Chapter — Four

PLAYING PROPERTIES OF TABLA
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INTRODUCTION

The evolution of arts has been on per with the
evolution of marnkind and ci\?i!izatie‘n. Out of the
sixty feur‘ art forms, musit, pamtmg 'anfd‘r sculpture
have been cOnsidered prirnérdiaernd‘ music is
consrdered to be the most mﬂuentxal amongst the
above three mam art forms. ln other words things
Whlch cannot' be conveye‘d by pamtmgs or
scu!ptures are beautlfully rendered by musxcal
'me‘dlum.-'Even where . Iangugge fails, musr-c can
reach out. Mfusfc is the univ§ers'al Iangu,ag'e— the

“language of love.

:PLAYENG PROPERTIES OF TABLA

;

As it is early sald the present Tabla has not been
‘acquared |ts present form mt a day After a long
zperlod- Wlth several correctlons by different
icorrector Tabla has got todays esteem position.
;And in-between the period Tabla enrlched a great
property' of playzng matters. For mstance, ‘We can
,co_dnt its own_language — the alphebefe of Tabl3,

different compositions, like — Peshkar, Peshkar
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kaida, Kaida, Tukrda, Rela,-‘Gat, I\/lukhre, Paran,
Laggi, Ladi, Tala, Theka, etc. We can also count its
- different rhythmic speed like — normal speed,
middle speed, first: speed% etc. ‘and different
rhythmic patterns ~(laykaries),§ like — Adi laya, Biad
laya, Kuad laya, etc. | ;

To know the Tabla’s playmg propérties-:broperiy

‘'some propertles are bemg d:srussed below

" -ALPHABETS OF TABLA

l\/lusnc is also an- emotlon Wthh expresses our
feehngs by sound motion. Accordmg to Thakur
Jaidev Smgh,musnc is as old as|emotion®. To express

this motion there are to create some sound or

sounds and when this sounds attached wnth rhythm
.creates musical theme. By the same way when we
express ourselves wnth the sound of Tabla then it

creates such sound or sounds. That is the _a(’phabets

of Tabl3, the unique properties of Tabla on which

‘depends the language of Tabla.

.

* ! ‘Bhartiya Sangiter !tihas’, by Thakur Jaidev Singh, Page-4.
. _ _ 1

i
I
i
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In all lndlan 'Ianguage the"'alphabets are called
‘Varna’. Just. as these alphabets are used as the
syllables in Tabla playing they are called ‘Varnas’.
The nearest English word Mhich c‘an be used in

place of ‘Varna’ is syllable’ or’ ‘mnemonics’. The

i

'anCIent scholars through thelr‘ knowledge have
speCiflcally named the dlfferent sounds that occur
when struck to different areas of the slang of a
: percussmn mstrument to understand and explam

ithem to the asplrants These} are called ’Patvarna

or . ’Pathvarna Those - ari '+ also “known as

l

‘,'Patakswara or ’Pathakswara These Patvarna or

.Patakswara are presented in spoken words or with

i

melodrous tune or by a combmatnon of both

.The sounds as “pronounced b‘yléhurnjans'= cannot be
attamed in the same mode oh percussuon nor can
the sounds emltted by the percussmn be spoken by
a man Hence the sound of the percuss;on
mstruments were specnflcally named Wthh are
umversally ' accepted tan'dj they .a'r’e " called‘
'..'Pathakswara Every percussmn mstrument |s full

Vof different alphabets
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We find references from different scores which
throw ample light on the e‘xfistence, of percussion
instruments even in the era ;before Christ. But no
evidence or reference is avallable regardlng the
modes of playmg or Pathakswara or thelr nammg
’Natyashastra is known to be the first treatise on

‘dramaturgy. Though l'C is a treatise on dramaturgy,

!
i

yet it gives ample detail on m
of m;us:c, on: each of the 3
Shastra,
d'evoted to - music, _A musics:
percussion Vin‘struments“ respe
| has given a | H;uge expla-naﬁ

e, by

percussion . instrument

mstruments were played for |

more bea utlful

ORIGIN OF ALPHABETS

. Since time immemorial, percu

used as accompany in the co

(vocal, instruments and dance

find references of usage

but _éhapters_ 28 t

usic. We fmd;analySIS
6 chapters'qf ‘Natya
o 33 are especially
| instrqments and
a‘cti‘vely.‘ Bharat. muni
on of alphebe‘ts_ for
which e

the . same

presenting the drama

SSIOh mstruments are
mposxte art of music
). In ancient music we

of such percussion
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- instruments at some places. Even in mythological
stories there are references of such instruments.
The names of instruments which we encounter in
ancient texts are ‘Aghati; Adamber, Vaanaspati,
Bheri, Darduf, dhol, Nagara and Mridang. Mridang
and Pakhﬁwaj are still used in the ﬂeldAof Indian
music. And, in North Indian music, dhol, dholok are

used hugely.

in modern times Tablé has occupied a very
prominent place on the percussion instrument. -
Varicﬁus opinions prevailéd in regard to the origin of
Tabla. Some scholars o_pihe that the ancient
instrument Dardur has been modified to the
present Tabla. Whereas some have on opinion that,
Pakhawaj has been broken into two parts for
evolving Tabla. Whatever the wags and means
might have been for origin of Tabla, but one thing is
clear that the Alphabets of Tabla must have

evolved after the origin of Tabla.

- A drum being the most ancient form of musical

.ihstruments of the world and bhﬂmidfmdﬁbhi‘ and
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dinddbhi was perhaps the most ancient form of
drums in India. But some are of the opinion that,
damru = or dhakka is ‘the first. percussion
instrument®. Even some 'schdlars also believe that
the science of,languaée‘wasi also born frorhathis

1
i

damru. - | : o

‘Damru, a two-headed small drum whic:h' is made

out of leather jskin on its both heads decorate in

the hands of Nataraja. Some Hlndu rehglous are

also belieyed that this instrunl’lent is the ohe which
’_ maintains rhythvm in the whoie of eterhii:y dForther
it is"ihterestihgi to know that the sound emanated
from this»‘cosmiic' drurn is the source for the scrence

of language?’.

. By.this way all the Ianguaée starts from this ;dam‘ru.
‘Nandlkeshwara Kartika has written a;b,o'u‘tfthe
above aspect and referred ‘at the end .of this

celestia.l dance,-Nataraja Whirled his damaru'in such

1 “MRIDANGAM — An Indian Class:ca} Percussrcn Drum, by Shreejayanthi Gopal,
Page ~ 2.
2 'MRIDANGAM — An Indian Ciassrcal Percussion Drum, by Shreejayanthl Gopal
Page 1-2.
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a way that, it beats nine and five times and the

- . .
science of language was born™.’

In thlS respect Nandlkeshwar Kartlca one of earlier

‘writer has written that{: £
c-,;'rlic;‘i‘{-‘lllé-i STEITSTITSTY
FTFITSE STFTIST STETTIETSTIRET |
IEEISETE: FT=TB1E RTETT

E

eeTer fRTEreTt f%’*rc*r«e-nquumu "
v, i t .
! : : b ! N
- The meaning: is, after dancmg, Nataraja thrled his
Dakka in such a way that it beat nine and five times
and the science of language was born And the
above process IS known as Slva Sutra. |

0
i

!
.

However, the?oiri-gin of syllabléé of Tajbla is baSed on
. the sy!iabtes of Pakhawaj, and* itis due to the mode
of playing these sy!lables on Tabla and then there
is dlfferences m their sounds are pronunCIatlon
Pakhawaj is an mstrumeznt ,of open: syllab!es as
“against _Tablé'. ?{Now a ‘days the style of playing
Pakhéwaj is be;ing used ‘»in playmg Tabla also For

such sipeciaiizeff(i‘_ style, the style playmg various

)
H]
!
|
i

ot 'MRIDANGAM An lndxan Classical Percussmn Drum, by Shre’ejay:anthi Gopai,
Page — 2. . i
2 ‘MRIDANGAM — An Indian CIassncaI Percussnon Drum, by Shreejayanthl Gopal,
Page — 2. ; :
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syllables has to be modified as for as ‘Dhumakita’ is

played as Dinakita.

At Tabla-Vijnan, by Kamruzzaman Moni, it is also
mentioned, how these syllables changed and they
“have evolved to their present state, which is as

, follows?:

Takka Dhikka Thiinga Nanga
| 9 .
Tak Dhik Thing Nang

. <4

Tat Dhit Than Na

N_UMBER OF ALPHABETS

While playing the sounds em’itted by the lefthand
the right parts of a Tabla or by synchronizing both
':by playing boi:h simultaneousiy'are célled alphabets
or syllables of Tabla. ‘Scholarsfdiffer on the manner
6f such syllables. Sorhe say that, there are only
seven alphabets, some are for ten alphabets and

even some are opine to fourteen alphabets.

1 ‘Tablé—Vijnan’, by Kamruzzaman Moni, Page -3.
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Lt. Prof. S. K.‘ Saxena gd‘ruji also prefers seven
a.lohabets for Tabla instrument.‘ Even Guruji prefers
seven alphabets, but, also f;ascribed a total of
fourteen alphabets, seven f?rom the dahina and
seven from 'baya.n. in this resoect Guruji ;said, ‘they
(the aiphabet) have_ alWaysi'been' an. 'object of
controversy ..anyway, two mam vnews on the
matter may here be referredgto Accordmg to one
view, there are as many as ten basxc alphabets of
tab!a rhythm Accordmg to the other v:ew they
number only seven, hke the seven bas:c notes of
music. In my humble but consudered opmlon the

l
second view is preferable, in respect of each of the

two drums that make a tabia set; and llsay SO on
the basis of the hard evndence of the actual practtce
of rhythm. | ascrlbe the followmg seven alphabets
ar, T, &1, =, s 3 (ta tm na, ra, ta da tra)
to the danya ( or the nght hand drum) and the
vfo!lowmg seven to the bayan (or the ieft one) , L,
4 E—i’r o, @, ﬁ @da (gha, ghey, ghee ka ke kee

kat)™. » : ;

! The Art of Tabla Rhythm - Essenttals Tradition and creatlwty, by Sudhlr Kumar
Saxena, Page — 14. '

{
1

h
v
| .
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According to Bhagvatsharan $harma, the numbers
of main alphabets of Tabla at;"e’ten and these are:
Dha, Ga, Da, Ta, Ra, Ka, Ta, Nia, Gha, and Ra (er ar
TATF ST ATS ?;)., Th%e tala from Pakhéwa}
playing stylé,j some times I\/I;a.(?T), and Thé (e1) bols °

are also playedl.'

Mr. S,ha‘rma:':again added that, if we ‘give our

attention then the alphabe‘té of Tabla are found

seven only, which are: Dha, Ga, Da,‘ Ta, Ra," Ka and
Ta (E,rA T & d ® & AR ’a:) Others are created
lfrvo’m' thesél alphabété. 'Fbr -lexample, Na is the
a'lteméte of Ta and by 't‘he Same way Da is the
| 'alte.rvnate-of T? and Gha is the alternate ofj‘Ga?. And-
generally it is:,-see‘n fhat,- fthe above bols jaré.also
‘produced by the same way which will -be i,ciiéé‘ussed |

alittle later. o

itThé number of syllablés of [Tabla and Pakhawaj
‘Adiffer from séholar to scholar. In the book ‘Tabla
Vij'nan' of Kamrujjaman Moni it is mention-e'di that

;
H
H
S

! ‘Taal-Prakash’, by Bhagvatsharan Sharma, Page|— 29.
? ‘Taal-Prakash’, by Bhagvatsharan Sharma, Page|— 29.
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in- ancient times there were five hundred and
eighty six (586) syllables, which with the passage of

time have been limited to ten' (10).

In connection to numbers of alphabet Shree Vasant

has written that?,

e f2re1 fae faer on o 4, ar fov o foam|
ﬁaﬁrﬁa‘%aﬁﬁ,mﬁbgmll

The meraning is, there are ten alphabets for Tabl3,
Dha, Dhin, Tita, Tin, Na, Ka, Dhi, Ta, KT and Katta

and practice these alphabets. '

However, even there are different opinions about
- the numbers of alphabet, but majority of them

believe that there are ten sylle{bles, which are:

1. Taa or Naa (ar =m &)
2. TiorTin (fr = )
3. TuorTun (g 31 ga1)

: ‘Tabla-Vijnan’, by Kamruzzaman Moni, Page — 3.
? Sangit Visarad’ by Vasant, Page — 361.
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. Dinor Thun (f& =r gp'f)

‘T'e or Ti (& =ar far)

ReorTe (@ =2r 2)

Ka, Ke, Ki or Kat ( &, o, s, =T o) -
Ge or Ghe (31 =r =) |

Dha (em), and

10. Dhin (f21).

©' 0 N o v s

TWO TYPES OF ALPHABETS

As we know that the knowledge of alphabets is -
necessary to !earn educationai knowledge as well
as it is also necessary to know the alphabets of
Tabla to play it. In accordancf_e ‘of playing manner
the'alphabets of tabla are divided méinly in two
divisions: |

A. Simple alphabets; and

B. Joint alphabets or ComI:ained alphabets.

SIMPLE ALPHABETS: |
Alphabets which are playéd by only one hand may

call simple alphabets. For instance,
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Taa or Naa (ar = &), Ti or Tin (f& < 1), Tu or
Tun (g = ga1), Din or Thun & = ga1), Te or Ti (&
= far), Reor Te (& = é“), Ka, Ke, Ki or Kat ( @, o,
o, < o), Ge or Ghe (31 = =), aré the simple
alphabets.

JOINT ALPHABETS:

Alphabets which are played by using both of hands
lat the .;same moment or s‘criké simultaneously may
“call Joint alphabets. For instance, Dha (zn), Dhin

(fer) are the joint alphabets.

Simple»a’lphabets again have been divided by two

divisions:

A;. RIGHT HAND’S SIMPLE ALPHABETS:

Generally alphabets played by right hand or
| do.fninént hand are counted as rightv handv
alphabets. These are the right hand’s simple
alphabets, Taa or Naa (@r = &), Ti or Tin (fa4 =
f%r) Tu or Tun (g < gal), Din or Thun f& = ga‘r)
Te oth (& = fo), Re or Te @& ar 2).
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A,. LEFT HAND’S SIMPLE ALPHABETS:

Generallykalphabets played by left hand or non-
donﬂinant hand are counted as left hand’s ‘simple
alphabets. Ka, Ke, Ki or Kat <i o, oh, Tom, =M wma)
and Ge or Ghe (31 = ), are the left hand’s simple
alphabets. | |

ALPHABET’S PLAYING MANNER

It is a reality that, there is no :;ulphabet or alphabets
| ei’ther of dahina Tabla or bayan Tabla which is
produced from a fixed place. Here is an important
péint may be noted that, one alphabet which is
produced from a place of a pCl?di, the same alphabet
can be produced in different wéys, at different
points of the pldis. And, even, the same alphabet |
also can be produced by diffe%rent fingers also. It is
totally a psychological fact ané measurement of ear
and for this reason the alphaﬁet one played from a
place of a Tabla is differed from another even it is
played on same.p!aée and same manner. So, the
placement of fingering is also differed from persén

to person.
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However, even, it is varied from person to person,
there are some indications IS ‘being explained to
produce alphabets in general 'way. These are being

discussed below:

TAA OR NAA (aT = =m):
Toachieve this note the'.r‘ing ﬁnget and t’he Iittle
o | ﬁnger shou!d be
.kept in a crescent
shape on th‘ei.TabIa
near the edge Qf the

shyéni‘and thé ring

. flnger s edge should

Flg 4.1, Taa,ﬂgzz?&:;g‘ayan’l‘ablmby -tOUCh the edge of
the shyahi and the middle;: finger should be kept in
sgch a way ’c‘hat it should %nc;t come in contaé‘t with

the Tabla and the index finger should be struck on

the chantl and should be taken off lmmedlately SO

|

_ ‘as to allow the sound to resonate thxs is how Taa

I

syllable is played.

'In the Ianguage bf Tabla syliabies Taa and Naa are

both the same but accordmgito dlfferent styles of
!
I
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playing they bbth-can‘ be seen in different forms »by
playing it .én the different ai‘éas of the Tabla »by
different fingers. E.g. when thfé kinar of the Tabla is
struck by the index ﬁngef* thie syllable achieved is'

|

called both Taa and Naa. ;

During the pro;céss'of‘ tuning| the Tabid when the

little ~ finger s
struck on the
-lpléce betwéen
shahi and ki;nar»

‘the sound that is

“produced due! to - o
' : Fig. 4.2, Taa, played on dayan Tabla by ring
' finger. L

'the resonance of
both the areaS‘ i.e. shyahi and kinar is also -;]t:al‘l.edf

‘Taa.

'J;Some scholars are of the view| that Taa and -Naa are

i;'sa,me but some opine the Qpposite;‘Some say that

%th’ey are played from the same area but their mode
of playing is different. The oply difference heré is
" ‘that, while playing Taa wheh the index finger is

struck in such.a way that it emits a little close .
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sound it is called Naa in whlch

while playlng Taa the

finger is not :mmedlately taken off from the Tabla.

According to Girish Chandra

QShrivastaya Taa and

Naa are both played on almof.;t the same place but

while playing Taa the

‘towards the Lav and ‘the sound

oy
resonate. Unlike Taa, Naa i‘s;

chaatil.

indiex finger

is slightly
is allowed to
played only on the

1
i

’Aecording to shri Pashkar—ra‘j

sir both’ Taav iand Naa

are the same and they are played in almost the’

same manner - but there 'is
pronunciation. The only’ dif
stroke for Taa is stronger tha

produced while playing Naa is

However majority of the schol
A .that Taa and 'N{aa are the: sar
‘»are dlfferentxated in order to

whlle speakmg Also accord

a dn‘ferent in their

ference is that ‘the
n Naa and the sound

thus melod:ous

ars are of the opinion
ne ‘sylliablesﬁbu"t’theyﬁ
achieve the comfort

ing to thé' linguistic

capacrtles of the people of dlfferent areas there can

kY

o

Vo

! Taal-Parichay, Part — 1, by Girish Chandra, Shriszstav, Page—21.

% Shree Puishkar-raj sir on personal interview. -

t
P
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be a further difference in their pronunciations. The

highest used alphabet of Tabla is taa.

TIOR TIN (fa = f):
The ring finger and the little finger are to be placed
on the Tabla in
cArescent shape in
such a wéy fhat the
front portion of the

ring finger touches

the edge of the
shyahi. The middle Fig. 4.3, Tin,,played on dayén Tabla.
finger should be kept

in such a way that it should not come in contact
with the Tabla. Th'e index finger is to be struck on
the maidan i.e. between the shyahi and the kinar.

The sound thus produced is ‘tin’.

TU OR TUN (g = ge1):

Generally ‘uu’ is not used in Tabla but art is not
limited to any one country or one area. Any form of
~art naturally reflects in it the customs and the

mannerisms of that area and so the Ianguage‘o'f the
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art form is also affected by the area of its growth
and ‘development.
And thus according
§ to the | Iinguistic
| capacities 'ofi the

people }(:)lf) different

i
i
'
i
¢
:
i

’

. areas - ‘tun and

Fig. 4.4, Tun, played on dayan Tablé. 'thlu 6: both are

!
» used Whereas in reality ther‘e is no such syllable
but even if it is considered there is nothmg wrong
init because some words and. syllables of Tabla are
alse used in dance, pakhawaji and Tabla as also in
nagada All these are ‘a'ssimilated and wi:th a.view
to use |t as an accompanlment eg whlle playmg

Tabla as an accompanlment W|th dance tat tat

.
|
thun thun tigdha dlg dig that” are to be played in
spite of the fact that these syllables are _-vb;arr‘ed’ in
Tabla. Thus wh}ile using .Ta_blaii as’ an vinstr}u%n’\e:nt of
accompanlment the syllableséwh-ich are p’layed' in
this way can be called ‘tun’ orithun or ’dhumk;t or
even T!t Tit Thun Thun NaDha T:rakata Dha It is
~ totally depends on |magmatlon and mooddxf a

performer when he played Tabla.
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DIN OR THUN (f& = gar):

~ As early said, generally ‘uu’ is not used in Tabla by
the same way the open syllables are generally not
played on the Tabl3, however, there are some
syllab’les of the bpen category which are ‘plajyed on
the Tabla and Din is one of them. Many of the
syllables played on the Tabla are taken from the
Pakhawaj and din is also take;n from the mode of
Pakhawaj playing. According to shri Pash‘kar—raj sir
Din and Tin are the same as far as playing them is
concerned but for the comfort of speech they are
pronounééd differently’: E.g. while spe‘aking’ ‘we
speak ‘din din tita tita’ and not “tin tin tita tita’. As it
‘is not comfortable while rendering them through

speech.

"The stroke Din is
"achieved when the
front portion of the’

shyahi with all the

four fingers kept

Fig. 4.5, Din, played on dayan Tabla.

! Shree Piishkar-raj sir on personal interview.
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straight together in such a manner that the base of
the fingers is first struck on the gajra and then the
fingers are struck on the shyahi. In case of Thun the
only differenée is that only the index finge'r is struck
on the frontal portion of the Ashahi. However in
both the cases hand is to be giifted immediately to

allow the sound to resonate.

T/ TE-(?r. = fr): When the front portion of the
rﬁiddle finger of 'rig_ht
hand is struck on the
r%ight Tabla in the
éenter of the shyahi in

such a way_that the

sound is not allowed
Fig. 4.6, Ti/ Te, played on dayan Tabla ; '

by Delhi or Ajrada style. to resonate it is called
Tl or TE. In playing so in the Ajrada and Delhi
gharana the ring finger is lightly place on the
shyahi. Whereas in other gharanas the middle, ring
and the little fingers are together struck on the
middle portion of the shahi for achieving ‘ti’.

Genéral!y, in Bengal region te used mostly but

other places ti used mainly.
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According to playing stylles of different gharanas

there is a difference’ in the 5laying of Ti syllable.

Fig. 4.7, Ti/ Te, played on dayan Tabla by
all gharanas except Delhi or Ajrada.

Sometimes in place of

‘rfniddle. finger, the

ri‘niddle finger ring

“finger and the ittle

'fi;i’nge’r are together

|

L’lsed‘ or at ofth-er- times'

‘on!y muddle and the

rmg ﬁnger are struck on the shyahl Whlle playmg

| V'the group of syIIables sometmﬁes these are used to

) play ‘ta’ or ‘te’. e.g. while playmg ‘tirakita’ ’ta s “ti’.

~Here ‘ti’ and ‘ta’ is the same alphabet

l
1
1
|
|

While playmg some syllables Ilke t!l"klt in place of

v sometlmes stoke is made elther by mlddle flnger

or rmg fmger and some tImPS by 5|multaneous|y

usmg the ring, mlddle and the httle fmger Just like

in Delhz gharana while p!aymg tzrklt’ v is :played by

the stroke of the mtddle fmge: In Ajrada rmg finger

is applied while playing t And in Farukhaba:d' i

,played by s;multaneously str:kmg the ring, middle

and the httle finger.
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According to shri Pashkar raj Shridhar, ‘ti’ and ‘t’
are played on the middie of the shyahi from the
same place but the only difference is the pressure

applied while playing.

REORTE (X = 2):

‘On the center of the shyahi of the right Tabla where
ti - -or ‘te’ are
played on the same
place (a little left
side) the index

finger is struck in

such a way that the

Fig. 4.8, Ra, played by all gharanas except .
Delhi or Ajrada style. A sound IS not

allowed to resonate, it js called ‘re’ or ‘te’. Since the
sounds of ‘ti" and ‘te’
are the same for
co'mfort‘of playing ‘te’
can be played in place

of “ti’.

Fig. 49, Ra, Played on Tablaby /o, | |
Delhi or Ajrada Style. ‘Re’ is not a syllable of
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Tabla but for the linguistic comfort while rendering

the padhant ‘re’ is used but the syllable is ‘te’.

“TI’ OF THE ‘DHIR DHIR’ CATEGORY:

There is another category of the ‘ti’ syllable in
which the whole palm is used while playing‘it. The
right portion of the right palm is struck on thé
shyahi to play this kind of ‘ti’. While p!ayihg ’dhir
‘dhir’ this ‘ti’ is used. WHiIe playing this “ti’
simultaneously playing the ‘gha’ syllable from the

left Tabla ‘dhi’ syllable is achieved.

In this respect Prof. Saxena gurujee said, ’another
very important point to note is that there is not
Z;even a single
‘alphabet of the
%Tablé (the right one)
ior of the bayana

éﬁ(the‘ left one) in the

| production .of which

Fig. 4.10, Ti played on dahina Tabla by palm.

two fingers are
applied simultaneously, except on the ‘{/ery rare

occasions when the player W?ishes to lend a little
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extra inflection or weight to a particular bol. But a
protest is possible here. Is it not a fact that while
executing the bol ferg-fera (dhir-dhir) all the fingers
and the palm too are used cQIlectively? But to this
my ready answer is that tjh‘é bol in question is
Specifiéally a compound alphabet of pakhawaj
playing. Today, of course, this alphabet is freely
‘played on the Tablad by onejand all. 1 personally
believe that this particular aiphabet was perhaps
introduced 'mainiy by maestros of Farrukhlabad'
gharéné, the repertoire and playing idiom of which V‘
build h-eavily‘upon pakhawaj %mnemonics, specially

,f%_r:r(dhir)l,;.'

‘RA’ OF THE ‘DHIR DHIR’ CATEGORY:
When the left portion of '
the right palm is struck
on the shahi of thé right
hand Tabla this kind of

£ F 24 H phe =

ra_ is achieved. Sl |

Fig.4.11, Ra played on dayan Tabla
by palm.

! The Art of Tabla Rhythm, Essentials, Tradition and Creativity, By Sudhir Kumar
Saxena, Page no ~ 14, 15. ‘
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‘TAK’ OR ‘TAT’:

-Now we ’shall examine the mode of playing the
syllable ‘tak” which is also called tat This syllable is
also played from dlfferent areas and in. dlfferent‘
. styles according to the patterns of ‘bol bandlsh’ or
the group of syllables,whlch are to be played.e.g.m .
the form of ‘tak’ it is lplaye:d on the kinar while

‘playmg in the group of ‘dm tak din dm tak din’ by

stnkmg the index fmger on the kinar.

- Whereas while playing "l:ak' din dina gi»na;'tak din

’

~ dina gina’ stroke is to be made on the rﬁalda‘n by :

the index finger.

Nowithere is one 'mefe ivarlety of. ‘tak’%\zllvhlch' is
played ’by st,l'iklng, the mi,(%":l_dle, ﬁngeri on the s’hyahl '
just as we :play ti’ on lthe Tablaf butlftélzqe‘lonl‘i\l‘
difference here is the lplfe,ss‘x,lre. ;a‘ppliiel:l _while'

 striking the finger.

One more tak’ is there whlch is played by keepmg
the middle and the rmg fmgers together . and are

struck on the shyahi. Tl’llS variety is used while
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playing the group of syllables like ‘takitdhina
dhagena dha dhagena dhatrak dhage dhinagina’. |

There is one more
f’tak’ which played by

all the gharanas ‘by

istriking in the center

of the shahi by all the

Fig. 4.12, Tak, played on dayan Tabls. igfcmr fingers keeping
them stretched towards th'e' player. This is used
wheﬁ while playing the group of syllables in which

the syllable “tak’ comes in the middle. e.g. ‘dha

" dhitak din dina gina tak din tali(din dina gina’.

IDAI. .

This is also called ‘ta’ or ‘ra’. Tﬁis is also pronounced
A according to the
fgroup of syllables to
be played according

to its placement in

the group of syllables

Fig. 4.13, Da, played on th¢ edge of
dayan Tabls by index finger.

to facilitate easy

rendering in the execution fand in the padhant.



Chapter — Four | 342
Acoustical Properties and Creativity of Tabla, Part (Il)

Sometimes ‘NA’ is also called ‘DA’ e.g. ‘dha

ghidanaga din dina gina’ or ‘dha ghin naka din dina

gina’. In both the groups either ‘da’ or ‘na’ both are
the same and played in the same way. While
playing ‘tdan’ the index finger’s front portion is -

struck on thé kinar.

NA:
It is played on the
shahi by striking the

ring finger in a very

light way. Sometimes it
_is also played in the f
o Fig. 414, Na, played on dahina Tabl«
form -of the syllable by ring finger.

‘da’. Generally, the playing manner of ‘ta’ (played
by Ajrada style) and ‘na’ is same, but, the pressure
_is different. While na is played very lightly but, ta is

‘pla'yed more. loudly with more pressure then na. it

is a very soft stroke on dahihaéTabEé.

Now we shall examine the ‘S\f/!lab!es‘p!ayed by the

_ -léft hand on the left Tabla or the dagga.
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KA, KE, KI, ORKAT ( @, o, fom, = @a):

These syHﬂables can be achieved by striking the palm
with all the fingers joined on the pidi of the baya
Tablda or the daga.
Séme Scﬁolars believe
that ‘ka, ke, ki, kaa, or

kat’” are all the same

syllables but for the

Fig. 4.15, Ka, played by whole palm. lir;gu istic ca paciiy they
pfonounced differently. But some scholars say that
when the whole palm is struck with more pressure

then ‘kat’ is played.

There are other ways of'plafying ka which are as

follows:

1. By placing the
ciushion of the left

palm on the baya and

by folding the ﬁngers

a)nd striking the baya.

Fig. 4.16, Ka played by nails of left ’h thé bol bandishes
, hand’s fingers. :
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where ka is to be played repeatedly this type‘ of

practice is comfortable.

2. Sometimes to enhance the sound of ‘ka’ all the
| four fingers (except
old finger) of the
left hand are struck:
on the shahi of the

baya. To play thapi

| ~ this type of ka is

Fig. 4.17, Ka, played on shyahi. used. This type is

also usedehile execution iof parans, tukda etc.

| Some times, to start a lag:gi gor ladi or at the pointv

of changing any pattern oh light music if is also
used. |

3.Sometimes the index

finger of the.left hand

is folded and struck

on the kinar of the

baya to play ‘ka’.
Lo players use this type Fig. 4.18, Ka, played by index finger.

- of method in execution of the peshkars mostly.’
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GA OR GHA:

The cushion of the left paim 15 rested on the lower
edge of the shahi of the baya fand either the middle
or the:E index finger is struck
on upper edge of the shahi B

on the lav or maidan by

stretching it towards self.
Fig. 4.19, Ga, by index finger. There | is one more option

“for this in which instead 6f the ihd‘ex fmggr or the

middle fingér-, the ring finger and the.mi{'dd%le\ ﬁngei*l
" .are kept together and Stretchéd towards the player
and struck on the upper edge of the shahl ojn the

lav or maidan.

Some scholars a.lsé believe that the . sound
produced byltHeA index
- finger is called ‘ga’ 'a_ndl
‘fhe. sound Aprod;u'Céd‘ by |
striking the m%rddflé finger

is called ‘gha’. Or the
| .

: ‘ sound = produced by
Fig. 4.20, Ga, played by middle and ' :

. §
'ringﬁpgerS- . striking the middle and!
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the ring finger together is cal

not seem to be correct.

low frequency can be called

frequency t:a‘n be called ‘gha’.

_is played only by the ring fingl

lled ‘gha’ which does

However it can be precisely said that the sound of
‘ga’ and that of high

It is also said that ‘ga’

I Both ‘ ga and gha

| are very lmpprtant syllables in Tabla playmg
While executing these syllables sometlmes a
meend enabled sound IS achleved by slldmg the !

palm wnth pressure towards t
This is called ‘ga’ wnth the garr

| beauty of the sound and syllat

DHA:
it is a
combined - or

‘joint alphabet §
and ‘while

playing the

Fig. 4.21, Dha,,
S

syllables ‘3’ or

‘na’ on the dayan Tabla and

he front of,the baya.

ak. This en‘h?a‘gne'es the

)les.

played on dayan and bayan
lmultaneously :

‘ga’ or gha on the
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baya Tabla simultaneously syllable ‘dha’ is

achieved.

DHIN:

It is also a combined alphabet. While playing ‘ti’ or

Fig. 4.22, Dhin, played on dayan and bayan simultaneously. '

‘tin’ on the right hand Tabla and ‘ga’ or ‘gha’ on the
left hand Tabla simultaneously the syllable ‘dhin’ is

fachieve-d.

OVSERVATION:

Even here is discussed about a huge quantity of

alphabéts produéed from daﬁina and bayan Tabl3,

but, if we make a deep look oih'this métter then we

can see that, the main alphét;ets of Tabla are only

seven. These are: | |
1.Ta or Na(ar =ar ”aﬂ")

2. TiorTin (from chanti) (f?f = fe)
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3.Tdn or Thin (st =T goi )

4.Din (f¥)

AS.ﬁ/Ta/Te/Ra fr=me ama-=na)
6.Ka /Ke / Ki/ Kat( @, &, Top, < o)
7.Ga /-Gha (o1 a1 =) |

And other alphabets whic:h are the alternet
patterns of these above alphabets and can be

- created with the help of above alphabets.

ACQUSTECAL ANALYSIS OF ALPHABETS
Tabla is a pair df two ohe'?‘aced instrument. lts
rhaking makes it easy to pléy with the stroke of
fingers rather than with the stroke of entire palm.
Due to Tablé’s structure and fmodes of playing, the
sound it produces is very swéet and soothing. SRA
also find itv on their experim%ent, while they have
made scientific studvies of the zacou.stic characters of
sounds from different typés' of drums. These
include:

(i) Tabla and Bayan, (ii) Pakhawaj (iii) Mridanga,
: (iv) Dholak (v) Dhol (vi) Néaqqaré,-(vii) Ghatam
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and (viii) Dhak. But, they find the sweetest

sounds are produced by Tabla and Bayan™.

However, the each and évéry%.partsof a Tabla has
an important'part to produ’cegfhis delightful sound.
But, the shyahl is the most dxstmctlve part of the
Tabla and has a greater lmpact upon the tone then
any other Rart. We alsfc_;; get thits point from

|

. S R ‘ :
Britannica (Eonc.ise Encyclopiedia Article~ Wher.e ‘

3

writes, ‘a dlSk of black tunlng paste on the‘
vmembrane of each drum affects pitch and g;ves it

Acharacterlstlc overtones

'T‘he great ’pHysicisf C.,V.'Rarhaﬁn also emph‘a-si:s thAis.
point and wéfités, ‘“The inhomogeneous membrane -
SO c’ohstructiefd has rem‘arkable aco.Ustic,prepert-ies-.";
The lowest tone and the first 0vertone‘ of the ‘drum. ':
| arise from the vibrations without an inner ‘nodal',;

line and wath a nodal diameter respectively. Both

3these tones”are more or IeSs in the ratlo of - a

i

fundamental to its octave. The vibration with" two

' An Overview of Indlan Drum Sounds, Vol —|XXIV, 1996, 'Pub!ished by Sangeet
Research Academy, Page no. lli—-1.1 S '
2 Britannica Conc;se Encyclopedia, Version: 2008.00.00.000600000.
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nodal diameters has the same pitch as the vibration

‘'with one nodal circle, and is indeed the quintet of

the first overtone exactly. Th%e pitches of both the

next higher modes of vibrat

diameters, and one nodal d

circle respectively are. again

octave higher than the firs

ion with three nodal
, .
L (

iameter and a nodal
identical and lie on

t  overtone.. Simila rly

three higher modes of vibration combine to five the

- fifth h';arm[oriii: overtone. These results have been

achieved by the careful arra

| 'when-the drum head was made’.

ngement of: ﬁ:he load

1

© PROCESS AND PREPARATION FOR ANALYSIS

The folllowin’g,wo_rk is experim

done With the help of a respe
 Physics Dept. Faculty of Scien
Baroda.

L]
a

ental, ‘whic;h' has been
cted Physics?teacherz, ‘

ce, M. S. Ulﬁ’lji\kg!earsi.ty of

“To! tomplete this experiment, first of all, a total

i

of ‘about 350 strokes on different instruments

! Musical Instruments And Their Tones, by C V Raman, From —~ HANDB®CH DER
. . i

PHYSIK, Page no — 555,
% Experiment has been done and lot of Physical 1
respected N.V. Patel sir.

erms understood with the hei;ﬁ of
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Where different types of Tabla like, Tabla with
complete shyahi, Tabla with incomplete shyahi
and even without shyahi were used. And
secondly about 200 strokes of different pitches
sound of Tabla and Pakhawaj were recorded;
those were made through software and
electronic Tabla instrument like Swar-Shala and
Ryaz-Master. And even then, some of
‘Peshkar’, ‘Kaida’, ‘Tukda’ ‘Reld’, ‘Gat’,
‘Mukhras’, ‘Paran’, ‘Laggi’, ‘Thekas’ for different
Talas, etc. were recorded, produced from

software as well as by playing different players.

And finally after recording the above sounds,
wave spectrum and amplitude were made
through Spectrogrami14® and hence analyzed
with the help of a physics teacher, Physics
Department, Faculty of Science, M. S. University

of Baroda.

! At first we have tried for wave spectrum and amplitude through oscilloscope, but failed to get
pleasant graphics then tried by other programs and finally selected Spectrogram14 for its good
analyzing quality and pleasant graphics manner.
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PROCESS OF DATA VIEWING

The 3D spectrum is shown the overtones and
their decay. Each and every data are presenting
here by showing 3D spectrum where time is on
the X axis marked’ by vertical line on every
Vseﬁconds, frequency is on the Y a’xis marked by
horizontal lines at 40 Hz, SOEHz, 60 Hz, 70 Hz, 80
Hz, 90 Hz, 100 Hz, 200 Hz, 300 Hz, 400 Hz, 500 Hz,
600 Hz, 700 Hz, 800 Hz, 900 Hz, 1000 Hz, 2000 Hz,
3000 Hz, 5000 Hz, 6000 Hz, 7000 Hz, 8000 Hz,
9000 Hz, 10000 Hz, and 20000 Hz and their
amp‘litude'is indicated by the%: depth of blackening‘

on ‘3D spectra’ at bottom to top.

" Sometimes alphabet and other compositions are
also presented by showing frequency verses
~amplitude pictures, where frequency is on the X

axis and amplitude is on the Y axis.

The'analyized frequencies may be varied from
+10 to +20 Hz in different overtones and time'

also may be varied from %3 to +5 milliseconds.
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TAA OR NAA (4ar < a):
The strokes ‘Taa’ is made with the index finger of
dominant hand on the right hand Tabla. The stroke

20000

. 10000

| “soon”

' Fig. 4.23, Taa alphabet played on Tablaf by index finger with complete shyahi.
excites first over tone at 244 Hz frequency strongly
» “ | with 30dB spect of
level and it lasts
| for 1157
milliseconds. The

| strongest second

& harmonics creates

Fig. 4.24, Power spectra of Taa alphabet ,
played by index finger on right hand Tabl4. ON 428 Hz

-frequency by 27dB. It lasts for 1616 milliseconds.

| ~The 3"d 4™ and 5™ harmonics emanate on 644 Hz,
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874Hz, and 1098Hz frequencies by 35, 30, ahd 40
dB intensitie_s respectively. The 6" harmonic is very
weak at 1314 Hz and last only for 117 milliseconds.
The 7™ is again strong at 1-51;1 Hz by 37 dB but 8™ is
again weak at 1753 Hz by 27 dB intensities. The 9™,
10th, and 11™ harmonics emanates on 1988, 2268
and 2484 Hz frequencie§ by 31, 27 and 31 dB of

intensities respectively.

It is also.shown that harmonics are varied even the

o | same 'alphébets
.played by same‘or'
different hexperts.
For instance, In

fig.4.25,(a), where.

- YRR second harmonics

Fig. 4.25, The stroke Taa’s different reading.fs .
by different experts played on dayan Tabl4. iS the strongest

one at 428 Hz but fig4.25,(b) énd fig. 4.25(c) shows
that first harmonics at 606 Hz and 606 Hz
correspondingly is stronger then others. Here a
point is noted that, clear harmonics are analyzed
V‘frqm each 3_D spectrum but, even then there are

several harmonics are cited but not cleared.
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Shyahi is a great factor for creating harmonics. The
following pictures fig.4.26 shows that clearly.

Where in

stroke is
taken on a
dayan Tabla

with

oo ot oo 2 g0 see 0 o foseo f0isee D0 e complete
Fig.4.26, Taa played on dayan Tabla with a). Complete

shy hi, b). Incomplete shyahi, and c). Without shyahi. S hy 3hi and

it produces several clear harmonics. But in second
and third spectrums, strokes were taken on Tabla
with incomplete shyahi and without shyahi

emanate damped and one harmonic respectively.

The following figure shows four 3D spectrums for

Fig. 4.27, Taa played on a complete a). Tabla, b). Pakhdwaj, ¢). Dholak and d). Electronic Tabla,
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Taa stroke were taken by different instruments
~ covered with complete shyahi. Taa stroke is taken
on Tabl3, PakhéWaj, Dholak and by electronic Tabla.
Each and~ every spectr‘u»m‘, harmonics are showing
clearly but different positions; In first spectrum the

stroke excites first overtone at 244 Hz, in second
spectrum at 292 Hz, in third spectrum at 717 Hz

and in fourth spectrum at 545%Hz.

TIORTIN (fr = fY)

The alphabet Ti or Tin is a swéet stroke emanates
"by striking  in- s . . ‘

between on the
~edge cf a dayan
pudi and shyahi
with index finger -

while ring fingef

is touched on RIS n

' Fig.4.28, The stroke Tin’s two different readings
shyahi softly. In  played on dayan Tabla with complete shyahi.
fig.4.28, (a), the stroke excites strongest first over
tone at 606 Hz frequency with 21dB spect level and
it lasts for 711 milliseconds. The little weak second

harmonics creates on 428 Hz frequency by 27dB
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and lasts for 213 milliseconds. The 3™, 4™ and 5

harmonics emanate at 1185 Hz, 1511 Hz, andv1814
,‘Hz frequenci'esby 24, 35, afgnd 17 dB intenS‘ities
- respectwely The 6™, 7, and 8th harmomcs are very
'( weak at 2113 Hz 2423 Hz, and 2737 Hz by 25db,
24dB and 25dB respectlvely

On the other hand in ftg 4. 28 (b) the same stroke
played by dlfferent expert‘ on dlfferent Tabla

emanates only four overtones The stroke excrtes

strongest flrst over tone at 427 Hz frequency thh
21dB spect Ievel and it Iasts for 1702 mllllseconds .

~ where the 2 “Brd and 4thi§' g'{ertones are weaker

then flrst one and emanate;a‘t 644 874 and 1098‘
' o R . Hz by 26dB 16dl
| — ‘aha S 21dB’

'When we go for- |

dlfferent type of '

Flg 4, 29 The stroke Tin played ond
" Tabla with a). Complete shyahi, b). Incomplete

shyaln and-c). Without shyahi. - . co m plete shya hi,

. shy,ah'; uses. like

| mcomplete shyahi and thhout shyaha then the

_‘. IS
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readings of this same stroke is changed also. In
fig.4.29 (a), (b) and (c) is shown that clearly where
in first object tin is taken on Tabla with complete
shyahi and creates six overtohes. In second object
tin is played on Tabld with incomplete shyahi
created only three overtones and in third object tin

is damped, played on without shyahi Tabla.

We also get several different readings for same
stroke (Tin) when it is played by different experts
'dn different instruments. For instance, in fig.4.30
(b) tin is played on right sfi‘de of pakhawaj by
dominant hand’s ind_ex finger and emanates a

stfong and long first overtone at 292Hz by 24dB.

| Signit e

-7 0 ses, 77 o1 sec f L1 e s | sec- . sec . sec e,

Fig. 4.30, The stroke Tin played with comi)lete shyahi on a). Tabla, b).
Pakhawayj, c). Dholak and d). By electronic Tabla. -

iThe total of six overtones are counted by this

stroke, where in fig. 4.30(c) only one clear overtone
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is founded at 717 Hz by 41dB. The tin stroke played
by electronic Tabld machine creates a total of six
overtones at 545 Hz, 816 Hz, 1088 Hz, 1386 Hz,
1981 Hz and 2301 Hz by 32dtB, 33dB, 25dB, 24dB,
34dB, 32dB respectively. |

TUORTUN (g =< ga0) | |
Tun is an open and strong s;troke for right hand

Tabla, which is B ' T
a[lso played by 1;0:5 T : P e
different ways. 2223 -

In fig.4.31, it = =

shows that, the R

first strongest ;-‘;
fundamental is | g.4.31, The stroke n playe on dyTablA
created on 340Hz frequencies by 42dB. And it lasts
for 1153 milliseconds. The second harmonic is also
strong but weaker then first one at 606Hz by 24dB
and lasts for 986 milliseconds.ﬁ The other harmonics
emanate at 887 Hz, 1203 Hz, 1511 Hz, 1814 Hz, and
2145 Hz by 28dB, 15dB, 12dB, 13dB, 18dB

respectively. Some times Tin and Tun also mixed up !

by biavers,
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When we compare’the same stroke Tun by playing
on different Tablas Ilike complete shyahi,
incomplete Shyéhi
and without
shyahi then we
= can see that, the

stroke is able to

create clear

:ses” 1. sec§0 g

Fig. 4.32, The stroke Tun played on Tabla = Overtones on a
with a). Complete shy hi, b). Incomplete _ o .
shyahi, and c). Without shyahi. Tabla piadi with

complete shyahi {fig.4.32; (a)}. The same stroke
also creates three overtones at 591Hz, 928Hz and
1338 Hz by 52dB, 38dB and 534dB respectively on
Tablad with incomplete shyahi {fig.4.32 (b)}, but on
Tabla with without shyahi {fig.4.32 (c)} it is created
only one harmonic

tone at 1185Hz.

In fig.4.33, it is
shows that, tun

played on complete

S | complete shyahi on a). Tabla, b). Dholak
S hya hi and sound and c). By electronic Tabla.

for tun is produced from electronic Tabla machine
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is enable to create clear overtones. In fig.4.33 (a) it
shows six and in fig.4.33 (c) it shows four
overtones. But in Dholak fig.4.33 (b) we get only
one overtone at 717 Hz by 45dB.

DIN OR THUN (& =1 go)
The stroke Din is capable to produce a rigid sound,
came to Tabla from Phakawaj: It is played on chanti

m of a Tabl3 by striking

B g with ring  finger,
2 middle finger, ring
= ;;v.fjinger and little finger
%_$§imultaneously. The
;’t{ ébove fig.4.34 is

“indicating six clear

Fig. 4.34, The stroke Din played on -
dayan Tabla with complete shyshi. harmonic ove rto nes

and the first one is at 335 Hz;frequency. It has got
30dB intensities and lasted for 655 milliseconds.
The second harmonics is the strongest one at 606
Hz by 28dB intensities and last for 963 milliseconds.
The other harmonics at on fhe 887 Hz, 1185 Hz,
1489 Hz, 1787 Hz by 31dB, 20dB, 15dB, and 14dB

respectively.
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The following fig.4.35 contains three different
‘ readings for
| Tabla stroke and
‘on first one
! fig.4.35 (a) is
showing five
: 6vertones with

three prominent

Fig. 4.35, The stroke din played on different fundamentals.

Tabla like a). Complete shyahi, b). Incomplete
shyahi and c). Without shyahi. The stroke s

téken on a Tabla with complete shyahi. On the
second one fig.4.35 (b) which emanates three
different harmonics are very weak and stroke is
taken on a Tabla with incomplete shyahi. And on
third object showing above :fig.4.35 (c) stroke is
taken on a Tabla without shyahi also emanates
harmonics but only two which is very weak at 717

Hz and 1185 Hz.

When we compare the same stroke produces from
other instruments like Pakf‘aéwaj, Dholak and

‘electronic Tabla then we can see that, 3D
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g ose . sec.” - s e’ .y 3 B0 s "1 seo

Fig. 4.36, The stroke Din played on different complete instruments like a).
Tabla, b). Pakhawaj, ¢). Dholak and d). by electronic Tabla machene.

spectrums for Tabla, Pakhawaj and electronic Tabla
show several prominent harmonics but in Dholak,
where shyahi is set on inner side of its padi

emanates only one very weak fundamental.

TAK (aoR)

The stroke Tak is a strong one played on right hand
Tabla. It can be produced by several ways froml
different places of Tabla. Sometimes it is pléyed
instead of kat. For instancé, players of Ajrada
gharana are used to play tak instead of kat when

played Ektaal®. Thé foHoEwing figure where

! There are two types of Ektaal is built by twelve matras; one is divided by six
division and each division contains two-two matras which is mainly used in North
‘Indian classical music and other one is divided by four divisions and each division
contains three-three matras, is mainly used in Tagore songs.
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indicating the Tak stroke played by different ways

and different places with different finger or fingers.

Fig. 4.37, Tak played on Dayan Tabls by a)‘.Index, middle, ring and small
fingers, b). Middle and ring fingers, ¢). Middle finger, d). From maidan,
and e). Index finger from Chanti.

The first four objects where tak is played with
a).Index, middle, ring and small fingers, b).
Middle and ring ﬁngers c). Middle finger and d).
From maidan, emanate damped sound
immediately. But in fifth object e). where tak is
played on chanti by index finger is able to create

seven harmonics.

Here it is a point to be noted that the process of
producing fifth tak is like a pattern of ‘taa’ also,
but, it was played on chanti of a ptdi. So, there
. méy be a great relation with the sound produced

from chanti and harmonics.
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in the figure 4.38 where tak is played by striking

simultaneously

= with Index, middle,.
—l'ring and small
fingers but on
diffe_rent types of
Tabla like

-complete shyahi,

Fig. 4'.38,Tak played on right haﬂd‘ Tabla
with a). Complete shy hi b). Incomplete
shyahi, and c). Without shyahi.

incomplete shyahi
and without
shyahi. Here it is also shown that tak in each and

every spectrum indicating damped sound only.

In fig.4.39 (indicating below) where tak is played on
different musical e y

instrument like, )
Tabls, Pakhawaj EEXB
and Dholak by §
different players.

The readings of

this figure are

e 1 gs . Fig. 4.39, Tak played on a). Tabla b).
_ also indicating - Pakhawaj, and c). Dholak.

damped sound only. By this above reading it is
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found that tak played from every place. on pudi
‘except chanti, is created damp sound only.
TEORTI (& =r f) "

The following figure 4.40 where Te or Ti is played
N BTN . Tobls

——— .
. = : .
e """'%_i - : @ complet
== e shyahi
PN WA SN A (o
different
Lt eesée 17T 4. secfo ~ . 1-scollo seo” o 1 sec] finger or
~ Fig. 4.40, Ti played on dahina Tabla by a). Middle, ring and
small fingers, b). Middle finger, and c). Ring finger. fin gers

“like a). Middle, ring and small fingers b). Middle
| ~-§1 finger and c). Ring
-.finger by’ different

'~'players striking the
’ blackening patch
- and also damping it

thereafter.

Fig. 4.41, a). Ti played on a dayan Tabls4 a).
With complete shy hi, b). With Incomplete . . .
shyahi and ¢). With without shyshi. Here it is again

founded in figure no. 4.41 that the stroke Ti excites

dampening sound again. Wh'ere the strdke played
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on a Tabla a). With complete shyahi, b). With
Incomplete shyahi and c). With without shyahi.

After creating the sound it decays very fast.

On the other hand when ti is played on different

] Signat
20000

o800

.. 5000

. 3600

++2000; |

. 1000

)

" 306 --
200 -

. 1 .sec R0 ssc

Fig. 4.42, Ti played a). On a dayan Tabla, b). Oq the right side of Pakhgwaj c). On
~a dholak’s right side and d). by Electronic Tabis,

instruments like a). On a dayan Tabla, b). On the
right side of Pakhawaj and c). On a dho!ak'sl right
side the result is obtained same damped sound or
no harmonics. And ‘even, when this stroke is
created by Ele‘ctronic Tablé‘i emanates damped

sound.

REORTE (& = 2)
The following figure no 443, where Re is played by

different Way. The first part of this figure where re
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is played by finger and in second part of thlS figure
Where re is played by strrkmg on the Tabla by the

SBignal

20000

10000
BOOO

BOOO -
2000 |

1000

© O SB00
200

B 1,sec

Fxg 4. 43 Re played on dayan Tabla a). Wlth f'mger and b). By palm»
right - hand’s palm.‘ But bfoth spectrumé ‘are
indicating damped sound clearly.

i
i
!
‘ N

In figure 4.44 where Re is _piaé/ed“on a dayan Tabla

| Flg 4.44, a) Re played on a dayan Tabla, a). Wlth complete shyo\hl, b). Wxth
Incomplete shyahi and c). Wlth without shyahi.

,wifh a).*Complete shyahi, b) lncomple‘te shyéhi
~and c). Without shyahi. |

|
|
i
i
|
1
1
i
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And in fig.4.45, where Re is played a). On a dayan
Tabla, b). On =

e
20000

the right side of
a Pakhawaj, c).
On a dholak’s
right side and
d). by Elecronic :

Tabla. But each g 4.45, Ra played a). On a dayan Tabla, b). On
the right side of Pakhawaj, ¢). On a dholak’s
and every right side and d). By Elecronic Tabla.

stroke is excited dampening sound, showing by

their 3D spectrums clearly.

KA, KE, KIOR KAT ( @, @, fom, =1 wher)

In figufe no.‘4.46, where fhe stroke Ka played on a
I ‘ bayan Tabla by
= different ways.
In first object ka
m; is played with
§ full  palm, in

second object it

is played by

Fig. 4.46, Ka played on Bayan with a). Full palm,
b). Nails and ¢). On the shyahi nails x\‘ and in

third object where ka is pléyed by striking on the
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shyahi with left hand’s.fihgers. On the other hand

in figure no. 4.47, the same étfoke Kais played'on a

Fig. 4. 47 Ka played on a Bayan with a). complcte shy hi, b). Incomplete
shya hi and ¢). Wlthout shyahi.

bayan Tabla with complete sh\i/éhi, incomplete
shyahi and without shyahi. Ar{d‘finally' in figure no.
4.48, the reading is taken by playmg the same’ ka by

“‘different mstruments like a) On a bayan Tabla, b)

Fig. 4.48, Ka played a). On a bayan Tabl(«, b) On the left side of Pakhawaj,

). On a dhalak’s left side, and d). IBy electronic Tabla.

On the Ieft side of a Pakhawaj, c). On a dholak’s Ieft

s:de and d) by Electromc Tabla A total of nine

1
|
!
1
1
|
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readings are given here for illustration. In
experiment several other readings also have been
taken but each and every reading shows

dampening spectrum by this stroke.

GE OR GHE (37 =1 )

For the stroke of Ge or Ghe the Tabla played by left
IEEENCE WA |\ o non-

"“7";——" ‘—mv-*“;* d t .
dominant hand is

I

i =

@ known as base
ee——— Crum. In  figure

- 4.49, two

Fig. 4.49, Different readings for the stroke da ,
played on bayan Tabla. have been taken

different readings

but both are excited damped sound. The stroke
Ghe generates strong vibration but very weak
overtones at about 100 Hz. It is also found in
experiment conducted by Sangeet Research

Academy’.

The fol!owing'figure no. 4.50, where Ga played on

different instruments like Tabli, Pakhawaj and

! Acoustica, Vol 75 (1991), Research notes 207.
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Dholak. As we kknow on the left padi of a pakhawaj

where temporary' shyahi is Qsed made »by wheat

Signal

20000
100400

5000

R
k 2000

’ 1609
550

Y
200

1w’

. 50

Flg 4.50, Ga played on a). Bayan Tabla b) Pakhawaj, and c) Dholak.

glue.; The spectrums of Tabla Pakhawaj and Dhoiak

are mdxcatmg very weak.

!

!

‘ i

v'The stroke Na played on dayan Tabla by touchmg

' nng fmger softly

lnx ﬁg.»4.‘51 l‘chree

| jdlfferent readmgs
£ . - ;
are

s:croke Qn 'Tabla

taken for na

K with | complete,

Flg 4.51, a). Na played on a dayan Tabl& w1th
~ a). Complete shyahl b). Incomplete shyahl,
and c) Without shyahl ' |

| mcomplete and

| wuthout. shyahl'

|
where every spectrums show damped sound.

.5
I
i
[
{
|

1
i
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DHA (zrr), and DHIN (f%r)
The following figure where two different strokes

Signat
20000
10000
. S0go.
3000
2000
1000
"800
T .30 -
-

.00’

Fig. 4.52, The stroke a). Dha, and b). dhin, played on dayan and bayan
Tabls simultaneously.

are indicating, first one is for the Dha stroke and
second one for Dhin stroke pl'ayed.‘on da‘yarj and
bayan by striking simultanéously. Both spectrums
are indicating clearly for their base stroke and
sharp stroke by different harmonics. It fs very
difficult to mark overtone’s creating point for their
weak harmonics created by base drum but sharp
harmonics created by right hand Tabla is easy to

measure.

By this way it is found that though different strokes
played on Tablé simultaneously but their individual

quality is preserved.
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_For quick looking a chart of 3D spectrums for

different Tabla strokes is given below which is

made after playing those strokes on a complete

shyahi Tabla by a specialized Tabla expert.

3|'d

Alphabets 1 2nd 4" 5" 6"
Name Overtone | Overtone | Overtone | Overtone | Overtone | Overtone
Taa 244 Hz 428 Hz 644 Hz 874 Hz 1098 Hz 1314 Hz
30dB 27dB 35dB 30dB 40 dB 18 dB
1157ms 1616 ms | 544 ms 297 ms 265 ms 117 ms
7t g - gt 10% 117
Overtone | Overtone | Overtone | Overtone | Overtone
1511 Hz | 1753 Hz 1988 Hz 2268 Hz . | 2484 Hz
. 37 dB 27 dB 31dB 27 dB 31dB
185 ms 56 ms . 174 ms 100 ms 106 ms
Tin 427 Hz 644 Hz 874 Hz 1098 Hz
25dB 26 dB 16 dB 21dB
1702 ms 123 ms » 202 ms 78 ms
Tun 239 Hz 427 Hz 644 Hz 860 Hz 1098Hz
38dB 9dB 25dB 21dB 23 dB
1696 ms 996 ms 481 ms 347 ms 212 ms
Din 239 Hz 427 Hz 644 Hz 860 Hz 1098 Hz
31dB 20dB 18 dB 15 dB 21dB
879 ms 1131 ms | 252ms 151 ms 107 ms
Ti on D A M P E D
shyahi
Ti D A M p E D
| Dhiradhira
category
Ra D A M P E D
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1725 ms

Ra D. A M P E D
Dhiradhira
category -
Tak by D A M P E D
Middle
finger
Tak by all D A "M P E D
fingers
Tak by D A M P E D
index
finger
Da 427 Hz
30dB
716 ms
_ Na D A M P E D
Ka played D A M P E D
by nail ‘
Ka played D A M P E D
by full
palm
Ka played D A M P E D
on shyahi
Ga /Gha | 177 Hz 292 Hz
12 dB 5dB
173 ms 358 ms
| Dha 239 Hz 427 Hz 644 Hz 874 Hz 1098 Hz | 1338 Hz
34 dB 30dB 38dB . |32dB 42 dB 29dB
996 ms 1416 ms |632ms | 447 ms 251ms 173 ms
1535Hz
42 dB
179 ms
Dhin 296 Hz 427 Hz 644 Hz 879 Hz 1098 Hz
30dB 30dB . 29dB | 25dB 34 dB
728 ms 185 ms | 202ms 190ms.
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OBSERBATION:

The sound emanates from Tabla and Bayan is sueh
melodious, sweet and soothmg that ‘it is able to
create eleven overtones also It is found several
times about eight or nine or ten oVertOnesvfrom
different rea‘dlngs for dlfferent alphabets also Here
it may be noted that the overtones Wthh were
looked clearly counted for . readmgs smce there ‘
were. another overtones were looked but notl

- cleared. From the above experlment it is also

.found that, »alphabets Wthh
-like taa,. tin,' etc. is able to c
which are played on shyahl
- able to create dambed sound
Tabia,

.that, Where shyahi

incompletely reduced produ

are resonate openly‘
reate harmomcs but
and resonate closelyj’
only. lt is also found
is stored llttle or'

cmg harmomcs and‘

|where alphabets are produced from a Tabla except :

.shyahi, lost the quality to
appzroxlmately. On joint strok
where two different strokes
and bayan simultaneously
quality is preserved on 3D S

read discretely.

produced qv.ertones
e like ‘Dha’ ‘or ‘Dhin’
arle played onhdayan
but their individual

pectrum and can be
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PESHKAR:

The word ‘Peshkar’ is derived from a Farsi word
‘Pesh’, which means ‘to present’, ‘to attend’ etc.
Peshkar’s also have paltas j(ust like quaidas and
there are huge Similarities between quaida and
peshkar. Since, there are huge similarities between
quaida and peshkar but peshkar is not so strict like
quaida. A player can expand easily a peshkar
‘without maintain the rules like quaida and
‘generaiiy, it is played as an épening composition in

a solo Tabla drumming.

‘Peshkar which is also knowh'as ‘peshkara’ is a
~pattern of exposing the player himfseif how
confident hi is by presenting-controiied variations
with different layas. It is a ccimplicated but pretty
composition able to animate listener’'s mind.
. Generally, peshkar is played at a slow pace as it is
very easy to perform different patterns .b'y same

laya.

Hovx_{ever, it is only the Delhi and Ajrada gharanas,

not the poorab (or eastern) ones, that take pains to
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bring out the full aesthetic potential of a peshkar’.
There are different varieties of peshkar and at the
time of playing a peshkar is to be gone after
immediately by a particular type of quaida named
peshkar-quaida. It is also just like a -quaida but the
main difference is as it is made up by the typical
peshkar’s bols. According to Dr. Ajay Ashtaputra,
peshkar-quaida is a speaciality of Ajrada gharana
only and by playing this such composition in a solo
recital a player is introduced from this gharana

also’.

A peshkar of Ajrada gharana is illustrated bellow

with its spectrum:

DhinKraDhinTa —DhaDhinTa DhaTitDhaTit DhabDhabDhinTa
X

TitGhiDaNaDha DhinTaDhaTit DhaKraDhaTit DhabDhaTinTa
?’h?nKraTthTé —TaTinTa TaTitTaTit JaTaTinTa
'(I)TtGhTDéNaDhé DhinTaDhaTit DhakKraDhaTit DhaDhaDhinTa
3

And spectrum for this above peshkar —

! The Art of Tabl Rhythm — Essentials, Tradition and Creativity, by Sudhir Kumar
Saxena, Page — 45.
2 Dr. Ajay Ashtaputra on private interview, 2™ April, 2007,
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Fig. 4.53, 3D Spectrum for Ajrada Peshkar played on Tabl in Teentaia.

QUAIDA:

The word Quaida derived from Arabian word
*Quaid;l, literally means technique or rule or
system. The beginner of Tabla learners starfs their
learning by Quaida. It is believed that by practicing
-Quaida properly hands of a Tablé player are moved

with right way or systematically.

Quaida is a beautiful composition for Tabla
instrument and its structure comprises two
segments mainly. The first line or segment starts

from sama?® or first beat of tala and ends before

{
-
H

! Taal-Parichay, Part — III, by Girishchandra Shrivastava, Page no — 30.
2 The first beat of a tala is called Sama.
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khali, while the second segment starts from a khali
and ends before sama. And 'it continues by a re-

cyclic way again and again.

'O;uaida is named by its pridm nent bol which takes
place frquently and played préminént!y. For
_instance, Quaida for tita, Quaida for tirakita, dhira-
dhira, eté. The permutations of Quaida (i:ﬁfferggfrom
gharana to gharana. Somé éré of the o’péinion:{ii:hatv,
~ the first segment of a ‘Quaida must be’ ehdéd by’
~ tinna, tinakina‘ or dhinégina ‘types‘ of bo! Whne
second segmenf by dhinﬁa, dinagina type's:: oifi;b"oif,
For example, the followihg quaida Whick}x is taught
almost every gharanas at :th'e béginning uttered by

~ Delhi gharana by the folloWing way, . ' } |

Dha Dha Ti Ta | Dha Dha Tin = Na.

x | 2 S
Ta Ta Ti Ta | Dha| Dha Dhin Na
0 3 | |

" But in farrukhabad gharana the same quaida is

uttered by following way,
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‘Na

Dha Dha Ti Ta | Dha Dha Tun
x , 2 o
Ta Ta Ti Ta | Dha' Dha Tun Na
o 3, -
Quaida is also played in solo Tabla playmg

immensely.

- specialty. They are like®:

It - has ‘some d

ifferent nature and

e Quaida is played only ’onTalblé not on other

mstru ments.

‘Quaida is composed only

on that Tala whsch 1s

used for solo performance and its compos:tion

must show the ta!a appea
Itis diwded by two- parts
second one is- Khah

Quaida is made by that bc
for paltas
After playing a quafda its
~ first quaida is played in s
| deuble speed- and fm

- redouble speed also and

rance and metre

ﬂrst one is Bharl anc‘
S !: - 1

ols that it is exp“!énciied’

paltas are played At

lmple speed then it’ s
|
ally

if posslb‘le its

then quaida isl;to be

followed irnmediately to play paltas.

\

o

! Taal-Parichay, Part — III, by Girishchandra Shrivastava, Page no ~«‘30, 31. .
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e |t ends always its highest speed or by tihai
‘made by its own bols.
U Very often palta of a quaida is also played as
rela and row also.
A quaida is famous by délhiigharana and can be
played by different ways alsq is given below with

spectrum.

DhaTi - DhiGe NaDha TiRaKiTa
x . -

DhaTi DhaGe TiNa = Kina

TaTi  TaKe NaTd  TiRaKiTa

DhaTi  DhaGe DhiNa GiNa

::0‘ 4 R AR 4 se¢ ™ , or . 6 sse : . _8."§e§_{;
- Fig. 4.54, The above Quaida for Delhi gharax}a played on Tabl in Teentala.

i
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Each and every stroke pl

ayed on Tabla for

presenting the above quaida Eare shown differently

with their distinctive harmonics quality.

In short we: can say that, when such type of 'some

bols playéd »by showing division of'téla and Can be

lexpanded for differ»ent‘ patterns '(paltas)i may be

called quaida.

TUKDA

" The literally meaning of “Tukda’

of a whole thing. In Tabla rey
imp‘drtanf ‘matter to play. It c
as an accompaniment matt

playing. By its special meani

lS a paft or é plece
ertoire tukda is very
can be played in’ both; |
er and also. in; soio f» “

4

ng we can"say‘th‘at -

such composition which is not as long as paran and'

as rigid as paran and also can

not be expanded like

quaida or peshkar may be called as tukda. | R

It is almost composed for one cycle to four cycles.

|

Tukda rhay be with tihai or without fcihai but
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generally, it is mostly composed with tihai. As we
know paran is a repertoire of pakhawaj which is
very long composition. By splitting the said paravn

most of the tukdas are created.

For example a tukda composed in ektala is given

below:

Kat-TiTa TiTaGeGe | Din-NaGe TitakKaTa

X 0
GaDiGaNa Tak-Din | NaGeTiTa KaTa-Ne
3 0
Dha-Trta KaTa-Ne | Dha-Tita KaTa-Ne

5 6

And spectrum for this above Tukda —

Fig. 4.55, 3D Spectrum for above Tukda played on Tabl in Ektala.
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Acco‘rding to Girishchandra Shreevastava, if we say
tukda for such soft composi;tion“which is bigger
than mukhda and srnaller th;':m paran will not be
'ina'ppropriatel. To maintain -tihe rigidity like paran
tukda is ndrmally composed wnth the bols those are
played mainly on the chanti oﬁ aTabla.

i

i

"RELA o L
At is a natural ‘vlanguage which laterallyz ‘r'r':eans ‘a:

- torrent’ or ‘a rush' It is mamly the materlal of

: ipakhawaj and . has come to Tabla from that
pakhawaj Structurally, there are no dlfference;
‘between rela and quaida. But: thelr playing Imanner‘fl
is different Rela is always played at high speed so lté‘
is also very tough to play for them who have no;
dexterxty to use of fingers. ln this respect Prof‘
Saxena guruje;e,'said, it calls :for perfect mastery in

the use of fi'ngers and a*gility of bo:’ch'i'h'ands;"

otherw:se the requxsxte smoothness of the' 'flow of

bols may tend to look arrested at places, even

 before the completlon of the pattern A measuue of
l

! Taal—Panchay, Part —II, by Girishchandra Shnvastava Page no — 53.
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improvisation is also possible here'. On the other
hand, quaida is not played as much speed as rela

normally.

In rela playing a bunch of bols which played athigh
speed, forms a continuo&s rush by swiftly
expressed strokes. Rela can be expanded by paltas

like quaida. There are two types of rela in use.

1. Swatantra Rela, and

2. Quaida Rela
Swatantra rela, which is also known as independenf
rela and is made up indepehdently. Most of the
rela made for pakhawaj come$ to this category. For'

example,

DhaTira KiTaTaka TiRaKiTa DhaTiRa
X

KiTaTaka TiRaKiTa TaTiRa = KiTaTaka
'?'éTTRa KiTaTaka TiRaKiTa TaTiRa
gl‘raTa ka TiRaKiTa DhaTira | KiTaTaka
3

§
i

A

B ! The Art of Tabl Rhythm — Essentials, Tradltlon and: Creat1v1ty, by Sudhir Kumar
Saxena, Page —48.
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Some relas those are made from selected paltas of
any quaida and can be piayed hrgh speed also is
called guaida rela. As it is made from a palta of

quaida so, it is na‘m:ed a}s qua_ida rela..

For example,

DhaTira KiTaTaka ;DhéTf}'a" KTTaTaka
Ehé"ﬁra* GhTDaNéGa , ETTn'Né; K:DaNaGa
%é’ﬁRé | KiTaTaka _’ TéTnRa - KTaTaka
5 ; |
DhiTira GhiDaNaGa DhinNa ':;GEﬁD‘aNaGa |

And a spectrum for this above Swatantra rela = i

“Fig. 4’.'56,A3D> Specﬁ"ﬁin.for a swatantra rela:;illustretédg above in Teentila.
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GAT
The word gat is an abbr'evéia'tion ef gati which
means movement'. Gat is aé(sp.ecia! type of such
beautiful composmon made up with soft bols and |
dlfferent from quaida, tukra ;rela paran, etc it IS
| always made up.w:th pure ,T‘abla bols and almost
without tihai. Some are played gats by utshzmg
khah and bharu also.

Gats are played in solo TabAlé playing ﬁ;equenﬂy-
There are different types of gats in use, Ilke SImple
' gat, Chakradhar~gat :Dopalh.-gat, Trlpalll -gat, |
Choupalh -gat, Panchpalli- gat i-arméeshl»gat« Farad—
gat etc. In chakradhar—gat is made. up Wlth an;‘
ldentlcal bunch of bols repeat for three tlmes The'
meanmg of palh isa pattern whlch completes one.

.cycle of the basxc compos:t on wnth a dlfferent‘
;,.speed About palll Guru;ee ;s.ald ‘the sufflx palh
i‘rhere means one cycle of’the basxc compos:tlon

So, in gats o%f palli different speeds are uses as

! The Art of Tabl Rhythm Essentials, “I‘radmon and Creativity, by Sudhir Kumar
Saxena, Page — 49. T ’
2 The Art of Tabl Rhythm — Essentlals Tradltlon and Creativity, by Sudhir' Kumar
Saxena, Page — 50. : R
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much as referred. For example, in dopalli-gat two
different speeds, in tripalli-gat three different

speeds is used.

tis also seen to play ver'y often ‘do moonh ki gat’
at the tlme of solo’ Tabla drummlng GeneraHy,

means a dlfferent pattern where the composmon
starts and ends wnth the same bol or group of bols.

Accordmg tovgurup in all probab:hty, the thought

of composmg such gats arose from observatton of a
‘she-snake’ whzch does not have a'tail at all but has

two similar mouths at both ends. As we know:, this
~ type of snake is called ‘durhui’?. o R

D
{

| ;
| | o
There is one rare and beauz iful speaalty of gat
named farad_}gat. Some are of the belief that a
lzllfarad—-gat is rhade of once is not possible to rin‘ak’e
another by-seme pattern. It} is very complicate-d
" pattern in both construction and implementation.
. For 'instance?',éi a farad-gat is given below with "

i
i

spectrum:

. . | ,
. ! The Art of Tabl Rhythm — Essentials, Tradinor]l and Crcatmty, by Sudhxr Kumar
Saxena, Page — 50. - | .
|
l
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TiTaGhiDa -NaDha GhiDaNag DhiNakTa

x

KiTaDiNa GiDaNaGa DhiTaDhaGe TiTaDhaGe
[z)haDanNa GadD1 KatDiNa DhaGeNaDha
(C)ieNéDhéGe DiGaNaGa TiRaKiTaTakTa -DhiRaDhiRaKiTa
3 B

And spectrum for this above farad gat —

s

Fig. 4.57, The spectrum for above Farad Gat, composed in Teentala.

MUKHRA / MOHRA

_Mukhda and Mohra both are very beautiful
compositions and about é,qua‘l in range. The word
‘mukhda’ came from the word ‘mukh’ (mouth).
According to Girishchandra Shreevastava, mukhda
is bigger than mohra and made from.rigid bols, can

i

be said a little tukda also.

! Taal-Parichay, Part — II, by Girishchandra Shrivastava, Page no —41.
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Generally, mukhda ends with a tihai while mohra is -

commonly played before star?ting the actual theka.

Both can be rised up from any matra of a theka but

end at sama or fH’St beat of Tala Though both are

used in solo Tabla recxtal but

their actual use is in

accompaniment mamly.. For exah'\ple'j a mukhda and

a mohra is given.below: -

Mukhda — In teentala the fpo

p!ay from khali or gth matra:

wing mukhda have to

Ra KiTa

- Nati N3Kida NakTik I
0 o | R
‘Dha- DhaTi Dha-  DhaTi -
b o

3

Mohra — In teentala the foHowmg mukhda have to

play from 13 matra

3

- NatT NaKlda N3kTak TiRaKiTa

The word ‘Paran is main!y

jrelated to pa khawaj

_'?mstrument But it ‘is a!so played on Tabla

frequently lt may also say that a !arge size of such

]
i
{
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special composition which is like tukda played‘
mainly on pakhawaj by openly and rigidly is called
paran. Paran has a number of variations, like — Gaj-
paran, Ekhasthi-paran, Kamali-paran, Farmaishi-

paran, efc.

For example a paran is given below which is

composed in Chartala:

Dh3Dha ‘GaDiGaNa | DhaDhin TiTaKaTa -

x 0

GaDiGaNa DhiNa | DhinTa  DhaDin
3 I 0 -

TaDha TaTiTa | KaTaGaD1 GaNaDha
5 6 ,

- DhinT3A  DhinTd | DhaGaDi GaNaTila
Y ‘ 0 ,
KaTaGaDi GaNaDha | DhaTiTa KaTaGaDi
3 0 o
GaNaDha DhaTiTa | KaTaGaDi GaNaDha

5 6

LAGGI / LADI

Laggi and Ladi are the smallest compositions in thé

realm of Tabl3 repertoire. By hc;.w players are used

'pesh'kar, quaida, rela, gat, etc. in teentala, ektala ofi‘

other talas by the same way laggi and ladi are used
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in agile nature of talas like ’kaherva’, ‘dadra’» etc. It
| is also very tough to play f(i)f them who have no
dexterity and égi!ity to ussle of fingers. Exceptv '
, play'ing manner, structurally, there afe a few

* differences béfween laggi and quaida. It can be also
ekpanded like quaida but need not to maintain the
rules strictly alike quaida as these are us'e‘d méinly
in accompanymg thh the hghter forms of music,

like, :_thumr!s gazals' ’bhaja ns , etc.

By how quaida rela is made by a part of a quaida or

ény'selected palta of a quaida by the same way ladi
s made from a part of laggi or a bant of a lagéi is
played in high speed. According to Giriﬁﬁhéhé'nldra
Shréévastavail’, the word ladi came from Hmdl |
language “lad’ which literally, means a:c'ffainﬂméde
by pearls ‘orl ﬂowersl Q'ua’li’ty wise th'éy" haV’é no
. place in solo playmg but ‘now a days these are

) frequently used at the time of solo playlng

-
i

In this res:pe:é:t;Prof. Saxena éu‘rujee said, laggi has

. been devised on 'the'analogy of a long bamboo

. ! Taal-Parichay, Part — III, by Girishchandra Shreevastava, Page — 87.
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which is thick at the root and thin at the end. Its
playing indeed begins with a big. bang, and
gradually tapers in resonance as it moves towards
its end’. For example a laggi and a ladi are given |
below composed in Keherva tala:

Laggi:

Dha Tin N3 Da | Ta Tin Na Da
X 0

Dha Tin Dha Tin | Na N3 Tin Na
x O

And spectrum for this above laggi, ladi:

0.00sce sgel Lo, ‘,‘.I;NOOse" cd o

: Fxg.4.§8, a). 3D >spec‘trum for above Laggi, and b) 3D spectrum for above Ladi.

! The Art of Tabl Rhythm — Essentials, Tradition and Creativity, by Sudhir Kumar
Saxena, Page — 53.
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TALA

The word tala is made frOm% the root form of ‘tal’
which means ‘something establishe.d’-. There are
ten pillars1 in Tala and time tls one of them. Once a
time, to measure time in musm Ghana mstrument |
‘were used and it was said that ’Talon Ghana Iti
4Procktom but in modern penod specxally m North
Indian musac Tabla has created a such ;*posmon
where no on:e can thlnk-a‘ny music _witheut; Tablé. it
'may. co.nsiciier to ‘accempany any ‘»Zs,ingi,ngi ot
instrumental music except Tanpdra  and
Harmomum but Tabla. orv.lts:h'ighly fd‘e‘man:ding'
score the ;permutation “o‘f ‘Talon ;Ghana lti‘
Procktom’ 1s changed and can be saic;i}:a;lsb that

i
i
i

‘TablaﬁTann‘ic’ii Procktom’.

THEKA

'Every tala has been aHocated with a basm set of

bols which is called theka from which every tala is

recogmzed The theka is the soie to every tala and

ST R TTISTITRT SIS TS TIoTEIT: |
CIRETCrEETRes =Ter STeTOTUT &7 6 | 1511 ]

Sangeet-Makrand, by Narad Muni, Nrittyadhdaya, verse no — 51.
2 ""lTaﬁ 1T =T ‘l:ﬂ‘tﬁ‘ Natya Sastra, by Bharat, 31 Chapter, Talavxdhanadhyay
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the concept of tHeka is unique to North Indian
~ music which does not exist.in the western music
and even in southern or Carnatic music also. After
starting a theka it.continues in a circular pattern,
and stops only when the particular pieée comes.tvo

anend.

For example, the most commbn sixteen beats theka

of teentala of North Indian system is given below: -

The above teentala is starts from first matra (beat)
which is indicated at the top by ‘<’ symbol and also

by ‘1’ number and completes its one cycle on
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sixteenth matra (md:cated by 16 numbers) Each
and every. theka of any tala is rotted by thls same
Wa‘y.

And spectrum for this above theka

S o S ro :
 Fig; 4.59, 3D spectrum for Teentila, played on Tabl .

]

'OBSERVATION:

‘ From the‘éa‘bove‘ 3D sp'ectrum{s‘ show‘ed fof“-analysis |
- 1 i -
. of d!fferent composmons hk'eh Peshkar Peshkar

» ;;kalda Kalda Tukrda Rela G!a ,‘ Mukhra Paran
: Ll
. Laggi, Lad| Tala Theka etc t : found that strokes
: 1
- are made so qu:ckly to play the above compos:tlons

that even ' the;r mdmdua!»E overtones“ create

i

.dlstantly but amalgamate Wlth each other SO

| roughly is toug‘h to make rea'_,d rgggs from them.‘

[
o W

o

H
v

-4
s

1



) Chapter —Four | 398
Acoustical Properties and Creativity of Tabl3, Part (il

CREATIVITY OF TABLA

The beriodic movement or rhythmic flow is present
in painting, sculpture and music and even the
expression of feelings. Some scholars have placed
~ the three art forms on an equal ground ‘while the
majority of them insist adamant that music has it
all and even more to it. All art forms give force,
inspiration, inner peace andi encouragement. But
music has an added feature t"hat it affects not only
the human beings, but also the whole environment
including animals and birds. It is well known that
. mﬁsic becomes more effect.iye when accompanied
| by rhythm and rhythmic bits ére provided by Tablé.
Tabla, thus, has become an indispensable
instrument accompaniment of traditional classical

Indian music.

| Percussion instruments have been using to serve up
several purposes from the very ancient time. As we
already know, instruments like Dlndibhi, Ndgada were
used for public announcement and for royal march

past from a long time in all countries. These
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instruments were also used as an aid to
communication .or to drive away wild animals, and
were played by striking with the tales of the animals,

have found avallable references in so many texts.

l
In this res.p‘ect Al. k. Sen writes, ”'From ancient times the
use of percu’sslon instruments has ‘not been for the A
purposes of musrc alone in all countr:es the use of
these lnstruments for publlc announcement and for'
royal processrons is worthy of mentlon l‘ny va,rlous

(’Adlvasi (tribal) regions of india the percussion

instruments (hlde covered) ones are played to suggest
or to forebade various events There was a code
language of these forebodings by Wthh the kmg s or

| |
Chlef’s messages were conveyed to the people who l

were far away The people who \ were far away acted on
these symbols At various tlmes of the mormng and
'evenmg,' the,:d-r.ums were played. ThlS was _called
‘i,’Naubata’ and th‘is enabled the'people to understand
the time. An angular shaped hide covered perc'usslon -
instrument called Bheri was glven in some v:llages to

. the watchman and it was played by them, when t’hiere
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was danger and the people were alerted™.

From the very ancien't time tﬁere was a tradition to
accompany mus:c by the rhythmlc mstrument At
the early penod rhythm was mamtamed and music
_ wasaccompamed by Ghana vadya mamly. We get
.several references from the early treatlse Natya

)

Shastra, wrltten by Bharat mu>n|‘ .

so one of: the oldest

;by:

Percussion instruments are a

fm'usical’ instruments developed mankind.

Instruments used to accompany the aII types of music
like- Gayan, Vadan and ertya are menttoned in every
periods of musical text. The spl_o penforma‘nce,of; anj.
ihstrumeht was tcalled ’nfrgit véoian’ wh}iﬁch ie‘aizs,o kn‘own

- as ‘shiska vadan’ or ‘gosthi’®, The ancient shiska vadan

‘which is as known as today’s ‘so

‘vadan’. According to

Someswara -the first and pr

instrument is solo performance,

! Indlan Concept of Rhythm by A. K. Sen, Page no
2 rerest ETeT =T 'c:ﬁ‘as* Natya Sastra, 317 Chapter

‘Manso

o’ performém‘ce or ‘ekal

llas’ wrltten by RaJaA

omment work of ani

secondly to accompany ,

—40, 41.
Talavidhanadhyay.

? g1vep sTieTT=Iai = “:ﬁ"ra"n:’r—'zra SEMIITEL | 19s | ]

-Sangeetratnakara by Sara

ngdeva, Chapter 6, Vadyadhya
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5%
with music; thirdly, to accompany with d&nce{

? ‘} . '

fourthly, to accompany with dance and smgmg By fhﬁg%
w

§‘
i

way the four kind of work was done by an instrument to

pleasure a king. In this respect Raja Someswara has

written,

CIETSETTET Wetaas fgrNTr sTierwisreTer |
STATIST TNt €1 ATt sfteT =1eT1aTe | |
et ererfeier ener fereriarel mrEtcrfer: |
F13TY: TIE TIEMTINST: 20T EMETILTIETRET: |

In any art there are definite fundamental
materials with which the artist works. Rhythm,
melody, harmony and tone colour are the
elementary thing of Tabla. Tabla preserved all
above qualities in it.

The periodic movement or rhythmic flow is present
in Painting, Sculpture and Music and even in the
expression of feelings. Some scholars have placed
the three art forms on an equal ground while the
majority of them insist adamant that music has it

all and even more to it. All art forms added feature

! Mansollas, written by Raja Someswara.
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that it affects not only the human beings, but also
the whole environment including animals and»
birds. It is well known that ‘music becomes more
effective when accompaniiéd by rhythm and
.rhythmic bits are provided by‘Tabié. Tablé», thus,
become an indispensable instrument
accompanimentA of traditién‘a! dassical- indian

music.

Tabla is a very popular instrument and its versatility
is such f:hat it accompanies vocalists, dancers and
instrumentalists .p!us Tabla ;s an instrument which
stands out by itself'as it can ailso be performed as a |

solo instrument.

The various drum instruments also used to
accompany music. Vocal, lns:ftrumental and Dance
are the three part of music.:Charming people are
enamored by the feeling uof vbcal and dance music.
But with a proper accom]'oani%ment of that vocal or-
dance music can be reached more appealing.
Bharat Muni also realized thié fact and has advised

to play instrument to illustrate Navrasa (Nine Rasa).
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Bharat has saidl:

*ISTIRETFTITNSY emer ThsTr c-rmf%@"’r FITST l _
RTes TR STOT f*rrmrerrrra‘fm =ITEr TEMET L IR 1]
HIUTIA NS erer u“‘r—‘zrurrfast—"raswrrrazfm l
NI EITHZIT Tmz:r“rvrra}—'r f"*r—::*r &1 aﬂq@z:n l Ias |l

i

The meaning |s

‘The Vadyas should be played in the Addrta Marga

when Srngara and Hasya Rasas are deplcted.,g\l\/hen
. N : : :

'Vira, Ravdra and Adbhuta afé depicted t'h_eiy sihould

‘be played in the Vitasta

|
I

Marga. The ' Pathetic

~(Karuna) sentiment is depicted with the playing of -

the instruments in the Al

Bibhatsa and Bhayanaka Ra
playing them in the Gomukh
should be played after caref

dance be fitting the Rasas, Bh:

‘characters their gestures, mo

location of the scene®’

There are a number of instru

for accompaniment with m

pta Marga ,anéﬂ- thé‘
)sas are d%ep’i‘_cféd' by
a Marga. !nstruments
ul observatlon of the
avas, the Sattva of the

de of walkgng a‘nd the

ments which are used

usic like , Pakhawaj,

1 Nafya Shastra, by Bharat Muni, Chapter - 33, Verse no. — 52, 53..

? The Natya Shastra of Bharat Muni, Translated

By A Board of Scholars, Page —490
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Mridangam, Dumroo, daff,
- Khanjari, Matka,

‘Khadtal, Ghant, Manjira, C

~ Morchang, etc. but none ca
" Tabls has -a unique

accompanim"en‘t—instruments
sound qualit‘i,esz, which is not

cannot be uttered only by wo

.-The popularity of Tabla has

that, it embellished ité

. expanded them to great Iength

'thrs Tabla is played with fi

'dhol
Nagada / Nakkara,

Chapter — Four | 404

Dholak Tasha,

/
Mukhchang /

Kathtal
himta,
n be equa‘l_to Tabla.
place ehﬁeng all
by its ‘affect;ing sweet
possible to expr'eSS or

rds.

risen due to 'the fact

original %Eic’)is}; and
In addition to

ngers and. hence the

»dexterlty of the latter makes playmg m h‘lgher'

speeds ‘with panache and

beauty Ta.bla is so

convenient to play as dtstmgwshed from other'

accompanlment

accompaniment—instrument

.almost every type of. musm-—forms

_instrume

nt, that; as an

*it can be Gsed‘ with

W‘he re‘as' .

other accompamment mstruments totally fall to

I

fulfill these demands For example it is agreed

:upon today that, Tabla can

~ the instruments like ‘Sitar’,

|
very well acpo m‘pa ny

i ‘Sarod’, ‘Violin’; etc.
|

1
1
|
1
i
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where as other percussibn instruments like
Pakhéwa}_ or Mridangam —Eare not suitable to
accompany fhé aboVe inst?ruments because of
their rigidity ’and's‘eriousnﬁess; Now-a-days the
players have started usmé Tabla with- Drupad

and Dhamar also

We find that ancient forms. of singing like; Jati

gayén, Prabandha gayan, Drupad and Dhamar

- were uSing Pakhawaj for an accompéiniment
'in'st‘rument (though it is céonsidéred :rigid and
'serious)..But’:_i’n' mere ‘re".c:e_nt time mény more
styles of singing, like Khyals’, Thumfif, D;aqiraij’,
' Tara:na’,» ‘Tappa’, ‘Ghazals’, Bhajans~ (v;e‘ven,,v!fi':ghit‘
_classical . music and Semi—-das’siéal music’ as
staunch purists would call it) »have ev'olv;éd and
Tabla is fcﬁAu;nd to be a friendlierrinstfrume‘nt( to

accompany even these styles.

Tabla ‘can express the will and the passions of

human beings, feelings anc§! emotions. being its

i
{
1

' burden in a variety and pr%ecisioh not possible

~ to words. At the time of accompaniment Tabl3

i
!
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is mainly used to maintain the time cycle in
music, and. thus thought to be the first cycle in
order of succession. These rhythmical effects in

music strongly appeal to the mind.

Tabla can also accompanytwit.h an ease purely
instrumental music such as music played on
sarod, sitar, sarangi violin, veena and even
éxperimenfal instrumenté like saxophone,‘
'piano, guitar, brass etc. In addition to the
accompaniment of vocal rﬁusic, Tabla manages
to create a magical blend with dances, the
effects of which are simbly divine. And the
dancers play a divine dance with this divine

effect.

POPULARITY OF TABLA

- Tabla has got an exceptio%nal place among all
percussion instruments by its%touching sweet sound
qualities, which cannot be uttered only by words. It
is possible by the number of feasons. Some reasons

are being mentioned below:
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Asrwe know, Tabla is 'mainly an accompaniment
instrument like other p‘erc_ussion_ 'instru'men'ts.
~There are a number of _in.struérnents which are used
for ac‘cornpaniment "with nri‘usic rlike Pakhawaj,
Mrldangam Dumroo daff dhol Dhelak Tasha,
Khanjari l\/latka Nagada/Nakkara Kathtal/Khadtal
“Ghant, Manjlra Chlmta Mukhchang/ Morchang, |
etc. but. . none ~can be equal to " Tab!a for

accompanymg present days musnc

v
ST . '
b

Tab!a is such exceedmgly ﬂex;ble mstrument that xt

1« -l

accompanles vocal mu51c lnstrumental mus:c as

ol
[ .
| "

well as dance mu5|c and Tabla IS an lnstrument

,, t
i |

which stands out by |tse|f‘f"as_ |t can also be

: ; ,
1

performed as a.solo mstrument Tabla xs as p,opular- '

!v !

for accompamment mstrument as solo mstrument

' also. | L S ‘ »,j L

In medleval peruod smgmg style Ilke Dhrupad"
» ku’
Dhamar Prabandha Gayan etc were m ‘more

prevalent where pakhawa; or mrldang was more
» surtable to accompany that But day by day the

i

prevalence of those smgmg ,s' y.les |s bemg reduced
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And, with the change of"people’s choice, new styles
like, Khyal, Thumri’,Dadra’, Tarana’, ‘Tappa;,
‘Ghazals’, Bhajans, etc are emerged and placed
“instead of Dhrupad, Dhamar styles, where Tabla
gets itself, more suitable to accompany with these

new styles.

Tabla is made in such a way that, it has two parts
which are in standing pose and its heights is in
measure that it more suitable to play then other

instruments.

As Tabla is set by standing po;se' with its suitable
heights, then it makeé very simple to play different
types of laykariyas and other presentations on |t

Tabla is an instrument where both pafts can be
played by fingers. As, it is‘ a fingers_ played
instrument. That is why a player can play Tabla with
ease even in high speed. This is unavailable in

»Pakhéwaj or Mridang.

Tabla can be played by open style (Khula baz,

like pakhawaj style) as well as close style (Band-
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Baz style, where low resonance is produced)
‘also, which makes a sweet environment on its

playing.

It is very hard on pakhawaj to pfbduce some sound
like Gamak} The permanent black-patch is set on its
right ha_nd side, so, there is no problem to play this
instrument with fingers or a paim. But, in its left
hand side, where temporary wheat¥patch (patch
made by wheat glue) is set, so it gets hard to
produce gamak from there. On the other hand, the
permanent blac_k-—pétch is set on both parts 'dayan
and bayan Tabla centrally )and eccentlrically
respectively so, all t\}pes of bols and gamak on
bayan can be made here with ease.

At the pfesent time, large quantities: of Tab‘lé texts
are available here which makes a Tabla player more

comfortable to learn it than other instruments}

These days it is very easy to get a Tabla player
every where, and for this reason, a learner of Tabla
instrument can.easily get a teacher to learn it

where in other instruments it is very difficult to get
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a teacher.

It is very easy to make a Tabla in different Swaras
- (tuning pitch) with the de}mand of oppbsite i:)layer
at the time of accompanimeht. Also, as it .is a small
piece of instrument, a player can e’aéiiy store twd or
three pieces of Tabla made by different swaras,
which makes a p!aYer more comfortable at the time

of accompaniment than other instruments.

By the availability of diffe'rentzp'itches of Tabla, a
new trend has been started these days named
‘Tabla-tarang’, where Tabla is ’played as like as %J-al—
tarahg’. So, there may not be lbng distance where
Tabla will be played as a me‘a.in inStrumeunt with

different ragas.



