi as a kind of fastalap, and avaried version of the
mukhra is clearly discernible in the last four matras. The next avritti
returns to the short tan of line 122 and increases its range and length.

The phrase is repeated three times, but| hesitate to callitatihai because

t culminates almost half a matra after the sam (at the beginning of line
» 127). Not content to leave this loose end, Ram Narayan develops
another tan, again slightly longer and faster, and this time makes the
tihai on it (Ex. 84e) end perfectly on the sam (at the beginning of line
128). The next avritti (lines 128 and 129) offers some respite from this
tension and excitement and is again a kind of alap elaboration around
the sthayi with a variant of the mukhra at the end.

Once tans are begun, however, they are never absent for long, and
here they return with great panache in line 130 (seventh matra). Again,
Ram Narayan gives his phrases coherence, with a sense of inevitability,
by his skilful use of tihai (Ex. 84f). He achieves further variety by
deliberately delaying the expected resolution on the sam (line 132) by a
. quarter of a matra. The next tan (line 132, fifth matra) is based on a

descending scale which is repeated with a successively narrower range

before plunging to the lower reaches of the instrument. The music

5'1"2 matras: 12th - sam

— — ] —— R,

‘51;'2 matras: 11th - sam

e 3 matras. létn - sam

: ﬂ’jf. matras. 12th - sam

e+ ————

e 31.-_:. malras: 13th - sam

matras: 13th - sam

§," malras lith - sam

e | ——— . — &
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undulates ferociously on the bottom string, and finally ‘resurfaces’ in a
spurt of two octaves; this rising phrase becomes the basis of a dazzling
tihai (Ex. 84g). Again, a contrast is called for and these rapid tans are ng,
resumed until line 138 (eighth matra). Before them the tempo j;
increased and an avritti of the sthayi enables the tabla player to offer hj
own equivalent of fast and dazzling tans, namely rela (lines 136 and 137).
The tan beginning in line 138 (eighth matra) ends with a terse figure of
hardly more than two notes which again is treated as a tihai (Ex. 84h),
The repetitions are separated by rests longer than the figure itself, and
the third statement is decidedly longer than the other two. The next line
sees a further increase in tempo, so that the tans which begin in line 141
call for even more virtuosity. The first one lasts from the khali to the sam
and, although a phrase within it is repeated three times, it does not
culminate in a real tihai. It is quite typical of Ram Narayan’s style, and of
North Indian classical music in general, that this tan is developed into
something longer and more conclusive in the one which immediately
follows it. Improvisation is spontaneous variation, extension and
regeneration of existing material. Thus the tan starting in line 142 (fifth
matra) is atfirstsimilar to the preceding one but reaches a greater climax
with a fluent and perfectly timed tihai (Ex. 84i). The last tan of this section
in slow tempo (from line 144, seventh matra, to line 148, sam) is,
typically, the longest and most complicated, combining straight
ascending and descending lines, repeated notes with gamak, irregular
phrasings, and, to end, a tihai (Ex. 84j).

The section in fast Tintal

Such a point of climax and exhilarating virtuosity is suitable as the
transition from slow to fast tempo, heralded by a new composition. The
sthayi phrase of this composition in fast Tintal begins on the twelfth
Matra; its first statement interrupts the tal of the previous compaosition
at a random point quite soon after the sam (in line 148), and the new
melody, with its faster tempo, is lively and even catchy. The sthayi
refrain, filling one avritti, is repeated and the tabla player could take this
a5 a cue to play some short composition, for example a tukra, but in this
case he prefers to keep the theka throughout. The first half of line 152
has a déja entendu feel, and is in fact the same as the mukhra to the now

____
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relinquished slow composition. In conjunction with the rest of line 152
and line 153 it serves as a balancing second phrase of the sthayi. There is
no antra played for this composition; the sthayi admittedly emphasises
the upper register but there is no question of confusing it with the antra,
simply for the reason that it is the first part of the composition to be
heard and is used as the refrain.

It would be acceptable to insert alap phrases at this point in the
performance, but they are better suited to the section in slow tempo.
Here the mood is lively and full of innocent charm, and the structures
are generally simpler and unadorned. Tans which fit the matras
regularly are most appropriate. All the tans in this fast section are in fact
constructed from two notes per matra. The first one (line 155) has a very
choppy character, due to the change of bow for each note — somewhat
unusual in Ram Narayan’s music. It is probably an equivalent of the
vocal sargam tan (sung to the names of the notes). It continues, broken
by rests, until the end of line 159. Here, on the fourteenth matra, the
sthayi refrain returns, but two matras late. One is tempted to ask in such
a situation whether it was intentional or a-mistake; but this is not the
point. It is far more a matter of what happens immediately after the
anomaly; in other words, does the musician do something which
indicates that it is part of some logical and perfectly ‘correct’ scheme? In
this case the answer is clearly yes. What is in fact presented is a tihai
based on the opening phrase of the refrain—a cunning manipulation of
the relationship between refrain and tal favoured by khyal singers (Ex.
84k]. In the third statement one can easily substitute two crotchets for
the minim (fifteenth and sixteenth matras), making the tihai perfectly
regular.

In line 164 the more common melismatic tans (similar to those sung to
a) return after three avrittis in which the tempo is increased. Whereas in
the slow Tintal section the tihais grew out of the tans, in this section they
are derived from the melody of the composed refrain, and are also far
fewer in number. The tihai in line 166, like the previous one (line 160},
starts with the first phrase of the refrain on the ‘wrong’ matra (here the
thirteenth instead of the twelfth) but consists of no more than an
anticipation of the sam (Ex. 84l). A further increase of tempo
(determined, like all the others, by Ram Narayan) makes the subsequent
tans faster, and they are also progressively longer, which, as has already
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been mentioned, is a typical procedure. The tan beginning on the 53,
in line 169 starts in a similar fashion to the previous one, but develgps
into an excellent example of a sapat tan (one based on the straigh;
ascent-descent line of the rag). No performance would be complete
without sapat tans, and this example (line 169, fifteenth matra, to line
170, eleventh matra) spans the entire three-octave range of the sarang;.
The refrain (line 173) is played only once before the next tan, so the
momentum of these fast tans is not lost, The last tan (from line 174 to the
sam at line 181) is fittingly the longest in the section, if not the whaola
performance. Its structure is quite complex, consisting of repeats within
repeats. From line 175, sixth matra, it falls into three main sections, each
one of which has three sub-sections, and the whole is based on the
repetition of a ten-matra phrase. The structure of the tan may be shown
as follows (numbers refer to the line in the notation and those in
brackets to the matra):

Section [: 175 (6)=177 (4)
1. ten-matra phrase 175 (6)-175 (15)
2. repeated 175 (16)-176 (9)
3. repeated, plus extra 5a (eleventh matra) 176 (10}-177 (4)

Section li: 177 (5)-179 (3) (repeat of section 1)
1. ten-matra phrase 177 (5)-177 (14)
2. repeated 177 (15)-178 (B)
3. repeated, plus extra 5a (eleventh matra) 178 (3)-179 (3)

Section [11: 179 (4)=187 (1) (varied repeat of section I)
1. ten-matra phrase, plus extra 5a (eleventh matra) 179 (4)-179 (14)
2. shortened version of ten-matra phrase (seven matras), plus extra Sa
(eighth matra) 179 (15180 (6)
3. ten-matra phrase, plus extra Sa (eleventh matra) 180 (7)-181 (1)

The extra Sa, occupying one full matra, serves to round off the main
sections and prevent the whole tan from being merely nine statements
of the same phrase, which would be intolerable. This threefold
Fepetition of a thrice-repeated phrase (not forgetting the modification
In the third section) is quite common in North Indian classical music,
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and is the kind of tihai within a tihai that is a speciality of the Benares
gharana of mb!.? playing but that has now spread all over North India
and is equally effective in melody. It demands the complete mastery of
tal, since it can so easily go wrong, and the virtuosity displayed here
would not go unnoticed by the audience. After such a tour de force the
end of the performance will come at the climax and leave the musician
and his listeners exhilarated and happy. The refrain is played a couple
more times and rounded off, again using the tihai principle: the
opening phrase of the refrain is played twice, followed by a phrase of
the same length which achieves contrast by falling towards the middle
and lower octaves (line 183). If this last phrase had been an identical
repeat of the first two, the culminating point would have been the
upper Reb. To end the performance there would have suggested
incompleteness and unresolved tension. Ram Narayan accordingly
makes the modification so that the performance ends where it began:
on the middle octave Sa, with a phrase which is virtually identical to the
one at the start of the whole performance. The music has come full
circle; it has returned to the timeless womb of the 5a, whence it
emerged. Melody and drone become one, and the tambura, from
whose strings the ceaseless drone had created the first sound of the
performance, fades away after the last sarangi note has expired, and
takes the omnipotent Sa back to the realms of inaudible sound.

Motes

1 MNonesuch Explorer Series, number H-72062,

2 Inthis one instance the words are often reversed to give the name Sri rag;
infact Kaufmann maintains that this is always the case (1968: 279).

3 See Chapter 4, p. 95.

4 Cf. Bhatkhande (1967, vol. I11: 3617): ‘this rag is very profound and popular’
(my translation).

5 This is given in staff notation by Jairazbhoy (1971: 168).

b In Psychoacoustics of Music and Speech (The Music Academy, Madras,
1967, pp. 134-46).

7 ltis interesting that two of the leading Indian writers on Indian music, Deva
and Jairazbhoy, both find Western concepts of dissonance (Helmholtz and
after) acceptable to Indian music. To a large extent, of course, they are
incorporating the indigenous ancient Indian theories of vadi-samvadi and
SrLIti,




160 Indian music in pcrfDrmanCE A cgmplete performance 161

§ Jairazbhoy also makes the interesting comparison between the North 3p4 oo S i . e
South Indian versions of Sri. The latter has a scale completely opposite y, i 33% = == = S —— _——_—:——_%
that of the former, i.e. Re® instead of Re?, Gab instead of Gal, Ma¥ insteag
of Ma®, Dhat instead of Dha¥b, and Ni? instead of Ni¥ (1971: 101). N ;
9 Reasons for this are discussed in Chapter 2, p. 62. - ?p__ —— S —
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Glossary

[lirvg Modern Indian (Devnagrl) spelling and
the Book transliteration

Brief definition

ho) TG abhog the fourth part of 3 complete
S composition, rarely heard nowadays
abnus wTIg abinis ebony
Adana ETET Adiand the name of a rag
adbhura T adizheta the rasa of wonder
Adbhut Kalyan  XEET Fo9Td Adbhur Kalvag the name of a rag
Airi-i-Akbari WTET - F - WFALT Aini-Akbarl chronicle of the Emperar Akbar’s
reign dsixteenth century) by Abul Fazl
Allami
akar STETT Skar sung to the vowel 3
labu sarangi wITT AT alabu siranigl gourd sarangi, an instrument
s & combining saramg and vialin
alankara T alankira ornament, can be used as an
alternative to bath gamak and palla
ala wTETY alap the first part af a pz:riurmalncf;-, in
& which the rag is unfelded in free time
3 ang o+ ang another name for vibhag
wIT anited upper register, focusing on the
upper 5a, applying to rag and to the
second part of a composition which
centres on this register
T aruvadi {assonant}, nowadays usually refers o
nates of the rag mﬁer than the vadi
and samvadi
wTITE arch ascending line of a rag
TTATaLT Asdvei the name of a rag and that
ToTE a3t anather name for sthayi
ati very [used to qualify tempo an
y [used to qualify po and
intonatian)
Tred audav pentatonic
naddha vadya 7% T80 avanaddha vadya membranopharne

Wy Fvrini

{awart, avarian)

one complete cycle of a tal

Tﬂ_ﬁ'ﬁ. avrah descending line of a rag
M= haj style of rabla playing
=TT Bahar the name of & rag
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handis
bari
bara (khyall
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haz

basri

baya
Bhairav
Bhairsi
hhakei
hhava
bhayanaka
Bramplasi
Ehupali
bibthatsa
Bihag
Bilaval

B LR

hin

el

Beihaddesi

Candrakaos
Cacrlal

chand

§?§§§ﬁi’

!

chota [khyal
cikara

cikari

cir
Dadra
dagga
diahina :

Darban

S ERERRE &

dayd

dech pasiisarangi &% T8 T 1

a3

Glossary 179

bardis
bani

bard (khyil)
b

BT
b3yE
Ehairav
Bhairvd
bhakn
bhava
bhayanaka
Bhimplas
Ehopdll
bibhatsa
Bibdg
Bilaval

Bin

Bal
Brihaddeit

Candrakos
Caural

chard
chota ikhyall
cikara

cikar]

iz
Diacied
dagad
dahind
Darban
diy

dech pasiTsarangi

compasition
traditicn of dhrupad singing
big {first part of khyal, in slow tempe)

bambaoa

North Indian bamboo flute
leti-hand drum of the tabla pair
the name of a rag and that

the name of a rag and that
devolion, citen called the senth rasa
emalion

the rasa of terror

the name of a rag

the name of a rag

the rasa of disgust

the name of & rag

the name of a rag and that
marth Incdian stick zither

syllable [reders 1o song texis and
tabla sounds|

Sanskrit treatise by Matanga
. ninth century AL

the name of a rag
the name of o tal (bwelve matras)

metre, refers to chythmic variztions
obrained by subdividing beats

small (second part of khyal, in fast
lempo)

a howed folk instrument, similar fo the
sararngi

ussally two plucked sirings, tened 1o

53 an octave apart, and used to :
emphasise the drone and create rhythmic
variety

compodsition in khyal

the narme of a dal [six malras)

anather name for bays

another name for daya

the name of arag

right-hand drum of the fabla pair

& folk sarang:
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D ey Des the name of a rag r gotiuvadyam "I'I‘QTN'H‘ geluvddyam Fouth Indian plucked stringed instrument
Cheskar EASTT Daskir the name ol a rag T guiratan sacangi  GATTOW ar T gr..ufsun:l :.ir.:rig:_ a folk sarangi
Devitagri TTLT Dievnage script used for Sanskrit and Hindi L -her (Hi
B & land a few othar Indian languages) l BuTu HED B teacher (Hindu)
2 ETEl hiiya the rasa of hum
dha ar dha a tabia bol (see alio Dhaivat) hasea . g
2 | jaltaram, T jfalrarang instrument consisting of bowls filled
dhage g7 dhage a tahla bol L 5 with water and struck with sticks
5 ) L
Dhaivat Y Dihaival the name of the sixth degree of the scale T Tt jati lype o4 species, here used as another
- {abbreviated 10 Dha) 1 name foe chand
Dhamar oqrT Dhamar the name of a ral (fourteen matras) and of 3 [ javari wETAT fevari smoodh curve an the bridge of 1he sitar,
composition similar to dhrupad in that tambura and cemair ciher iRsIrUments
rai
: B o ey hals ETAT jhaly section alter jor, characterised b
dhanisarangi  gTHT HTTAT dhanisarang a falk sarangi ‘ ! fast interplay of playing ;jlrings ind
y il cked instry Ll
dhin e dhin 2 tabla bl : e e
hapial T Jhapeal the name of & 4al llen matras)
. dhrupad E‘“- dhrupad wocal style and composition % fhapt £
humra TTET Mhismed the name of a tal (fourteen matras)
iI" dhun g9 thun piece based on a folk wne i P ;
. : = =i J r FTT Jog the name of 2 ra
e dilruba foarar dilruba a bowed instrument combining leatures of g 5 o 2 .
sitar and sarang I jogiya sarangi FTImET 5T 4T oy sarang a folk sarangi
Dipcandi Tyt Dipcandl the name of a tal lourteen matras) b or E jor section after alap, in which a pulse
[bu? aot a tall s introduced
] alrur EH drut fast ! o v
: r ! I Kafi T Kalf the name of a rag and that
Ektal TETE Ekra) the name of a tal (bwelve matras) I: ; s g =
; : Kafi Malhar lrl"@“l‘ LELENS Kafi salhar the name of a rag, created by Ram Marayan
esra; TEITR e5rd) 2 bowed instrument, similar to the dilrubs i- E] :
: ; Keharva BETET Kaharvi the name of a tal (eight marras)
i Fal ™ Fal bow
: ; kalavant T kalFvant respcted class of musician
[ Famak T Eamik ornaments in general, also specifically =
the oscillation about one note Ealyan FoaTa Kalyan the name ol 2 that and a group of rags
gandabandhan AT H7 gandd banchan thread-tying, the ceremany parfermed when karuna L i) karuna the rasa of pathos
a master and pupil formally establish their h ;
relationshig [ kn AT kat a tabla bol
Candhar TrETT Candhis the name of the third degree of the scale | kapda TTAST kaydd a tabia piece in which the kol are
K (abbreviated 10 Galb - limited and unchanging
Bat b gat -:Gmfnsilinp. especially for tzbla and T khal wTHT khal? empty, the matratsh of a tal marked by
plucked stringed instruments FR T
Caur Sarang e '5T Gauy Sirang the name of a rag Khamaf ATTH khama; the name of a rag and that
! = =
Cave TR Cawtt the name of a rag L khyal =Ta khyal vocal style now prevalent in Marth India
_ Bayki T Eayki vocal siyle (adapted to instruments) i kinar T kin3r layer of skin around the circumissence
Tl ol the tabla
Bery = Bere red ochre Cll‘ iy
Bhana T la} CLES lakhra imple time-keeping melody
vacya UERE B shana vadya idiophone T ahra 1 simg ping
e Lalir Flam Lalit the name of arag
Bharany HITAT gharina tradition, based on families and
geographical locations | lay : a1 fay empe
Ehatam 9ZR gharam earthenware pot, used like a drum & madhya a1 madiyya medium (used especially for tempal
2 (South India) ‘ : :
" : ey Madhyan the name of the fourth degres of the
L ghe b ghe a tabla bol [ tadhyam seale (abbrewviated to Mal
“~ ok -
ghunghie o= ghufighel bells worn around the ankles by dancers i mahiab T mahrah niche faced by Muslim wursh-pp-.nr
5




Adalkos
Mdarwa

g
mind
risra
Misra Bhaiewi

mizrab

mridang

miridangam
mickhrz

Murlrani

na

oy
g
TR
mujra HAIT
L2
TEETAT
T
qrTET A

na-g.a*.va-ram

Mared Keddar

Matyasaitra

TremETe
Misad RELIL
pakar LR
pakhavaj LCIEE
pala =T
Hancam e
pandit e
FPardipy Tty
peikar YaET T
Pilu Lir]
punya pratap vina TE waTT ATET

Puriya FIEL L
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Malkos
Marva

mated
mind
miira
Misra Bhairel

mizral

mridafg

mridangam
e

mukhra

pultani
nz
Nagasvaram

Mand Kedar

Matyasasira

Misad
pakar

pakhavaj

palta

P.1Hi:am

pandit

F‘..:[rh-p

peikar

FilG

punys prifapviga

Piriyy
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tha name aof a rag
the name of a rag and that

a beat of a dal

unidirectional slide (portamentaol
berween two naoles

mixed [referring to cags which
permit a relatively free use of
accidentals)

the name of & rag

wire plectrum (sitar)

Maorih Indian barrel drum (anather
name for pakhavall

South Indian barre! drum
perfgrmance by dancing girls
phrase which marks off sections in
alap, and phrase of a composition
which leads to the sam of the ral

tha narme af a rag

a tabia

the Sauthjindian oboe

the namy ol a rag, created hy
Eam Mafayan

i treatine on the dramatic
arly by Bharata {date uncertaing
witich ineludes the first extant
wrillen discussion of Indian music

the name of the seventh degree of
the scale [abbreviated 1o Ni

catch phrase by which 2 rag may be
ri.il.-rlllll-i|¢:d

Maoeth Indian barrel drum

exarcise (also relerns 1o a type o
wariation on the tahis)

the name of the filth degree of the
scale labbreviated 1o Pa)

wise man [Hindu), also used as a
litls

the name of 2 rag

usually the first part of a rabla
solo which presents a variety of
bals in 3 majestic way

the name of a rag

bowed instrument combining sarangi
and wiglin

the name of a rag

e 1 P e e e o i - s o R e % it g ] I £ et .--.\_l,-—\j—-.l.——'——d
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SRS
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pufl‘ﬂ:’?H'

Perrwi

rabah

rag

ragrala

a5y

raudra
ravanharrha
rela

Rizabh

rivaz
redra vina
Rupak
sadav
sadfrana
sadhu
Sadi

;.1!;.‘n:.*
sahingl
sam
sampurn

samwadi

FAMCAr

sariedhii prakas
Srga

EELT ]
Sangilaratnakara

sanra

SEnfuy

ﬂiiéﬂgg%%ﬁg ﬁéf%%ﬁ% s ol el

T
gETET

daTiT

H1% et

T
T
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purvang
Pured

ratraty

rig

rxgmala

Fase

raugdra
rivantaithd
rela

Rizabh

riyae
rurelra vind
Ripak
sagfiv
sacdhand
saclfi

Sach

idgird
sahnal
sam
SAMEe

samvad?

saficari

sandhi prakas
5 F.,;u.:.‘

sangita
sangilarainakara

£arla

sarllir

lower tetrachord of a rag

the name of 2 rag and thar

plucked sometimes Bowed) stringed
nstrument [throughoun the puslim
veorld)

the melodic basis of Indian classical
music

garland (medley) af rags

sentiment, the aesthetic basis of
the arts in India

the raza of wrath
a foalk fiddle
fasr stream ol tabls hals

the name of the second degree of
the scale (abbreviated 1o Re or Bi)

praclice

anoiher fname Tor the bin

the name of a tal (seven mutras)
hazatonic

dadication

by man (Hindu)

the name of the first degree {lonic’)
of the scale (abbreviared 1o Sa)

pupil [usually Mushim)

thi Morth Indian oboe

the first marra of a eal

complete, hepraromnic

lcansonant), note inarag of
impartance second only Lo the
vadi, with which it is usually .
related by the consonant interval
of a perfect fourth or fifth

the third part of a complere
composition, rarely heard nowadays

thae junction of day and night
acLempaniment

a general name tor music, including
dance

sanskrit reatise by Sarngadeva
(thirtegnth century)

peace, often called the ninth rasa

Narth Indian dulcimer



japal ETLL

Sarangi

faragvall

garaswali vina

sargam

sarinda

sarord
sali
SLran gl

saval-javab

sinncthi sarangi

srsam

BT

Erimgara

Ui

sthayi

surbahar
St sl
varamandala)

Aur pegi
SUr Sapar

Susirg vadya

giwmr
"TewT araT

afyy =re

C SRmmelbalanghirrrE TR
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sapart lan)

sdratign

Sarasvar

sarasvan ving

argam

sariendd

sarid

-
s
SEUFATRL

snvitl=javab

sinethyi sarangi
didam
$isya

siliEr

Sohni
Sri
iringara
e

sthayi

surbaehar
surmandal
svaramandalal

su.'pl:'lll-
SUFS3gAr

sursirg vadya

ﬁ'.-'a.'.:mc:'ai'.z.'.z—mc.'ﬁ.'

smacth, a tan which uses the
ascending and dewcending line of
thi rag In a straight sequence

the main bowed instrument of
Marth India

the name of a rag

the main South Indian plucked
stringed instrument {usually
simply called wing)

system of notation using the names
of the notes (33, Re, Ga, Ma, eic.]
and refers also 1o tns sung 1o
these names

a folk fiddle

Marth Indian plucked seringed
nstrument

Hindu wife who immolates herseli
on her husband's funeral pyre

a hundred colours, a name sametimes

substituted for sarangi
question-answer, the exchange
between main artist and tabla
accompanist

a talk sarangi

the name of an Indian wood
pupil fuswally Hindu)

Morth Indian plucked siringed
instrument

the name of a rag

the name of a rag

the rasa of love

microione

ghue first and maost imporant
parl aof a composition, which

centres on the lower and middle
regisiers

bass sitar

Morth Indian psaliery, used 1o
accompany wocal music

small key-less harmanium, used as
a drone

large sarangi with additional
plucked SLTNgES

aerophone

Sanskrit treatise by Ramamarya
[sexteanth century)

e — o o — g Pl e i P —— e

-.,,-,ahi

tabla

tal

tambuva
4an

1arab
1ar sahnai
13la vadya

thar
theka
thurnri

tilhai

tin

[{]
Tinral
tirakira
Tan
trika

Tukea

fu
furn
ustad
uthan
wlirang

vadi

wilhag

'

2

AT

133

L
qTT TEATE
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syahi

ralf

ranbiry
ran

tarab
rariahnat
rara vidya

tha
thekd
thumet

tihar

[in

tin
Tineii
tirakita
Tt
Irikd
tuksd
t

tun

ustacd

u!'.'rs.'.'
uttrang

virdi

wikrh .Tg
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Black spot on the rabla and pakhavaj
skins

a tabila bl

two small kettledrums vsed 2 the
main rhythmic accompaniment in
Marth Indian classical music

tiere cycle, the thythmic Basis of
Indian classscal rmusic

the maitras of a tal marked by a clap

plucked stringed instrument used
only as a drone

eatended panern of noes, uswally
perbormed fast

sympathetic string

an esraj fitted with @ maial harn
chordophans

hepratonic scale, wied as a means
of elassifying Mo Indian rags

the basic artculation of 2 ral
using fabla bols

a type af love song eflen uied
1o conclude a recial

the threefold repatition of a
phrase, wsually calculared 10 end
o the sam

a tabla bol

three

the name of a 1al (sixreen malras)
a tabla bol

the name of a rag and that

a tabla bol

short, lively piece played on the
fakla lalso wsecd in dancel

a fabila bol

the name of an Indian wood

master {Mushml, also used as a
title

opening flourish an the tabla
upper letrachord of a rag

{sanant], masl important note in
a rag lapart from the 5al

subdivision of the avnitté of 2
el
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wicitra vina IEREERCIE i wicitra vind Morth Indian equivalent of the "'
: KI}IIIII-I(!?J'.‘? J]
wilannbt Taa e wilarnhi slow
ying m—r '-’-Tr_:J O cm-erir!g many types al | I nde}( Df termf‘:
_pluc.kn.-d stringed instruments, [
in bath Morh and South India !
ia Ein vira the rasa of hergism l
wivadi FaaraT wivadr ldl“.;:;a nlj.i-la_ I'?-Irulgn r‘;{}r{' ] aIJ 'I-L-
ra UL WhICh ma M used m
;f-grr:-'ﬂ?ﬂcffﬁ by expers [ Reference is made only to the main discussion in the case of words which
s s Carran ilianane b o rak, (e doste ‘ occur frequently throughout the book.
zamzama AT 2amzams AL P e abhog 124 bhakti 103
i " :?;l:it:!hrnnl;ru:m_’{l;:l::.:i:i?iLEE ! abl‘luf 87 bhava 103
B I Adana 107 bhayanaka 102
|©  adbhuta 102 Bhimplasi 79, 96
| Adbhut Kalyan 114 n.3 Bhupali 99-100
Ain-i-Akbari 64 bibhatsa 102
‘ akar tan 124, 134 Bihag 103
L alabu sarangi 53 Bilaval 94
] alankara 70 bin 48
T alap 92-3, 103, 105-9, 145952 bal 41-3, 118
'i ang 116 bol tan 124, 134, 141
antra 106-7, 122, 125-7, 155 Brihaddesi &
anuvadi 98
‘ aroh 967 Candrakos 121
: Asavri 95 Carnatic music 3-4, 6, 100
i astaj 122 Cautal 124
: ati 119 chand 134
1 audav 114 n.2 chota khyal 1234
5 avanaddha vadya 34 cikara 53
: avritti 116, 118 cikari 456, 111
avroh 967 ciz 122
baj 27, 42 Dadra 120
| Bahar 100, 107 dagga 40
1 bandis 122 dahina 40
! bani 18 Darbari 96, 105
- bara khyal 123 daya 40-3
bas 34 derh pasli sarangi 53
¢ basri 345 Des 101
baya 40-3 Deskar 93-100
! Bhairav 59, 83, 94, 102, 136-7 Devnagri x-xii
1‘ Bhairvi 95-6, 125 dha 43, 118




dhage 1159

Dhaivat xiii

Dhamar 124

dhani sarangi 53

dhin 43, 118

dhrupad 40, 103, 124-5, 149
dhun 125

dilruba 51

Dipcandi 120

drut 119

Ektal 119
esraj 51

film music 8-9, 24-5
folk music 8

gaj 57

gamak 72, 87-9, 100-2, 110, 152-3
ganda bandhan 17-18
Gandhar xiii

gat 122-3, 130

Gaur Sarang 104

Gavti 24

gayki 48

geru 53

ghana vadya 34, 38
gharana 17-19, 27, 42, 132
ghatam 38

ghe 42-3

ghunghru 38
gottuvadyam 48

gujratan sarangi 53

guru 17, 68

harmonium 35-7, 60, 102
hasya 102
Hindustani music 3

improvisation 1-2, 724, 113-14, 156

jaltarang 38
jati 134
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javari 44, 57

jhala 110-12
Ihaptal 119-20
Jhumra 120

Jog 114 n.2

jogiya sarangi 53
jor 110, 112, 152-3

Kafi 95, 125

Kafi Malhar 127
F.aharva 120
kalavant 65
Kalyan 94
karuna 102

kat 42

kayda 130, 153, 155
khali 117-19
Khamaj 94, 125
khyal 123-4, 153
kinar 42-3

lahra &1, 121-2
Lalit 99
lay 119

madhya 119

Madhyam xiii

mahrab 57

Malkos 77-8, 99

.\r“larva ?5; 9‘5.. 9?'_3.: 99.' 128: 146
matra 116-18

mind xvi, 107, 150-1

misra 125

disra Bhairvi 96

mizrab 46

mridang 38

mridangam 38-41

mujra 65

mukhra 107-9, 123, 137-8, 149, 153
Multani 104

na 43
nagasvaram 35

S

meatf .

ot B

Nand Kedar 127
Matyasastra 6, 102
Misad xiii

pakar 136
pakhavaj 3841
palta 70-9, 83-91
Pancam xiii
pandit viii

Patdip 104, 128-9
peskar 130, 153
Pilu 125
punyapratap vina 53
Furiya 99, 105-6
purvang 99

Purvi 95, 145

rabab 50

rag 93-103
ragmala 100, 114 n.5
rasa 102-3
raudra 102
ravanhattha 64
rela 130-1
Risabh xiii
riyaz 67

rudra vina 48
Rupak 120

sadav 114 n.2
sadhana 68

sadhu 13

Sadj xiii

sagird 17

sahnai 35, 45

sam 117=-18, 135
sampurn 114 n.2
samvadi 97-9
sancari 124
sandhi prakas 146-7
sangati 21

sangita 3
Sangitaratnakara 6

santa 103

santur 50

sapat tan 158
sarangi 51-65
Sarasvati 4
sarasvati vina 48
sargam xiii—xiv
sargam tan 124, 157
sarinda 53

sarod 50

sati 11

saurangi 64
saval-javab 131-2
sindhi sarangi 53
sisam 57

sisya 17

sitar 43-8

Sohni 107

Sri 145-8

sringara 102

sruti 107-2

sthayi 106, 122, 125-7, 153, 156
surbahar 46
surmandal 50

sur peti 44

sur sagar 53

susira vadya 34
Svaramelakalanidhi &
syahi 40, 42-3

ta 42-3, 118

tabla 40-3

tal 116-22

tali 117—18

tambura 43-5

tan 75-6, 79, 85-6, 89, 112, 115 n.7,
123-4, 155-8

tarab 45

tar sahnai 51

tata vadya 34, 43

that 946

theka 118-21

thumri 125



tihai 134-5, 1534
tin 43, 118

Tintal 116-19
tirakita 119

Tori 95, 126
trika 119

tukra 130-1

tu 43

tun 53

ustad 17, 68
uthan 131
uttrang 99
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vadi 97-9
vibhag 116-18
vicitravina 48
vilambit 119
vina 48

violin 51

vira 102
vivadi 98

Yaman 75, 102, 105, 107-10, 112

zamzama 150
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