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MUSIC
INTRODUCTION

Music is mainly a physical, metaphysical and
psychological aspect of our life. It is universal and
eternal; it is pleasing, dynamic, and expressive and
leads on the way to salvation. It is not too much to
‘state that the world will cease to exist without its
main pillar — the rhythm. Each and every forms of

art1

preserved some definite fundamental
materials with which the artist works. In music
these elements are rhythm, melody, harmony, and
tone colour. It can be also said that in music there

is nothing but rhythm.

With. the development of primitive people’s
consciousness some demand might be emerged to
accompany their rhythmic emotioné, which caused
to create instrument. Bhimi-dindabhi and
DDndthi might be t‘he first instrument. With the
time being »severa‘l percussion | instruments’ like

PGshkar, Pataha, Mridang, Pakhawaj, Dholak, Tabla -

L Art is an infinite subject to discuss. Vedas, Upanishads, Vattsayan Muni’s
Kamasutra and Buddhist publications refer 64 divisions for arts, where as Jain
publication refers 72 divisions of art.
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etc. were evolved. There are several references to
lead ancient music by ‘Pa\shkar. Early medieval ages
- were only for Mridang and Pakhawaj instruments.
But in Muslim period with the evolvement of some
ﬁew styles like, ‘Khyal’ ‘Thamri’, ‘Qavali’, etc., the
existence of Tabla was started to expose and within
very short time started to use exceedingly With

each and every styles of music.

Tabla bears a vibrant variety of tonal qualities, also
holds a capacity to express extraordinary rhythmic
permutations, which make it a unique percussion

instrument in percussion family.

Tabla is a well-famous North Indian bechssion
instrument. According to Britannica Concise
Encyclopedia Tabla is a pair of small drums, the
principal percussion in Hindustani music of

northern India, Pakistan, and Bangladeshl.

The present Tabla has not come in a day. It has a

lQng chained history behind its beginning. In

! Britannica Concise Encyclopedia, Version: 2008.00.00.000000000
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point of fact, there are several questions to
answer to know Tabla’s evaluation properly.

These are like:

o What is the Tabla?

o Why Tablé'hés come to music?

o What Tabla does in music?

o What is the present situation of Tabla and how
was Tabla in its preliminary déys?

o If Tabla is from a percussion instrument then
what is Tabld’s position in percussion
instrumental family? |

o What is the position of percussion instrument

in musical instruments? Etc., etc.

The above all aspects must have answered to know
the Tabla’s evaluétion properly. Tabla’s evaluation
has been succeeding day by day. There is an‘
exciting background of it. To know this background
‘well we need to know what is music first as Tabla is
also a part of music. We need to know the origin of
music because the origin of Tabla has also been

hided or amalgamated with music.
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ABOUT MUSIC

day, it is an undeniable fact that music has'b
and will always be present. Each and every moment
of our life is incomplete without music or on other
words music can be equated to each facet of our
life. Music is so potent, that even the hardest of the
heartless individual soul is stirred by its effect.
From joy to sorrow, life to death, from the moment
we meet till we separate, from laughter to tears,

music is an integral and essential component of life.

‘Man exists as an animal, a human and an angel. All
these three aspects are rolled into one. The liberal
arts humanize him, but it is the fine arts that tend

to angelise him. Music is the finest of the fine art".

‘Music is a fine art which excels in many respects
the arts of architecture, sculpture, and painting.
Indian music has an appeal to the core of the heart

of the human beings, nay, it attracts and charms all

! Forward by Dr. Karsandas Soneri, ‘Heritage of Musical Instrument’ by the
Department of Museums, Gujarat State, Vododara.
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the living beings of the world, irrespective of caste,
creed and colour. Music can be séid to be the
sweet and soothing sounds that vibrate and create
an aesthetic feeling and beauty that overcome the
feelings and beaﬁties of the nature. So music is
recognized as the greatest and finest art that brings

permaneht peace and solace to the human world”.

The evolution of Arts has been on par with the
evolution of mankind aﬁd civilization. Out of the
Sixty four art formé, Music, Painting and Sculpture
ha‘ve been considered primordial. And music is
considered to be the most influential amongst the

above three main art forms.

Painting is two dimensional; sculpture is three-
‘dimensional whereas music is multi-dimensional. In
other words, things which cannot be conveyed by
paintings or sculptures are beautifully rendered by
musical medium. Even where language fails, music
can reach out. Music is the universal language — thev

language of love.

- ! Historical Development of Indian Music’, by Swami Prajnanananda, Page — 14.
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Music is an appeal which we realize by our
emotional  understanding. Peoplen cannot
communicate his emotional understanding directly
to other person. It isla complicated métter to
delineate something that cannot be seen or |
touched but only heard and felt. But there is a way
of listening which permits anyone to hear music, to

express their emotions to each other.

Music is capable to stir the soul and give rise to
dormant emotions like no other arts. The great
western philosopher ‘Plato’ emphasis this fact and
" said that, ‘music is a normal law; it gives a soul to
the universe, wings to the mind, flight to the
imagination, a charm to sadness, gaiety and life to
everything; It is the essence of order, and leads to
all that is good, just and beautiful, of which it is the
invisible but nevertheless dazzling, passionate and

eternal form?t.’

Music is an inner feeling of expression. Music finds

an expression only through the medium of sound.

! Music and Movement, by Ann Driver, Page no. —25.
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There are various kinds of media of expression and
like other expressions; people of d‘ifferent
communities, countries and regions also can
express their feelings through music. It is the one of
easiest media by which can easily understand the
feélings of different commurﬁties of people,
different countries of people and different regions

of people.

Music expresses the determination and the
obsessions of human beings, approach and
sentiments being its burden in a variety and
precision not probable to words. There are two

kind of musical races in the world —

1. The birds and

2. The humans.

Birds have a Iarge collection of folk-songs which
they have taught from generation to generation
without any change or a little change. Birds are the
less musical then humans and they are very simple-

minded musician. In this respect Percy A. Scholes
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has said that, “Most birds are but simple-minded
musicians, having nothing but ‘folk-songs’, handed
down from father to soh, in some cases varied a
little with the season, but passing from generation
to generation little changed or none. Man proudly
boasts ‘composers’, actual professionals, but he has

not had them Iongl.

Scholes has further added that, the humans are the
more musical — they sing all the year round. Love is
one great impulse behind music, witness the
nightingale in June and Schumann’s hﬁndred songs

in the year of his marriage®.

The birds have tiny thought of musical form. On the
other hand, we can say that they have very little
variety and idea of musical forms which they recur
again and again. For a second time, if we give er
attention to recurring subject of birds then we also
find that, a very small expression is repeated

several times with a little change or without any

! The Listener’s History of Music, By Percy A. Scholes, Page — 3.
2 The Listener’s History of Music, By Percy A. Scholes, Page — 3.
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change. The birds, what they recur is ofcourse
melodius but not so rhythmic. On the other hand,
man has a strong sense -of melody ahd rhythm.
Percy Scholes also emphasized ’ihis matter and said
that,

‘The birds have but-melody; no ‘feathered choir’
yet pfoduced ‘the harmony of the grove’ in any but
the poets’ sense. Man has harmony, but he has
apparently only had it for a little over a thousand
years. The bird’s rhythmic sense is not always very
acute, though it decidedly has one. Man’s rhythmic
sense is perhaps stronger than his melodic, so that
marching short-trousered fhrough the streets on
youth he can take pleasure on a pfece compounded

of the mere tap of a drumi.

THE ORIGIN OF MUSIC

Musical expression can differ from country to country,
place.to place, caste and colour but the fundamental
concepts of originality and creativity is omnipresent in
all the forms of music. We can ponder tb state that the

ocean of music has no measurable depth and the extent

! The Listener’s History of Music, By Percy A. Scholes, Page — 3.
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of its ‘grandeur’ or ‘greatness’ is immeasurable by its

sheer size.

In ancientvpe"riod music was held in high regard and
it was most extremely cultivated matter of Indian
art. The king and gueen loved it and it was also |

practiced by them. The social and intellectual
| development of a nation is influenced and
connected with the development of Music. So the
noble persons, like Prince, King in different periods
patronized music from the very beginning. The
development of music and musical instruments at
an early stage in every country may be clearly"
demonstrated by théir appearance in works. In the
high civilizations of ancient times, music was closely

connected to religious, court, or community life.

Generally, the vocal sounds are acknowledged as
part of an indispensable theory of the beginning of
music. Instrumental sounds of music among the
most primitive inhabitants on earth on not traced
except for the prehistoric cave paintings illustrating

musical bow, slit drum, of which the bow is
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noteworthy showing its ritualistic usage, especially
depicting sound energy of the bow for
'commumcating with the super-natural. The
progresses of mankind have heavily depehded for

the evolution of music.

Exactly how music began is a 'fascinating question
that cannot be answered with certainty. It probably
began with singing, but today we can come né c_losef
to the origins of music than by studying the music of
primitive tribes and the babble songs of small
children. Music arose because of some need for
expression — it is possible, but less likely, that it began
in imitation of birds or .sounds of  nature or
instruments. About to origin of music Mr. G H Ranade
said on his book on ‘Hindustani Music’ that,

“Music consists of artistic expression in tone and time
or rhythm and every form of natural or human
acﬁvity may have something to contribute towards its
‘making. In fact, every action implies some form of |
- motion and is usually accompanied by some kind of
sound. Thus music may have its roots in the simplest

if breeze, and the rustling of the leaves, the surging of
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the billows and the thundering .if the clouds or the
murmuring of the brook. The result may not be what
we call music today,l but is certainly musical. The cries
of some birds and beasts are much more musical than
the music oh the elements and must therefore have
attracted the attention of the ‘primitive man. But it
should be remembered that even birds and beasts
have undergone ‘a progress of evolution. The
beginnings of human music are therefore really rooted
on the evolution of the human ear and the vocal
organs and nor in the supposed imitation of the cries of
bird and~beasts as they are found to day. Even speech
was not the product of a day. In the absence of the

speech, man’s first language must have been one of |
automatic exclamation or mechanical sounds and it
must have cost him an experience of several
generations to produce even such notes as the cries of
birds and beasts either orally or mechaniclally. The
earliestrforms of acoustic expressién must have beén,
therefore, of .the nature of rough and ready sounds,
produced vocally or mechanically. At this stage, a

human being must have been in no way superior to
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birds and beasts. The music of the birds and the beasts
4has however mostly remained the same. The music of
the birds and the beasts has however moStly remained
the same. The lions roar, the sheep bleat or the
peacocks cry to-day just as in the days of our
forefathers. Human speech | has however been
~developed by the inherent urge in mankind for further
development and is continuality enriched with growing
experience and this is equally true of music too. In so
far as the child repeats the history of the race, some of
these stages of the evolution of speech and music are
distinctly discernible in its progreés. iIn short,
commencing ffom simple exclamations and mechanical
sounds, speeéh as employed on simple narrations and
’dialogue chanting, recitation of verses, folk songs and
classical songs appear to Se the sighiﬂcant stages in the
growth of vocal expression and musical form. These
forms evidently fall into two groups: the one not
requiring any musical accompaniment and the other
requiring it as a matter of necessity. Thus speech in any -
of its forms does not require any acconﬁpaniment,

chanting, recitation of verses, and simple folk songs
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seldom need any, and even when accompanied are
poetic rather than musical in effect. To the other class,
which necessarily require accompaniment, belong the
advanced folk-songs, songs for dance§ and those of the

classical type'.

In Hindu mythology the various departments of life and
learning are usually associated with different rishis ahd
so to one of these is traced the first instruction that
men received in the art of music. Bharata rishi is said to
have taught the art to the heavenly dancers — the
Apsarases — who afterwards performed before Siva.
The rishi Narada, who wanders about in earth and
heaven, singing and playing on his vina, taught music to
men. Among the inhabitants of Indra’s heaven we find
bands of musicians. The Gandharvas are the singers,
the Apsarases the dancers, and the kinnaras centaur-
like performers on musical instruments. From the
name Gandharva has come the title Gandharva veda

for the art of music?.

! Hindustani Music, An Outline of its Physics and Aesthetics, by G. H. Ranade, page
-55,56. :
* The Music of India, by Herbert A. Popley, Page No. — 7.
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ESSENCE OF MUSIC

The word ‘music’ might be small in size, but the
tentacles of music reach out far and deep. In the
world of the common men, music means only
singing and the things attached to it. But in the real
world, music means vocal, instrumental and dance

or the amalgamation of them. Sarangdeva said’,

STret erTEl P 1A JTt Tefer et 11kall
The meaning is,
Gitam (vocal melody), Vadyam (playing on
instrument and), and Nrityam (dancing), all the

three together are known as sangita’. |

The great scholar Bharat already'has defined three

types of dances by the following three words:

1. Nrit (IFT)
2. Nritta (=°I¥T) and

3. Nrityam (SIFZT)

Among them the word ‘Nrit’ (TFT) is related with

! sangit-Ratnakar, by Sarangdeva,Swargataddhay, Section- 1
2 Sangita-Ratnakara of, Sarangadeva, English translation by Dr. R. K. Shringy,
Treatment of Svara, Section — 1, Introductory, Page-10 '
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acting only and the word ‘Nritta’ (s°I¥T) is related
with music and acting, where the influence of
acting is very low and finally the word ‘Nrityam’

(SI'=ZT), where music plays a prominent role’.

It seems that, in ancient period scholars used as vocal
music and instrumental music as Wel-l as dance and
acting to mean the full meaning of music. On theabove
verse where Sarangdeva uses the word SI¥f ', letter
on, in ‘Sangit Makrang’, Narad Muni uses the word
‘FIFZ1’ on the place of =171, which means the both
.meaning of dancing and acting. It may pdssible that, in
past there was no tradition to identify acting separately
from dance. And for this reason, Sarangdeva, Narad
Muni, did not feel to mention acting with dance

independently. Narad Muni writes,

1 ETTET FIIT STl =Ll Frafter Frearet
The meaning is,

| The combination of ‘gitam’ (vocai melody), vadyam
(playing on instrument) and nrityam (dancing and

acting) is called sangita (music).

! Bharatiya .Sangit Vadya, by Dr. Lalmani Mishra, Page no —9.
2 sangit Makrand by Nirad Muni



Chapter ~ One
‘Analytical Study of the Evolution of Tabla| 18

In music, instrumental music is mentioned for
guiding vocal music, where dancing is guided by

instrumental music. Sarangdeva writes,

STE SITEIT=I9T Teh eImet sfemsrerfat =r ks | I
The meaning is,
‘Dancing is guided by instrumental music which, in

its own turn, follows the vocal practicez.’

" The word ‘sangeet’ is used to mean music all over
India and Swara, Tala, and Laya, these are the three
basic elements of Sangeet. It means that Sangeet is
used for its three fold meaning, namely vocal
music, instrumental music and dancing. Sangeet, as
a combination of these three parts, pleases and
soothes the minds of living beings. In this respect
Herbert A. Popley said, ‘the technical word for
music throughout India is the word sangita, which
originally included dancing and the drama as well
as vocal and instrumental music. The god Siva is

supposed to have been the creator of this three

! Sangit-Ratnakar, by Sarangdeva,Swargatadday, Section- 1, Verse no. 24.
2 Sangita-Ratnakara of, Sarangadeva, English translation by Dr. R. K. Shringy,
Treatment of Svara, Section - 1, introductory, Page-11.
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fold art and his mystic dance symbolizes the

rhythmic motion of the universe.

The word ‘sangita’ is derived form Sanskrit
literature. The existence of sangita is also' found in
the Ramayana, which was written in 300 BC,
Mahabharata, was writfen in 200 BC, Puranas, was
written in 150 ~iOO B.C. and the Natyasastra of
Bharata, was written approximately 200 B.C.-200
"A.D. In this respect Swami Prajnananandana has
written on his book ‘Historical Development kof
Indian music’ that, |

“The English wbrd music 'is a derivative from
French _wo:rd ‘muse’. In Sanskrit, it is called
‘gana’. ‘giti’ or ‘sangita’. The later treatises in
music have exp!ained.or rather defined sangita
as combination of vocal music, drumming and
dance (giti, nrtya, vadya). The word sangita is
also found in the Ramayana (300 BCQC),
Mahabharata (200 BC), Puranas and the

Natyasastra of Bharata”.”

! The Music of India, by Herbert A. Popley, Page No. - 7. .
2 Historical Development of Indian music, by Swami Prajnanananda, Page no —15.
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THE PLACE OF SOUND IN MUSIC

There is nothing but sound in music. It is an
unthinkable matter that some-where music is but
sounds, as it is the source of music. Either Tabla or
any other types of music is not possible to create
without sound. Even, except sound it is not possible
to think about something in fhe world like music.
Sound and music are related with each other

undividedly.

Sound is theA effect on the ear of a wave like motion
~of an elaétic medium caused by vibration. The
vibration impinged on the ear of a human being or
animal or who have the aural sensation and set up

a nervous disturbance which we call sound®.

It can be expressed different emotions by sound
and it is the only reason for the creation of swara of
music. These sounds when used in music are built
swara and as a result musical note like Sajda,
Rishava, Gandhar, etc. are created. So thé medium

“of music is sound.

! Bhartiya Sangit Vaijnanic Vishletion, by Dr. Swatantra Sharma, Page no. —5.



According to ancient metaphysics, the fi
elements are perceived separately by the five
senses e.g., ether=taste, fire=sight, water and
air=touch and ether=sound. The latter can be
perceived through reaction upon other elements,
i.e., air which equals touch and therefore, by
touching the ear forces it to vibrate. Sound by itself
cannot be perceived but under the shape of dhvani
(sound) it is only the materialized idea of sphota
which is perceived as sound. Words in this manner
gain meaning because of sound which is the
external characteristic through which the meaning
is grasped. Similarly, the sounds used in music have
mutual relationship arising from an image of the

basic laws®.

In music sound is called Nada. Nada is the only one
m‘édium in which the living beings are expressed
themselves properly to one another. There are
different names of Nada, like — Shabda, Awaj,
Sound, swara etc. So, Nada is the only one and

main medium for making any music.

! Dhvani, Nature and Culture of Sound Papers, Edited by S. C. Malik, Page — 3.
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Nada is a primordial sound, the manifest quality of
the first of the five elements -of’creation, akasa
(space) its unmodified state. Nada is the source of
music. The source not only for music, though
particularly connected to it, but of the entire dealing
of life. Since Nada constitutes the very essence of
speech which is the only means of communication. If
we give our attention to Matanga Muni, where he has

written the following verse-

S ST &1 3T &1 FIrasr=1 &1 IEIRT |
T FIa=T YT FIET FIRETFISFIISTER S SISTAT |
FITETC: TEEN FEFT SIIEYen Srame=T: |

The meaning is,

Without Nada neither be able to make vocal music
nor any swara or dance. Even, without nada it is
also impossible to think the world...

According to Sa.rangdevé,

STIETSITETAEISE SITET FITE STTEFETIT TISTTETE |

FIGTIIFTET SIFET STSTeN=TerereE=TIer | 1a | |

ST CTTSEIEY erof: ore erutiecrarger: |

ErErFN eTTerETRISTI IS TeN=1ere1 STaTeT 1 1R ||
-Sangeetratnakara, Swaraddhay, Verse no. -1, 2.

! Brihddeshi, by Matang Muni
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The meaning is, |

’Vocal, instrumenfal and dance all expression are
depends on nada. Nada is the very essence of music.
Instrumental music is enjoyable, as it manifests nada.
Nritya (dance) follows both (i.e. vocal and instrumental
music); therefore, all the three together depend in
nada. Nada manifests the letters (of alphabet), letters
constitute the word, and words make a sentence; so,
the entire business of life is carried on, through
language; and therefore, the whole phenomenon (i.e.,

the world) is based on nada’.

Several mystical concepts exist about transactional
Sound (dhvani), Primordial sound (nada) and Life
Force (prana). As per ancient treatises, the origin of
nada is described as follows. “Soul induces mind. This
mind strikes the fire present in the navel portion.
Soul, mind, fire and air give‘fise to nadaz."_

It is also thought that in the word nada, na stands for

life and da stands for fire. This nada is divided into

! Sangita-Ratnakara of, Sarangadeva, English translation by Dr. R. K. Shringy,
Treatment of Svara, Section — 2, The Genesis of the Human Embodiment, Page -
21-23. '

2 Dhvani, P.S.N.Murthi and M.S.Saratchrandra Kumar, Page — 149.



Chapter — One
Analytical Study of the Evolution of Tablen| 24

ahata-nada and anahata-nada. This is also called as
struék and unstruck nada. Some use the words
articulate nada and inarticulate nada for the terms
- ahata nada and anahata nada. This anahata nada is
not used in our every day life and is supposed to be

heard by yogis only through constant practice.

The articulate nada is the basic reason to create music.
The human throat is the natural instrument to express

- nada. It is a very simple and easy instrument.

As my present concern is, and has all along been,
essentially with an analytical study of Tabla’s evolution,
so, | am presenting my focus on the subject of Tabla.
The higher-pitched dayan Tabla, played with the right
hand, is a roughly cylindrical drum, usually wooden. And
the lower-pitched bayan Tabla is p!ayéd with the left
hand, usually of copper. Tabla is very popular today in
the field of North Indian classical music and Kathak
dance. But before illustrating Tabla we need to know
about musical instruments and also to know about
percussion instrument to be acquainted with Tabld’s

position there.
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MUSICAL INSTRUMENT
INTRODUCTION |

The instrumental music, which can be called the
universal language of understanding of human feelings,
.is an imperative part of our life. Like other subjects, we
can not ignore the importance of the study of musical
ihstrurﬁents. [t is also important, what musical
instruments were used to know the civilizations of
mankind properly through musical instruments as the
development of musical instruments are developed with
civilization. So the study of musical instruments is as
important as the study of other subjects like history,

geography, science etc.

Among all instrumental sounds, percussion instrument
occupies a higher position in music and dance.
Instruments of percussion have been using to keep time

cycle in dances and songs from the very beginning.

ESSENCE OF IVIUSI~CAL INSTRUMENT
| ‘In normal sense the meaning of an instrument is a tool
or a thing which is used in performing an action. )But in

musical sense the instrument is a device for producing
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musical sound. According to ‘Random House Webst'er’s
Unabridged‘Dic_tionary’ we get the folldwing meanings
of an instrument®:
1. a mechanical tool or implement, esp. one used for
delicate or precision work: surgical instruments.
2. a contrivance or apparatusvfor producing musical
sounds: g stringed instrument.
3.a means by which something is effected or done;
| agency: an instrument of government.
4.a device for measﬁring the present valué of a
quantity undef observation. |
5.a ‘mechlanical or electronic measuring device, esp.
one used in navigation: landing a plane by
instruments.
6.a formal legal document, as a draft or bond:
. negotiable instruments.
7. a person used by another merely as a means to
some private end; tool or dupe.
8.to equip with instruments, as a machine or
manufacturing process: to instrument a space

vehicle.

! Random House Webster’s Unabridged Dictionary, CD version 1999.
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9. to arrange a composition for musical instruments;

~orchestrate.

In broad sense, we can say that, musical instrument is
an instrument which is used for producing musical
sound. Musical sound can be manifested easily from
human body. In this sense, the human body itself,
particularly the voice (throat) is the oldest instrument
.to produce music. So-the human body is also known a
veena® and in our ancient literature of music where it

has been called gatra veena.

INDIAN MEANING OF MUSICAL INSTRUMENT

According to Dilip bhattacharya musical instrument is an
instrument that emits sound pleasing to the senses can
be designated as rﬁusical instrument. It may consist of
musical notes with definite or indefinite pitch or may
have the pure tone of single frequency or even complex
harmq‘nic frequencies or overtones, varying in the
relative strength of the instrument-typé and intensity of

its emission®.

U in vedic age it was also a tradition to call veena for all types of musical
instruments ’

% Musical Instruments of Tribal India, by Dilip bhattacharya, Page no — 89.
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In India the terminology of ‘Vadya’ is used to indicate an
instrument or a group of instruments. It is a Sanskrit
wérd, derived from the word ‘vad’, which means"to
speak’. The word ‘vadana’ literally means the act of
making the musical instrument ‘speak’. Thus, an
instrument which is made for speaking or sounding is
called vadya. As we kndw, in Indian music it is also
called ‘Sangit yantra’ or ‘Sangit jantra’ to mean a

musical instrument or a group of musical instruments.

The term vadya has been used in various contexts in our
ancient text, of which the following three are the most

imﬂportantl:' ,
- 1. In terms of a musical instrument.

2. In terms of the different techniques used in playing
a particular instrument, also called hastavyapar.

Bharat has also used the term dhatu in this sense.

3. In terms of the style of playing. Nowadays it is also

called Baz which is a derivative of vadya.

In Vedic literature, the human body is also known as

! Classical Musical Insttrumenrs, by Dr. Suneera Kasliwal, Page — 2.
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daivi (divine) veena, and the man-made veena is called
manushi veena. Letter the terms like shariri veena and

darvi veena were also used, bearing the same meaning’.

But és we know the human body is natural and God
made; so most of the scholars like Bharat Muni, Dattil,
Sarangdeva, Pershadeva, etc. were not ready to consider
a human body like an instrument. In this respect, B.C.
Deva says, ’rﬁost broadly put: it is any material used for
producing sound in music — but we have already noted
its hazy origins. In this sense the oldest instrument is the
~human body itself, particularly the voice. Indeed, in our
musical texts of yore it has been called gatra veena: the
body veena. Clapping of hands, beating on the thighs
and buttocks, stamping on the ground — all such auditory
bodily actions are the first instruments. It is of interest to
note that the hand used as a counting adjunct to vedic
chanting — no sound is produced at all in this process —is
called the hasta veena (the hand veena). But as usually
understood an instrument is a tool other than -the

human body, used to produce music’.

! Classical Musical Instruments, by Dr. Suneera Kasliwal, Page no — 1.
? Musical Instruments of india, by B. C. Deva, Page no. —32.
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EVOLUTION OF MUSICAL INSTRUMENT

From the beginning, instrument was an un-separatable
" part of music. It is considered that in early ages man was
inspired to create music when he heard of his all around

excellent sound was created by rubbing.

1t is very difficult about the certainty regarding the
evolution of musical instrument and from when and
how a musical instrument has been started its initial
journey. There are different views in Indian and western
musicologist on this subject. And it is therefore difficult
to come to a real conclusion. But it is believed that, it
may be evolved along with the civilization of mankind.
In this respect Mr. Sudish Chandra has written a well
note on his book ‘Tabla & the world of Indian rhythms’
that, ‘It is apparent that prior to civilization, when even
languages were not developed and people did not know
the art of singing, the use of crude musical instruments
were common. Men and women often used to express
their sense of euphoria and as an adjutant to dancing,
different objects were struck together to produce

sounds, rhythm and beats. Drums were used as and aid
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. . . . . 1
to communication or to drive away wild animals™.’

The study of different types of knowledge’s pertaining
to musical instruments and their playing étyle, plays an
important role in Indian music. The evolution and origin
of various instruments and their development, how and
in which circumstances it took place belongs to the field
of research. However ol‘d music is; sb are the
instruments through their traditional way; ones opinion

can differ on this subject.

In India, from the time of yore, the art of instrumental
playing plays a prominent role. From the Indian point of
view the study of instruments from single to group can

be extrapolated thus.

According to Scholes, with the idea of rhythm and form
well developed in his sub-consciousness man 'began to
fee‘l the need of other means of sound broduction than
his own throat. So came ‘instruments’ — first, probably,
purely rhythmic (the drum), then melodic also (the pipe

and the Viol), and at last (when some of the possibilities

! Tabla & The World of Indian Rhythms, by Sudhis Chandra Banerjee
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of vocal combination had been discovered and shown
him the way harmonic also (the Lute, and the Keyboard

instruments)™. |

Then Aman began to take more notice of qualities of
tone, or ’coloufs’, produced by different kinds of strings
and tubes, and various methods of using them, and
gradually he developed the piano and Organ, the string
Quartet and the Orchestra. Meantirﬁe, as singers and
players became more skilful, voices better trained and
instruments more complex, and as the infinite varieties
of rhythm, the principles of form, and the effects of
harmonic combinations became better‘ understood,
pieces of music became longer and longer, until, from
the mere repetition of a couple of contrasted strains,
each but a few seconds in duration, man arrived at the
production and performance of Symphonies lasting an
hour apiece. The principles of the one music were the
same as those of the other, as the constructional
principles of a poultry-shed are the same vas those of a

Parthenon. But they were applied more elaborately®.

! The Listener’s history of music, by Percy A. Scholes, Page — 4.
?The Listener’s history of music, by Percy A. Scholes, Page — 4.
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CLASIFICATION OF INSTRUMENTS

There are more than fivé hundred musical instruments
in India. Each of these instruments has distinct name,
shape, construction, technique of playing and quality of
tone. Several Indian musical instruments are mentioned
in the Vedic literature and in ancient Sanskrit treatises
on the science of music. Ancient Indian sculptures also

depict many musical instruments.

The material from which the instruments are made and
the timbre on these musical instruments it is divided by
several ways. In some musical text of yore it is said that,

musical sound can be produced in five ways1 -

. through nails (nakh)
through wind (vayu)
. through leather or skin (charma)

. through iron or any metal (loha) and

oA W N R

through body (sharir)

creerferel Frraree tffaSifeter: |
STETENTISTETENOT elesraRSTEET2AT | o 1|

-Séngeet Makrand, Sangeetaddhay, Verse no. —7.

! Sangeet-Makrand, Sangeetaddhya
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- The first four ways of producing sound are also known
as Nakhaj, Vayuj, Charmaj and Louhaj respectively ahd
the fifth one is known as Shariraj which is natural. Out
of these, the sound produced from throat is natural and
God-made, i.e. divine and the remaining four sounds are

man-made.

Where the total divisions of the above sound producing

ways are also called as ’panchamahavadya’l.

B SIERFTRIFT Srfetasr araresrafeiar
FISSTII R el e TISSerasIRT: FIETemer |
-SRI Rrain . FhefersrsTafor, sstarvissyoil] o. s

Even some scholars are of the belief that the human
-body is an instrument and tried to classify it also as an.
instrument. But most of the scholars like Bharat Muni,
Dattil, Sarangdeva, Pershadeva, etc. are opine to c!aésify
instrument except human body as it is natural, God-
made.-Thus the classification of the Indian musical
instruments is done on the basis of the ‘above-
me'ntioned ‘man-made four melodious sounds, which

are produced on different four ways.

! Naradiya Shiksa, Baroda Publications, Page no. — 69.
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Bharat uses the term Atodya for all the musical
instruments and classified them by the following four
ways":

1. Tata (or stringed)

2. Anaddha (Avanéddha)' Instrument of percussion

3. Ghana (Solid) and

4. Susira (hollow).

The Tata instruments (chordophones) have strings, the
Avanaddha (membranophones) means drums, the
Ghana (idiophones) is cymbal etc. and the Susira (aero-
phones) consists of flutes. Almost all the Indian musical
instruments are covered up in the above mentioned
four-fold classifications. So, this four-fold claséification
which was made by Bharat is accépted by most of the

scholars till date.

Tata and avanadha were considered the main

instruments because of their capacity to execute svara

Lerereterrersrgier ersT FIRIIHer er |
Ererfierser Rratrramreier sraromfaersreg | 1a ||
FIET ETENSTET SITTRIEI TG ] TITSaBIFT | “
ET=1 FITETEET fRrsrLr: TRt eisr 3=erst 1 111
- Natya Shastra, by Bharat Muni, Chapter — 28, Verse no - 1-2.
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and tala, whereas Ghana and sushira were considered
subsidiary or complementary. Bharat further said that
melody comes from tata and suéhira, while Ghana is to
keep the meter and avanaddha is to add extra colour

and vigour to the performance®.

The above four-folded classification of instruments,
" unwavering by Bharat is accepted by many of his
successors. After Bharat, we can see that, Dattil, Kohal,
Abhinav Gupt, all were maintain the above classification
in their own books. Even Sarangdev, who haé written
the second biggest book in music, also maintain the
above classification. Sarangdev also divided instruments

by four Ways. He writes:

ETET FIRIRTEMET=1G

ETSTRIfRT TReTEr ereert v 1
The meaning is,
Instruments are divided by four ways, like Tata, Shusira,
Avanaddha and Ghana. |

Though the classification of all Indian musical
instruments introduced by Bharat is accepted till date,

~ but there are a few instruments can not be classified by

! Classical Musical instruments, by Dr. Suneera Kasliwal, Page no — 5.
% sangit Ratnakar, 6™ Chapter, Vaddyadhay
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this four-folded classification. For example, the
instruments of tarang group, like Jal-Tarang, Tabla-
Tarang, Nal-Tarang, Mridang-Tarang, etc. - Tarang
instruments, which are able to produced sweet sound
have been using from a long day in India. Secondly, in
twentieth century, some new instruments have
emérged. These are like, electronic ‘Tanpura’, ‘Talmala’,
‘Talometfe’, etc. Those are also not possible to idéntify

by Bharat’s classification. -

Here it is a matter of marking that Dr. Lalmoni Mishra
has suggested classifyi’ng all tarang instruments under a
new fold — Tarang-Vadya'. Where Curt Sachs classifies
all electronic instruments, viz: electromechanical and
radio electronic under a new classification, i_.e.

Electrophones.

Whereas in western countries, mainly three classes are
prevalent and they are — (1) stringed instruments (2)
wind instruments and (3) percussion instruments. In
west, theré is no separate dass for Ghana instruments;

Ghana and avanaddha both are included in the class of

! Bhartiya Sangieet Vadya, by Dr. Lalmani Mishra, Page no — 16.
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percussion instruments. In western countries, many
new instruments have come into existence from
mediaeval, and it has become a problem to the world of

. e . : . : . 1
musicians to classify them in some particular class".

Though in western countries, a new head has been
added named electrophones in their classification. But
yet they are classifying their Ghana and Percussion
instruments in one class. For example, a western
classification of instruments is presented here which

was made by Hanry Olson, and according to him?,

“Musical instruments may be divided into the following
classes: string, wind, percussion, and electrical
instruments. In the case of string instruments, the string
may be struck, bowed, or plucked. Wind instruments
may be classed as single mechanical reed, double
mechanical reed, lip reed, air reed, and vocal-cord reed.
Percussion instruments may be classed as definite and

indefinite pitch. Musical instruments . in these

classifications are arranged on the following list:

! Heritage of Musical Instruments, by Dr. Swarnakamal Bhoumik and Dr. Mudra
Jani, Page — 32.
2 Musical engineering, by Hanry Olson, Page -108,109.
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A. String instruments

1. Plucked strings

a. Lyre d. Zither g. Mandolin
b. Lute e. Guitar h. Banjo
c. Harp f. Ukulele i. Harpsichord
2. Bowed strings
a. Violin c. violoncello
b. Viola d. double bass (contrabass)
B. Wind instruments
1. Air reed
a. Whistle e. Ocarina
b. Flu organ pipe f. Flute |
c. Recorder .| g. Piccolo
d. Flageolet h. Fife
2. Single mechanical reed
a. Free reed organ e. Clarinet and bass clarinet
b. Reed organ pipe f. Saxophone (soprano, alto,
tenor, and bass
¢. Accordion g. Bagpipe
d. Harmonium
3. Double mechanical reed
a. Oboe d. Bassoon and contrabassoon

b. English horn

e.

Sarrusophone
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. Oboe d’amore

4. Organ (combination mechanical reed and air reed

instruments)
5. Lip reed
a. Bugle d. French horn
b. Trumpet e. Trombone and bass
trombone
¢. Cornet f. Tuba
C. Percussion instruments
1. Definite pitch
a. Tuning fork d. Chimes g. - Kettledrums
(timpani)
b. Xylophone e. Glockenspiel h. Bell
c. Marimba f. Celesta | i. Carillon

2. Indefinite pitch

a. Side or snare drum e. Triangle

b. Military drum f. Cymbals

c. Bass drum g. Tambourine
d. Gong h. Castanets

D. Electrical instruments

. Siren

5. Electrical guitar

. Automobile horn

6. Music box

. Electrical organ

7. Electrical carillon

HIWIN]

. Electrical piano

8. Metronome
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PERCUSSION INSTRUMENT

There are several names are used to in»dicate percussion
instruments. In India, the synonyms ‘Avanaddha’,
‘Anadda’, ‘vitata’, etc. are wused for percussion
instruments. I\/lerhbranophonic1 is anothér term, which
is also used in a broader sense to indicate all types of
percussion instruments. The drum has become a generic
name for each and every types of percussion
instrument, where the terfn is also frequently used on

the place of Avanaddha vadya.

The art historian Dr. Choodamani Nandagopal stated
his fillings about Avanaddha Vadyas by this wéy:

“The Avanaddha Vadyas, the Indian drufns are known
for the variety and unbroken heritage consisting of
tribAaI, folk, martial and classical adaptation. The drum_
stands as basic, single musical instrument that instills
life to music. We come across with a good number of
distinctivle drums in sculptures all over India and
Indian literature h‘as‘ profusely quoted the drums in_

-~ various contexts. Apart from these, the sastras from

! Asit is covered by membrane, so it is called membranophonic.
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time to time give the technical details of
manufaéturing as well as the way of playing on the
drums. The drums are very important musical
instruments and the soul of any music, as they signify
the rhythm. The nada produced by beating the face of
a drum is the sound syllables which touches the soul
and transcend into body of the mortal and transforms
him into a human being. The sculptural panels depict
the variations of the drum in vertical and horizontal

way of placing and playing®.’

In some medieval texts and texts of yore, the word
‘vitata’ found as a reference of Avanaddha vadya.
Abhinavgupta, the annotator of ‘Bharat Natya Shastra’
also means the word vitata as a stretched lotus on his

book ‘Abhinavvharti’.

TIATOT fRTETEITIRTETET B TITIUT

UET=ENRT STETISIETSIS RS |

In Sanskrit text the meaning of the word vitata’ is

! Forwarded bu Dr. Choodamani Nandagopal, on ‘Mridangam’ by Shreejayanthi
Gopal, Page —ix. '
ZAbhinavbharti, Bharat Natyashastra, Chapter — 28, Verse no — 8.
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‘stretched’. The head of the avanaddha vadya is
stretched Iikeh a lotus and is sounded by striking on
it. It is said that, the sage Swati’ was inspired to
hear the falling rain drops on stretched lotus in a
pond and made some instruments with the help of

viswakarma®.

Dr. Yogmaya Shukla has given a reference in her
book that the word vitata was used for the first
time as a meaning of avanaddha vadya in the Pali
text where the ‘turiya (orchestra) is classified by
five wdivisions and she refers, ‘so, according to Dr.
Lalmani Misra, the word vitata came to Hindi
language from Pali, which has been prevalent more

with the rhyme word ‘tata’ by singers®.’

Scme of scholars beiievéd that, the meaning of
vitata is used to understand string instrument,
instrument which played with a bow is vitata. Come
what may, most of the scholar. believe and has

opined vitata as an avanaddha vadya.

1 Natya Shastra, by Bharat, Chapter - 34, verse no - 4-8.
2 Table Ka Udgam, Vikas Aur Vadan Shailiya, by Dr. Yogmaya shukla, Page no. — 24,
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Instruments of percussion are represented the
drum dandabhi, és an 6rdinary drum and bhami-
dindidbhi, another kind of earth-drum made by
digging a hole in fhe ground and covering it with
hide. These ancient drums were mentioned several
text of yore like, Rigveda, Yajurveda, Upanishads,

Aitreya Brahmana and other Samhitas.

- Sarangadeva, the renowned medieval musicologist
also has referfed dunduabhi in his Sangitaratnakara,
‘and has said a different description about this
ancient musical instrument. According to him, the
dandibhi was somewhat a refined form of the
bhimi-dandabhi, and it was used to be made out

of mud or logl.

The vocal music had already got beyond the
primitive stage may be concluded from the
'sonﬁeWhat complicated method of chanting the
Sama Veda, which probably goes back to the
Indo-Iranian age.k Thesehymns of‘the Rik and

Sama Vedas are the earliest examples we have of

! Sangit Ratnakara, by Sarangdeva, Chapter — 6, Vadyaddhay.
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words set to/,music,‘ unless we accept the
Zendavesta, which may have hbeen chanted. The
Sama Veda was sunh according to very strict
rules, and present day Samagahs - temple
singers of the Saman — claim that the oral
tradition which they have received goés back to
those ancient times. The Chhandogya and the
Brihadaranyaka Upanishads (c. 600 B.C.) both
mention the singing of the Sama Veda and the
latter also refers to a number of musical

instruments®.

When we know that the development of music
starts with fhe advance of men, then one another
thinking put or take into-a higher position in our
mind that, when the civilization of men has
started? The history of lndién civilization from
Vedic ages but when we get the information about
the civilization of Mahonjadaru and Hadappa which
is also known as Sindhu civilization then we realizes
“that theré Was one another civilization before Vedic

ages.

! The Music of India, by Herbert A. Popley, Page no. -8, 9.
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CLASSIFICATION OF PERCUSSION INSTRUMENT

There are several types of drums, have been classified
on the basis of their used material by which these
instruments are made of;» of their position to play; of
their Shape and structure; of their skins or heads; and

finally of their playing manner.

Df. Yogmaya Shukla has given a vast classiﬁcatién of
Indian percussion instruments in her book ‘Table ka
Udgam, Vikas aur Vadan SHaiiiya’. Where the writer has
classified all percussion instruments by - their
sangrachana, pudi (membréne used on the drum head),
shapes, &etarials, mukhvilepan, tuning, hyas, plying

style, and also by their uses.

Dr. A K Sen, Dr. Lalmani Mishra, Dr. Aban E. Mistri and
other renowned scholars also have lightened 4about
percussidn instrument by giving their decent thinking.
For example, a classification of percussion instrument is
presented here,

‘The percussion instruments are classified according to

their structure and according to the manner in which
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they are played. The classification is as follows:

I. Struck
A. Frame
(i) Monofacial (open)
(ii) Bifacial (closed)
B.Vessel
(i) Monofacial
(a) Open
(b) Closed
(ii) Bifacial
(a) Cylindrical
(b) Bulging
(c) Waisted
(iii) Multifacial
[I. Rubbed
A. Cylindrical
B. Waisted
[l Plucked

Struck, Rubbed, Plucked indicate the manner in which
the instruments are played i.e. either by striking against,
by rubbing against or by plucking. Frame drums are
those membranophones wherein the body is shallow,
the m-eter being much larger than the depth. Bhanda
.védy.as are drums made of closed, more or less spherical
bodies. Monoficial drums are those waisted drums

which are confined to folk music. In rubbed or friction
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membranophones the manner of playing is by friction®.’

In India, one another classification is used for
percussion instruments where those instruments are
divitded into two ways. One is laya vadya — the rhythm
instrument and the other one is swara vadya — the
melody instrument. When we think about this above
classification, one question is naturally born ‘in our mind
that is laya vadya not able to produce any swara? If
instruments of these categories are not able to produce
any swara then, how they maintain laya in music? In this
sense, it seems that there is something incomplete in
that said classification. Where in western musicologist
classified their percussion instrument mainly the

following two ways:

1. Definite pitch percussion instrument

2. Indefinite pitch percussion instrument.

This classification of instrument seems more scientific.
-In fact, all instruments are made for producing sound
(swara), but some are mainly using as a swara

instruments and some are tala instruments.

! Indian Concept of Rhythm, by A. K. Sen, Page no — 39, 40.
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EVOLUTION OF TABLA
INTRODUCTION

Tabla is the most prevalent and popular percussion
instrument amongst all percussion instruments in
North Indian courteous music. Tabla has the
exceptional quality of presenting collective
righteous qualities of all other percussion
'inStruments like, Pakhawaj, Dhol, Dholak, Nagada
etc. And for this reason Tabla has become an
obligatory instrument with all vocal style and is
equally essential as accompaniment to string

instruments and dance music.

There are ten pillars in Tala and time is one of
them. Once a time, to measure time in music
Ghana instrument were used and it was said that
‘Talon Ghana Iti Procktom’?, but in modern period
spéciaﬂy in North Indian music, Tabla has created a
such position where no one can think any music
without Tabla. It may consider to accompany any
singing or instrumental music except Tanpura and

Harmonium but Tabla. For its highly demanding

! =it eTsT =21 writes?, Natya Sastra, 31% Chapter, Talavidhanadhyay
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score the permutation of ‘Talon Ghana Iti
Procktom’ is changed and can be said that ‘Tabla

Talonti Procktom’.

According to ‘Random House Webster’s
Unabridged Dictionary’, Tabla is a small drum or
pair of drums of India tuned to different pitches
and played with the hands®’. All percussion
instruments are basically used in Indian music for
accompanying. Tabla is one of them. That is why, it
is known very well as an accompany instrument.
‘Music is accompanied by playing Téala on Tabl3a, and

for this reason it is also known as a Tala vadya.

Tabla is a very po»pul.ar instrument and its versatility
is such that it accompanies vocalists, dancers and
instrumentalists plus Tabla is an instrument which
stands out by it-self as it can also be performed as a

solo instrument.

About Tabla the great modern musicologist ~Lt. Prof.

S. K. Saxena gurujee has written on his book that,

! Random House Webstar’s Unabridge Dictionary, CD version 1999.



Chaptegfﬁgbﬁ A
Analytical Study of the Evolution of Tabl

‘Tabla, however, is only one of the
percussion instruments of India which may be put
under two broad categories. The first comprises
drums that are used essentially in the region of
classical music; and the second covers those that
are meant to provide rhythm to folk music.
Pakhawaj and the Tabla, the two instruments
which are most freely used in classical music for
both accompaniment and solo playing, are quite
well known to our rasikas. In respect of age,

pakhawaj is older than the Tabla, which is of

comparatively recent origin®.’

Tabla can express the will and the passions of
human beings, feelings and emotions being its
burden in a variety and precision not possible to
words. At the time of acco"mpé_nimeh’t"Ta:blé 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.

! The Art of Tabla Rhythm — Essentials, Tradition and Creativity, by S. K. Saxena,
Pageno -5,
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THE WORD ‘TABLA’ FROM

Tab{é is a pair instrument and the word Tabla is
used broadly to describe both drums. The meaning
of ‘Tabld’ is the instrument or box with va leather
surfaced — top. The word ‘“tabl’ is being used to
describe every percussion instrument like

Pakhawaj, Dhol, Dholak etc. in Farsi |anguage.

There is no difference of opinions of Tablad’s
existing from Khilji period. But, prior then where it
was and how this extra ordinary instrument has got
the name ‘Tabla’ is full of suspicious with various
opinions. From gt century Islamic culture was on
érogress. Music was also in progress in that time.
Persian language was being much rich on that
period. The Arabian, the Turk, the Persian, the
Syrian, interchanged their music with Indian music
regularly then. So, it is pdssib|e to come the word

‘Tablad’ by exchange from those above countries.

But, according to Achariva Brihaspati, Muslims,

who came from abroad to set in India, learnt local
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languages first'. So, there is also have a strong
possibility that, the word ‘Tabla’ was still there in
their local languages before coming any foréigner
in India. Foreigner learnt this word fromvlocal
people and prevalent day by day. Then the word
TabléAhas been renowned with the progress of

Tabla.

There_ is a common saying in Northern India and
also in Bangladesh that, Tabla had made by dividing
a Pakhawaj. By this way, after dividing a Pakhawaj,
it was able to play and dividing pieces were enable
to produce sound. In this circumstance a Hindi
word ‘Tab bhi bola’ was pronounced astonishingly,
which means ‘even it is sounded’. And déy by day
the word Tabla has evolved by corruptfng from this
word ‘Tab bhi bola’. Dr. Yogmaya Shukla has
discussed a way in her book how the word Tabl3
has come from ‘Tab bhi bola’. According to her the
process is like:

‘Tab bhi bold’ =>’Tabbol3d’ - ‘Tabold’ - Tabla’.

! Musalman Aur Bhartiya Sangeet, by Achariya Brihaspati, Page no — 12 or 16.
2 Tabl3 Ka Udgam Vikas Aur Vadan Shailiya, by Dr. Yogmaya Shukla, Page no - 49.
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According to Suneera Kasliwal the Tabla takes its
name from the ‘tabl’ of Arabic origin®. Dr.
“Yogmaya Shukla also believes the same thinking
and according to her the word Tabla has come
from ‘tabl’ with the arrival of foreign people
from Arabia, Farsi, and Turkistan®?. Where Dr.
Lalmoni Mishra’s opinion is, the word Tabla has
not come from“Arabian language, in fact, it has
come from Farsi language and evaluéted from
the word ‘“tabl. The word ‘tabl’ is meant an
instrument which will be upper-headed with

smoothed top surface’.

Dr. Lalmani Mishra as,

“TGoreT 2TeT T CIORT WTIRN & deel Y el oidr
D, Rt aeeT o8 & ¢ U8 o T geF U
T I BT d@m a1 T SHaar el are il foerell
@ TS B A FIAT qeeT vTeE WY oS T 2T0%
2oer (Table) wam &17 |

- Bharatiya Sangeet Vadya, Page no — 72.

According to ‘Dr‘. Laxminarayan Garg, the word

Tabla comes from ‘Tabald’. Garg says, “There was

! Classical Musical Instruments, by Suneera Kasliwal, Page no — 36.
*Tabla Ka Udgam Vikas Aur Vadan Shailiya, by Dr. Yogmaya Shukla, Page no —216.
3 Bharatiya Sangeet Vadya, by Dr. Lalmani Mishra, Page no — 72.
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an instrument named ‘tabalu’ in Mesopotamian
culture was found before Christ in 2000 B.C. After
some times that tabalu was called as ‘Tabl3’ clearly
in Syrian music which was famous in Rome. From
this base we can apprehend that, Arabian ‘tabal’
‘tabl’ (attabul), ‘a-tabl’ ‘atabal’ ‘atambal’ ‘timbal’,
“tabor’ tabdl’ and tabla all aré modified name,

came from the word tabalut.”

Dr. Manohar Marathe also supports this above
opinion that the Tabla is an ancient instrument and
it was evolved in ancient period. In most ancient
period the Mesopotamian culture wés evolved in
Syria where the | word ‘Tabld’ was apparently

mentioned in Syrian language in that time?.

But, here it can be noted that, so many Indian
scholars like, Lt. Dr. Jaidev Singh, Dr, Aban E. Mistri,
are not ready to agree with the opinion that the
Tabld came from abroad. Accoraing to them Tabla
is an Indian instrument and the word may be

derived from the word ‘Tabl’.

! Sangit Tabla Ank — January-February, Editor Prabhulal Garg, Page no — 6.
2 Tabla Vadya Shastra, by Dr. Manohar Marathe, Page no — 4.
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INVENTION OF TABLA

It is an enigmatic question that, who was the inventor
of Tabla and how or where Tabla was originated..
However, the orientation of Tabla in music is an
important fact. It can be said that, Tabla has been

using in our folk music from year after year.

There are two main different opinions about its
invention of Tabla. Some peopie are of the opinion
that, the instrument, Tabla has invented in India».
And other'group of people are of the opinion that,
Tabla has originated from other countries not from
India. About the opinion of invéntion of Tabla also

bears an adequate amount of sub-opinions.

TABLA INVENTED FROM ABROAD

And people who are of the believed ébout Tabld’s
invention from abro.ad, they opine that, Tabla is a
foreign instrument. In India it might be come with
_foreign people. It is well known to all that, in
different period’s different people came to India.

The Arabian, the Persian, the Syrian, the Turk, etc,
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so many people were lived in India who came from
abroad. Perhaps, Tabla might be come with some
of them. Some believer of this opinion, also believe
that, the word Tabla is also not from an Indian
language. Where ‘Tabla’ has come from Arabian

language or might be from Persian language.

TABLA INVENTED FROM INDIA

People who are on this belief that Tabla is invented
from l'ndia,v according to them Tabla is an Indian
instrument. Perhaps, Tabla Was by different shapes
or different sizes in its primitive circumstances. It
might be used with local folk songs or local folk
instruments or with some music styles which was
not so famous. But according to this believer,
Tabla’s originator place is India. Most of the
believer of this opinion believes that, the word
“‘Tabld’ is a culture df lndian language. And they are
not ready to think about the word ’Tablé’ has any

link from any foreign language or languages.

It is difficult to say, Tabla has invented from India,
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as the word Tabla and so many instruments like
Tabla, also were available in other countries. The
_ description of several musical instruments got from
Persian, Sumerian, Turkéy and Babylon, have
confused and compelled to think that, has Tabla
not invented from other countries? The brief
introductions of those instruments which are look
like Tabla and availablev from these above countries

arelz

1. Tabal-baladi: Tabal-baladi was leather raped
upper-headed instrument, which main body
was holed like a pipe, used in marriage
ceremony. And it was played by two sticks by

setting on a donkey or horse back.

2. Tabal-turkey: Tabal-turkey is a famous Turkey
instrument. It is also- a pair instrument placed
on a donkey back and played by two stick.
Tabal-turkey is also looked like Tabal-baladi.

3. Tabal Jung: Tabal Jung is a popular instrument

in Arabian countries. It is either tied on the

! The list is made with the help of following books ‘Tablad’, ‘Taal Vadya Shastra’ and
‘Table Ka Udgam, Vikas and Vadan Shailiya’ written by Arvind Mulgaonkar, Dr.
Manohar Marathe and Yogmaya Sukla respectively..



Chapter — One
Analytical Study of the Evolution of Tabla | 59

waist or placed on a camel’s back and played
with a stick. Tabal Jung is looked as like Tabla
and Nakkara, were used during the wars to
stimulate and encourage the soldiers in the
very old times in Arabia. It was also set on the
back of a horse and played with a stick was

known as Tabal Jung.

. Tabal-sami: it is a leather striped rhythm
instrument. It is easy to carry everywhere.

Tabal-sami is played by stick loudly.

. Tabal-mirgi: it is also leather striped percussion
instrument. Tabal-mirgi is played loudly by
heavy sticks. It is used to produce lower octave

sound normally.

. Tabal-al-gabig: Tabal-al-gabig is played by
placed on a horse back. It is a big sized

instrument. It is also a pair instrument.

.Tasha: Tasa is- a round shape leather
instrument which is played by bamboo made
sticks. We get its existence in so many places

of India till now. |
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DIFFERENT OPINIONS OF INCEPTION OF TABLA

Tabld has a great place in all Indian percussion
instruments. It has been using in music by two
ways: as an accompaniment instrument and also as
a solo instrument. Though Tabld has been
established its position firmly among all percussion
instruments but till now the history of its origin and

evolution can not be unfolded properly.

There are a large number of rumors about Tabld’s

invention. Some of them are being presented here:

TABLA'S INCEPTION FROM PUSHKARA

Forming part of the percussion family, Tabla has
some mythological origins attached to it. For
instance, all the origins‘ of percussion instruments
had come from Lord .Shiva’s ‘Dumroo’. Secondly,
there was a Sage ‘Swati’ who heard rain droops
falling on fresh leaves and created different pitches
which inspired him to invent percussion

instruments thereafter. Bharat writes®:

! Natya Shastra, by Bharat, Chapter — 33, Verse no.—5to 9.
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SISTETITT BaTfEr Tenferel gfeds fas |
STETIRIZT BIFTIEINL! FIBEITFEI=T TIfeT | 1y |1
ETRFTT TR f15TTUt 21 IS TITEEITITT: |
ernfrriernNfire erafasIute Gratet i s | |
TreTaeNfEra enrfrerizielssremnsiet |
TISHRULIT TIE: SIS TISTIUTIEIYEHST | 1o 1]
SIS FIeLIeBeTses=F] Trarr=rirrerernzi =r |
STEIREIE[R EETRITSISTIETAE FTT: | 1 | |
STFEIT TICE FIEITISET TISHBRITTIISTAFT: |
TruTel EgRvelter FTEAET RrserasrioT | 1e | |

Dr. Lalmoni Mishra also believed that, Tabld was
invented from this ancient Mridung which was
mentioned above. In this respect Dr. Mishra has written
in his book ‘Bharatiya Sangit Vadya’ that, infact, Tabla is
evaluated from the ancient mridang instrument. In a
description of mridang it is said th'at, ancient mridang
was divided by three parts. It is also said that, on that
-three parts of mridang was being changed from 6™ or
7t century. And then, after some times one part of that
instrument which was placed on lap and another upper
headed part were in use. At the end, the upper headed
part. also was vanished and only ankik (which was placed

on lap) was in use by taking the name mridangor muraj.
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In that period two upper headed parts of that mridang
or by dividing ankik in-to two upper headed
instruments, were prevalent. As these instruments were
unable to reach such position so, it was not mentioned
in any book. By this way it was continued till 17
century. But till then two most important changes were
made with that instruments. One of them, the l'ength of
those instruments was reduced and secondly, black
patch (something made by iron powder and glue) was
used on its right hand instrument, as it was used on
right portion of a mridang. Till then black patch which
was made by wheat was used on its left hand part. This
instrument was prevalent with that lower cast people
who played it with lower cast dancer by -tiding on west.
The traditional musician did not use it. But for people, it
was very simple and traditionally Indian. So, it was being
used with bhajan, Kirtan etc. Even then the name of this

instrument was not fixed™.

L “argea 3 awrdr T freetaT Trdter F@er & & g ¥l FFer & uofe
3 TE wdarer I & o LTEeT gIor dreT emell 9 BIAT 4Tl IIIHT TEH
oMaT BifE 3 TEdr o1 Tl TN Jroil ST MHAorT Iedg=dr I o Il
g T warar orar & v FIFe & dor awell I v, Ay RTATCET WY
ufyoder grer oo el 33T & UTe WY (@o am To Sle o el el
To ST TIel oeT WY Bral FaT Iy gea o FIoT W UE TH S
AT smeT ¢ B orm Ay DU IAHT Jifhe oer & FIeT FEOT HE
w & oA W THea FE ol FAN ww o FIoT o Jloll Seder
oTelt T o Infher 9T o &Y »f Sedgdl & FU o FEeT & OIeel
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As it is early stated, so many Scholars like, Dr. Aban
‘Mistry, Swamy Prajnanananda, are of opine that, Tabla

has been modified from ‘Pishkara’ day by day.

TABLA'S INCEPTION FROM DARDUR

According to some people the present Tabla is a
refined form of ancient ‘Dardar’. Darddr was an
upper headed single piece of instrument which was

| striped by leather. It was looked like a pot.

TABLA'S INCEPTION FROM DUKKAD

Some are of the opinion that, the comnﬁencement
of Tabla materialized from an instrument named
‘Dukkad’. Dikkad is a Punjabi instrument and the

meaning of the word is Two. Dukkad has also two

BT I6T, fohog 2T IFAG of BloT @ HIFOT ol SADT {9 et o7
BloT & 0T SIdT ool 21T oiel 3 orér fopar sraml gder v 5%
QIS ool & ITE Rifoeod JORAT wOTST IWEAT RIATCET aF Ferl 3=
mﬁmwﬁz‘rmuﬁmﬁaﬁﬁ@f TH FoTdhT CIFUTE A
Wy &Y O aem gRIW JIoT v wlwor ewer oY $iifza mar o o wfEor
mﬁ%&%ﬁ%mm%gﬁ%mﬁmmmﬁﬁ
@ el urd Tred I F3T AT W amer o giswr & wend ondr 4rl
o1 oTel o UaTR Jof foreetaaara @rel I ar o H Taw o dig &R
gisalt (forooraam o oifaal) & oma @ R’ GOy & HREGRITR
STast of Siél ST ol SletalieanxoT & & & wIw gd e
m@%mmm%ﬁaw%ﬁmﬁérmmﬁmﬁ
T @ oA T TREeRTmIoT STET FIv arl”

- Bharatiya Sangeet Vadya, by Dr. Lalmani Mishra, Page —72-73.
! Bharatiya Sangeet Vadya, by Dr. Lalmani Mishra, Page no — 72.
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parts, like Tabla. For this reason the supporters of
this opinion believe that, Tabla is a reformed

version of the two part Dikkad instrument.

TABLA'S INCEPTION FROM TABAL-JUNG

Some scholars believe that Tabla has come from a
foreign country. And by the supporters of this
opinion, Tabla is a foreign percussion instrument

related with the cultures of Arabia, Sumeria,

- Mesopotamia or Persia.

It is said that Tabla has come from Tabal Jung. Even
as of today, Tabal Jung is a ‘popular‘ instrument in
Arabian countries. It is either tied on the waist or
placed on a camel’s back and played with a stick.
Tabal-Jung is looked as like Tabld and Nakkara,
were used during the wars to stimulate and
encourage the soldiers in the very old times in
Arabia. It was also set on the back of a horse or a
camel and played with a stick was known as Tabal
Jung. According to the believer of this opinion Tabla
~was born out of this very Tabal ‘Jung; therefore,
Tabla is either a foreign instrument or it made its

way into India along with the Muslims.



_ Chapter — One
Analytical Study of the Evolution of Tabla | 65

TABLA'S INCEPTION FROM SAMBAL

In ancient India there was a rhythm instrument
named ‘Sambal’. Sambal was a pair instrument, one
part of this instrument was imagined as a male
instrument and another part of this instrument was
known as female instrument. According to one
opinion, the present Tabla is a refined form of this
‘Sambal’’. Even in the present day Sambal is used in
Maharashtrian folk music. The curve and outward
show of this instrument closely resemble to that of
our Tabla. So the followers of this estimation
consider that Tabla is the elegant form that evolved

from Sambal.

OBSERVATION

A lot of instruments are discussed above which are
similar to Tabla. And there are several instruments
are also in uséd like Tabla. But, it is very difficult to
confirm about Tabla’s invention from. And, also, how

was the word “Tabla’ came from.

1" eieraTer oo (T S S av s RIS S5Re el T A% @ST I S8 T3,
TR 3@ 77 A GFET A wrEfee ‘avn @1 BT s w1 el wEEww o ee a3
seE Fafds '{‘TI, -Tabla Vijnan by Indubhushan Rai, Page no. —7.
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TABLA’S FINDINGS IN DIFFERENT PERIODS

There are score of books publiéhed'for music at this
instant. But most of them are for vocal music or
others where Tabla is described merely. Even we
get some books for instruments but the amount of
- percussion instrument’s books is very few. Of all»
percussion instruments Tabla and Pakhawaj are
highly famous instruments but in between of them
Tabla is the most popular music instrument now a
days. Apart from some exception, all kind of music
can be accompanied by Tabla. So, the invention
and scientific analysis of Tabla is an important

‘matter for advancement of Indian music.

However, even Tabla has enabled to create above
said position, but still it is an enigmatic queﬁtion
how and where Tabla originated and who was the
inventor of Tabla. Where it dema‘nds more and

more study on this subject.

It is a well-known fact to all that, Tablad is a

percussion instrument. So if we look for Tabla in
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different peri.od’s percussion instruments then it
will be easy to find the place and position of it.
According to different periods, percussion
instruments may be broadly divided into three
divisions:

1. Ancient Percussion Instrument
(Pre-Vedic period to 6" Century A.D.)

2. Medieval Percussion lnstrUment ,
(From 7™ Century A.D. to 18™ Century A.D.)

3. Modern Percussion Instrument.
(From 19" Century A.D. to till now)

TABLA’S FINDINGS IN ANCIENT PERIOD
(Pre-Vedic period to 6" Century A.D.)

In ancient period music and musical instruments were
quite developed. Percussion Instruments which were
used in éncient period called ancient percussion
instrument. For instance, ancient BhUmi-dandavi,
Dinddvi, PGshkara, Mrudang, Panava, Dardur, Pataha,

Hudukka, etc are ancient instruments.

The typical primordial Indian instruments were the

drum (diindavi), the flute (murali), and the vina. The
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vina was used mostly in accompaniment and the. flute
by itself, as when Krishna charmed the gopis of

vrindaban.

TABLA’S FINDINGS IN ANCIENT PUBLICATIONS

Some famous ancient writer’s publications are being

mentioned here to find Tabld’s existence from there.

These are™:
Name of Name of Writers Approximate
publications period to write*
1 | Rigveda ReligiousOld |-
, Publication
2 | Yajurveda Religious Old |-
Publication
3 |Samveda ReligiousOld | -
Publication
4 | Arharvaveda ReligiousOld | ----mmr
Publication
5 | Ramayana Vaimiki Muni 600 B.C. to 300
B.C.
6 | Mahabharata Krishnadaipayan 400 B.C. to 200
‘ B.C.
7 | Natya Shastra Bharat Muni 200 B.C. to 200
A.D.
8 | Brihaddeshi Matang Muni 600 A.D. to 900
A.D.
9 | Naradiya Narad Muni 200 A.D. to 1300
' Shiksha A.D.
10 | Sangit Makrand | Narad Muni 200 A.D. to 1300
A.D.

! Different periods have been fixed with the help of ‘Bharatiya Sangit Vadya" -
Thakur Jaydev Sinngh, ‘Sangit Chintamoni’ — Achariya Brihaspati, and ‘Indian
Concept of Rhythm’ — A. K. Sen.
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The above publications describé a lot of percussion
instruments, which»are like, Veri, Dunduavi, Bhumi-
Danddvi, Gargar, Dhol, Dhafa, Mridangam,
Tripashkara, Hudukku, Mridang, Mardal, etc.

- There is a reference that DUndibhi was used in
Rigveda period also®.

TITEIG Fer 3[R BUETTH TSI |

=T TIFIFE S1& SITIFITRIEr gogai: | |

In the Krisna Yajurveda, there is a reference to
dandavi as —

Dandabhin samaghnanti2

There is one another reference in Yajurveda
that DGndavi (a kind of drum) was made of
wood, its face was of tanned skin of leather and
it was fixed on all sides with leather braces. To
keep them smooth, théy were anointed with

oil>.

! Bharatiya Sangeeter ltihas, by Thakkur Jaidev Singh, Page no — 29, Based on
Rigveda, Verse No- 1.28.5 _
2 FEgfars FIFETSIRT || agv=r Traleta | 1[9-29]

3 Insian Concept of Rhythm, by A K Sen, Page no — 3.



Chapter — One
Analytical Study of the Evolution of Tabla | 70

TABLA’S FINDINGS IN VEDAS

The Vedic index consisfs of four Vedas viz. the
Rigveda, YajGrveda, Samveda and Atharvaveda. In
Vedic ages percussion instruments were highly
honoured. Bhiami-dandtvi and dandavi were the
most of them. After reading Vedic instruments
from Vedic period we are able to collect ample
range of percussion instruments, which were used
in those times. Instruments like:

‘Dandavi’, ‘Bhami dandavi’, ‘Adambara’, ‘Agati’,

‘Kanda-vina’, Karkari, Vana, etc.

Herbert Popley gave emphasis on this fact and said
that, ‘the vedic index shows a very wide variety of
musical instruments in wuse in Vedic times.
Instruments of percussionv are represented by the
dindibhi, an ordinary drufn; the adambara, another
kind of drum; bhimi dindabhi, an earthdrum made
by digging a hole in the ground and covering it with
hide; vanaspati, a wooden drum; agai:i, a cymbal used
to accompany dancing. Stringed instruments are
represented by the kanda-vina, akind of lute; karkari,

another lute; vana, a lute of 100strings; and the vina,
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the presen't instrument of that name in India. This
~one instrument aloné is sufficient evidence of the
development to whfch the art had attaihed even in
those early days. There are also a numbér of wind
instruments of the flute variety, such as the tungva, a
wooden flute; the nadi, a reed flute; bakura, whose
exact shape is unknown. ‘By the time if the Yajur
Veda several kinds of professional musicians appear
to have arisen; for lute-players, drummers, flute-
players and conch-blowers are mentioned on the- list

of callings”.’

Swami Prajnananandanaji, thé modern musicologist
has given a well discussion about musical instruments
in his book ‘A Historical Study of Indian Music’.
Prajnananandanaji, who also referred bhumi-
dindidbhi, is the most ancient instrument and
according to him, “the bhimi-dinddbhi was perhaps
the most ancient form of drum in India. The sound of
the bhimi-dindabhi was very grave and loud and far-
reaching. It used to be carved out in earth in the form

of a hollow or pit and covered with the thick skin of

! The Music of India, by Herbert A Popley, Page no—8.
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any wild animal. It used to be struck with one or two
logs of wood, and the resulting deep resonant sound
uséd to be heard from very distant places. During the
Bréhmana period, the bhimi-dindibhi used to be
struck by the tails of the anima'ls. The sound of the
bhimi-dandabhi was often used as means of
signlaling some dangers or apprbach of the enemies.
The dindtbhi was some tines shaped put of a hollow
trunk of a tree, the upper part being covered with the
skin if the animal. From the Brahmana literature'We-
came to know that different kinds of beast were
offered in different sacrifices and rites. Specially in
the Mahabharata sacrifice, beasts were offered to the
presidingr deities, and their skins were used for
making the drums like bhami-danddbhi and

dandubhi.

TABLA’S FINDINGS IN |
RAMAYANA AND MAHABHARATA
If we have made a look on the history we can see

that, from -the ancient period, percussion

instruments have been using in India. There are -

! A Historical Study of Indian Music, by Prajnananandana Swami, Page no. — 77, 78.
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many references to the percussion instruments we,
have got from great epic poems, Ramayana and
Mahabharata. In the Ramayana percussion
instrument is referred to as

A FIEST ENUTT=11 | SBIUIRTErfEe: |

BTG Iea) fRIIET: FTST SSIaTeT: TRT | |

There are so many references about bhimi-
dindGvi were specifically used during the
Mahabharata ceremonies. By the reference of
‘Religions of India and lIran, H’A we get to know
that, ‘the Mahavrata is by no means a bloodless
sacrifice. There fall to be offered either one beast
to be sacrificed to Indra and Agni or eléven
animals; and in either case there is an additional
sacrifice of a bull to Indra or to Prajapati, and in
the former case of a goat to Prajapati. Now the
skin of the sacrificial animal was removed and
used to form the drum (bht’]mi~dndubhi), in which,
‘with the tail of the victim, the 'priest made solemn

music?.’

! Ramayana, by Valmiki muni, Ayodhya-Kanda- Sarga 71-29-30.
2 Religions of India and Iran, Ii
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TABLA’S FINDINGS IN
NATYA SHASTRA AND KALIDAS’S DRAMA

In the period of Bharat Muni’s Nétya Shastra (200 B.C.-
200 A.D.), one of the main early treatises on music, it is
believed that, there were around one hundred diff\erent
percussion instruments in use. Among them, ‘Pushkar’
and, Dindavi were the most prominent ones. And from
those two, other instt‘*uvments were devised‘ and -

propagated throughout the world.

In Natya Shastra, Bharat has referred a large
number of percussidn instrumehts, which narrates
the complete characteristics -of Mridangam,
Panava, Dardar, etc. with their different types of
‘hast-vilap’, ‘Marjanad’, (different playing styles) etc.
- Even Bharat has referred one hundred of different
percussion instruments from that period but the
facilities of different tones, pitches, syllables and
tunings were unavailable on those instruments
except Triptskara. Neither these were able to tune
Ain any perfect pitch nor play'b'y different syllables
with different strikes. These instruments were

capable only to pr'bduce single type of sound
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because of their lose leather tightened overheads,
Where, for the availability of these above facilities
TripGskara were very melodious, rich and popular.
For that reason, Bharat counted these instruments
like Tripushkar, Mridang,. Panava and Dardir as the
major instrument (Ang vadya) and other
instruments like Jhallari, Pataha, as the minor
instruments (Pratyanga vadya). Bharat muni

writes?:

FrEaT SEvveter troretversTe e |
STETATIEETESTTIEZISTIoT FrederEr | 198 | |
The meaning is,
Mridang, Dardir, -and Panava are the ang-vadya,
and Jhallari, Pataha, and others are the pratyanga-

vadya.

Even then, Kalidasa, the great writer of Indian-
classical dramas, has mentioned Mridang, Mardal
in several times with the instance of other

percussion instruments. But it is a matter of fact

! Natya Shastra by Bharat Mni, Chapter — 33, Verse no. — 16.
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that, before khilji period the existence of Tabla is

totally unavailable.

" In this respect Dr. Suneera kasliwal has written in
her book that, ‘In ancient Indian music,
instrumental music was quite developed. The
variet‘ies evolved were by and large representative
of the string, wind and percussvion, each with a
distinct name, shape, construction, technique and
tone. Bharat and, Ilater, Sharangadevé have
described the good and bad qualities of
instrumentalists, the veena player and flute player
in particular. Mridang, the main drum _of ancient
India is described in detail in the Natya Shastra,
and, while describing the good and bad qualities of
Mridangists. Bharat also describes the good and
bad qualities of the instrument itself. Later,
Sarangadeva also described various tala vadyas in

detail®.

! Classical Musical Instruments, by Dr. Suneera Kasliwal, Page no -3, 4.
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TABLA’S FINDINGS ON ANCIENT SCULPTURE

Ancient Indian sculptufes illustrate _man’y. musical
instruments. The sculptures of Bhérhut, Sanchi ahd
Mathura have shown the varieties of %zina,vﬂutes, drums,
etc. in the views depicting the hfe of Buddha. Such
instruments are depicted in the fresicoes and paintings

of Ajanta, Bagh and Tanjavoor also.

i
4
t
]

Some sculptures are being pre%ented here for

comparing the instruments were used that time

with present Tabla.

Figurcia. 1.1, In
orcheﬁstral, Anvki_k and
Urdh\‘i/ak (part of
tripﬂ.%,hkar) are being
playe%d with Nilanjana
Dancéer by ladies
playegr, sat down, 2"
cent‘u%ry B.C.
Shuﬁ%gakal, Mathura.

Playéfrs right hand on

Fig.11, Tripushkar Playing, Mathura, 200B.C. the . Urdhvak and left
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hand on the left side of ankik.

Figure. 1.2, Dance with renowned celestial

N . . &

apasaras, Alambush3, Misrakesié Padmavati and

Fig. 1.2, Tripushkar playing, Bh rhjfut, 200 B.C.

Subhadra dancing to the acé:ompaniment of
orchestral music in Sudharma devasabha Sunga,

2" century B.C. Bharhut, Indian Museum, Calcutta.

, Flg 1 3, Tnpu shkar playmg, 150 B"C Sanchi.
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Figure. 1.3, In orchestral, Ankik and Urdhvak (part
of triptshkar) are béing playéd at down. At upper,
near the tree flute is being played by a player, and
at right side of t'hé middle veena is being played by
a lady. |

Fig. 1.4, Orchestra thh dance, Padaya, 500 A.D.

Figure 1.4, Padaya, 500 A. D., at the top of the left
side Tripushkar are being played by a lady. Every
part of TripGshkar like Ankik, Urdhvak and Alingak
are being showed and player’s right hand on the
Urdhvk and left hand on the Ankik is being showed.
A lady (third one at the top) is giving rhythm by
hand At the middle of the left side a lady is playing

an instrument Ilke present tasa and. down that’
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picture a lady pla*yiAng a vih’a. Ahd at the middle a
lady is dancing which is the main view for this

picture.

- Figure 1.5, Ajanta,‘ Cave no. 26, iat the bottom of

the picture of
'leftk side’s a
| lady  piaying
~an instrument
like Hudukka,
and o its

opposité side

Fig. 1.5, Orchestra with dance, Ajanta, Caveno.26.  of the picture
a ‘lady is playing tripdshkér. Alingék is being played
‘by her right hand and Ankik by left hand. And top of
that player a lady is giving rhythm;ﬁby hahd.

Fiéufe 1.6,' Siva dahcing in lalita Gth cevn.’.tury A.D. ét
the middle and at the bottom of his left side a
dancer is being inspired to dance to .see him. And at
 the bottom of his- nght side tnpushkar is being

: 'p!ayed In thls pxcture urdhvak and almgak is shown

i
f



P
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very big of its size, where ankik is véry small in

Fig. 1.6, Tripushkar plétying by Siva with orchestra, 600 A.D. -

comparé of that urdhvak and alingak.

OBSERVATION

There are clear sUggestions to various percussion
instruments but there are no any conversations
about Tabla instrument. Even we are not ab!e'to
detect any name like Tabla from those above ‘early
mentioned ancient publications, but by searching
those publications it can be confirmed that, in that
period vmﬁusic and pefcussion instruments were very

rich.
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Here it is also observed that the above mentioned
publications and some other publications those
were belonged to this period, nowhere referred

any Tabla instrument.

If we again'have made a look on ancient sculpture,
can see that, there is also no any clear existencé for
this highly esteem percussion instrument of Tabla.
Ancient Indian sculpture | represents many
pércussion instruments like Tripushkara,
Mridangam, here and there, but before Modern.
period we are not able to collect any clear picture

of Tabla instrument.
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POSIBILITY TO INVENT TABLA IN ANCIENT PERIOD

It is well-—knonn to all that in ancient period
Mesobotamian éulfure was very rich. There was an
instrument named .'tabélu’ in- Mesopotamian
culture which was found before Christ in 2280 B.C.
According to The New Oxford History of Music,
Ancient and Oriental Music, “A g-rand daughter of
Naram-Sin (C. 2280 B.C.) played on a balag-di,
which equates in Akkadian with timbatu and

corresponds with tabalu.

There is another existence f’o‘r Tabla instrument.
According to The New Oxford History of Music,
Ancient and Oriental Music, ‘The persistence of the
more ancient Mesopotamian culture- in Syria
certainly shows‘itself in musical instruments, as in
the syriac abbdba, tabla, peldgga, qarna, and

zemmaoraZ.

In this respect Dr. Laxminarayan Garg’s opinion is

the word Tabla comes from ‘Tabald’. Garg says,

1 Sangit Tabl Ank, January-February 1993, Edited by Praabhulal Garg, Page no —
5.
% Sangjt Tabl Ank, J anuary-February 1993, Edited by Praabhulal Garg, Pagé no —
5.
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there was an instrument named ‘tabalu’ in
Mesopotamian culture was found before Christ in
2000 B.C. After some times that tabalu was called
as ‘Tabld’ clearly in Serian music which was famous
in Rome. From this base we cén apprehend that,
Arabian ‘tGbal’ ‘“tabl’ (attabul), ‘a-tabl’ ‘atabal’
‘atambal’ ‘timbal’, ‘tabor’ tabal’ and tabla all are
modified name, came from the word tabélu. And
left part of a Tabla (dagga) is a cultivation of this

culture®.

Dr. Garg also added then, in short it can be said that,
Bayan Tabla (left part of a Tabla) is a foreign
instrument and Dayan (right part of a Tabla) ‘urdhak’
is an Indian instrument?®. Dr. Kedar Nath Bhoumik also
support that the Tablé is a foreign instrument.

According to him Tabld has come from Arabian

Vigam & &1 somy o gd @ Jaideideer aixgly o ‘qurg e
UTdieT areT one W7 Seerad fdetar &1 wre of & asarg wNfarer wisha
J use U FH ‘auen waondl, of IIA A ARG &I FIT Fnarw ux
SiglatTel TronaAT o Richar & v alfraesr ‘guer, ‘awer, (griger), ‘g-dwer,
‘m‘é’f; cgﬁ%&_a;, ‘f?!‘a‘gfd”, ‘WQJ, “CTW,, m zma é ‘—C_fa@’ a}). STUWT
o afyafda ema Bl ‘wrdt quer (soen) w3 ’ivGy o Jor &1

- Sangit Tabl Ank, January-February 1993, Edited by Praabhulal Garg, Page

no—35, 6.

2iqigra 3 UET wET o wwar & O wret ‘aeer faeh ¥ dhy et
‘edor’ sngdrar &1” -Sangit Tabl Ank, January-February 1993, Edited by
Praabhulal Garg, Page no — 6.
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country. In this respect Dr. Nath published a writings
on the journal of music academy of Madras, by titled
‘Banaras School of Tabla Playing’, where he writes, “It
is historically known (Goswami 1956 Chapter XXVID)
that Tabla occupied a prominent place among that
musical instruments in Arabia, long before the birth
of Islam. In ancient Arabia, Tabla was a popular folk

instrument used by women'.”

Here is one another reference got from the book
‘Taal Vadya Shéstra’ written by Dr. Manohar
Bhalchandra Marathe which also supports the.
Tabla is an ancient instrument and was evolved in
ancient period. Dr. Marathe writes, from th
century the Islamic cuiture was on progreés. Music
was also on progress in this time. This culture was
influenced till Sindhu Ghati in India. In this period
Farsi language was very famous and rich. The
Arabian, Turkey, Persian, Syrian ‘énd other people
exchanged their music then. May be Tabla has

come to India by that exchanged?”.

! Banaras School of Tabla Playing’: Dr. Kedar Nath Bhoumik, The Journal of music
academy of Madras, Volume XLIV — 1973 — Pages129 — 141.
2 Taal-Vadya Shastra by Dr. Manohar Marathe, Page — 4.
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Some people are of the opinion that, the inception
of Tabla méterializ_ed from the most ancient
Bharat’s time Tripuskara. Tripuskara predominafed
in the age of Bharai_and its description is available
~on his book ’Néty‘a Shatra’. TriplGshkara was an
'instrument_shown having four mouths and three
parts to it.-

1. Urdhvak (One mouth instrument)

2. Alingya (One mouth instrument)

‘3. Ankik. (Tow mouths instrument)

Swami Prajnanananda hés attempted to
“,authentivcate Ta-blé’s existence and according to
: hfm the modern Tabla — 'Bayan is the reformed
version of TripGskara’s Urdhvak and Alingya. In this
respect. Préjnahanandaji has written on his book
- that,

“In the 'rock cut temples of different places of
India, carved in different age, we find two drums of
small size, engraved by the side of Siva Natraja in
dancing posture. Those drums are but the replicas
- of ancient ‘Pashkaras’. Three drums ‘Plshkaras’ are

~also to be seen carved in the Mukteshwar temple
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of the 6" -7 century A.D. at Bhuvaneshwar and
the three others in the cave temple of Badami near
Bombay of the 6™ century A.D. Some are of the
opinion that two of these drums represent the two
parts of a large drum, Which used to be played
horizontally and the third one was small like the

modern ‘Tabal’l.

It has got evidence that in ancient period there was
an instrument which was looked like Tabla, used in
Bangladesh. A sculpture of ‘Ganesha’ has been
invented which was made in either of 10™ century
or 11*" century. The above sculpture is shown that
- an instrument looks like Tabla being used in dance.
The picture got from excavation of Paharpur is
proved that, tala-vadya which can be played by two

hands and looks like a Tabla, was used before®”.

“HABIAFICT IR O TIH 9L IWTG T FRAF
330, OIF gald AAhsal PRt W I 9Fiet HorRiice [Rfido
9o et FfS wifigo =Wim R oo @t I @, o
SR IR TgHT TG R0 T WO ARMEHYET @i
@ @ ¥ @, I OIEE o U@ ISIRIF  BAEA
ORI TR 7S gofero et |

—Tablé—Vijnah, by Indubhushan Rai

' A historical study of Indian Music, by Pragnanananda Swami, Page — 82
2 Tabl3-Vijnan, by Indubhushan Rai, Page no — 8.
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TABLA’S FINDINGS IN MEDIEVAL P—ERIOD
(From 7™ Century A.D. to 18" Century A.D.)

INTRODUCTION

Instruments which were used from 7% Cent_ury A.D.
to 18" Century A.D may calAl medieval percussioh
instruments. In medieval period scores of
instruments were used whose existence related
with ancient percussion instruments. For instance,
medieval Mridang, Pakhawaj, khol, Damar.u, Dhbl,

.Nagada, Daf, Nakkara, etc

The beginning medieval period was mainly for the
Pakhawaj or Mridangam instrument. Either of vocal
music or instrumental music or of dances or any
other music style, all were accompanied by
Pakhawaj or mridangam. But with ongoing time,
~percussion instruments specially Tabla gained
greater importance through the accompaniment of
music and dances. When these art forms were
evolved, percussiqn instruments became

indispensable in their rendering.

It is also said that, the medieval period was the
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golden age of music. Because, so many music
maestros born in that period, whose names had
been written in golden ink in the history of music.

‘Maestros who were born in this period created so

many hew music styles and evolved a large amount

of new mUsicaI instruments to iaccompany it. Till

today we remember them with great respect and it .

Wl” last forever

The h:ghly honored starting medleval percussxon

instruments  are Mrldangam or' Pakhawaj

Mridangam is also known as I\/Iaddal or I\/Iaddalam ,

, Th:s is an mdrspensable accompamment mstrument,f

in the concerts of both the vocal »and mstrumenta!

music in Carnatic music. Carnatic music has been:

accompanying by Mridangam for ages and till now

it bears the prime position of accompanying.

‘Mridang was also. called Muraj énd later on m the

. thirteenth century it was known aS*maddalarh. In
the medieval period, after fifteenth century, there
was yet another name for this instrument, 'pakhava’j

or pakhvaj. This instrument with its new name,
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which is a distorted version of pakh + ouj =

i

-pakhavaj or paksh + vadya pakhvaj, became a
major percussion instrument of North Indian
classical music,i whereas the instrument with other
regiona@ characteristics ‘and with the name

mridangam, devéloped in the Carnatic system™.

TABLA’S FINDINGS IN MEDIEVAL PUBLICATIONS

To find Tablé in medieval period we have to make a
~short look on some medieval musical publications
Which are available at this instant. Some books are
mentioned below which 'were published in

medieval period:

Sangit Ratnakar by Sarangdev, Published in 13t century
Sangit Samaysar by Parshadeva, Published in 13t century
Kiranussaden - by Amir Khasro, Published in 13" cenfury
Nuha Sipahar by Amir Khasro, Published in 14 century
Sangitopanishaddhar | by Sudhakalas, Published in 14“‘ century
Humayun Nama by Gulbadan Begam, Published in 16" century
Akbar Nama by-Abul Fazal, Published in _16”’ century

Aaine Akbori by Abul Fazal, Published in 16" century
Rag-Mala . | by Tansen, Published in 16™ century

! Classical Musical Instrument, by Dr. Suneera Kasliwal, Page no — 27.
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Sangit Parijat | by Pt. Ahobal, Published in 17* century
Jahangir-Nama by Matmad Khan, Published in 17 century
Raga—Dfa‘rpan by Fakirullah Khan, Published in 17" century
Murakkaye Dehli by Dargah Kuli Khan, Published in 18" century

Here it may be noted that, the above books
describe about Pakhawas, Dhol, Dholak, Dafa,
Mridang, Muraj, etc. all over the place. But from
those books, we are not able to collect about Tabla
directly. Because the writer of those books did not
mention the word ‘Tablad’ in a straight line; Some

where they wrote tabl and some where tabli, etc.

TABLA IN SANGIT RATNAKARA & SANGIT PARUAT

In ‘Sangit Ratnakar’ there is no reference about Tabié
directly. But, we have got two words from that book,
‘Udhar’, and ‘Bodvad’. From these references make Dr.
Monohar Bhalchandra Marathe to think that, Sarahgdev |
may be used those words to describe Tabla. Where he -
writes': |

“x Bl 1210 A 1286 BT BT AT B weTer dfda
qUERE @ weT Bl w3 Ffed I SoEer IS wpehd

1'Taal-Vadya Shastra, by Dr. Manohar Bhalchandrarao Marathe, Page — 6.
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oree | “RfeTa Acenmma’ o TEem hil HaT oo o
Soalol 531 JTAT OF oA, UTEd, SF oldch HemdhIar
@ e Rig-omErude, gnfe W Seom fhem & srew
¥ @ Tga SIST O Qe @ ¢ suder fmenm &1
3T Urpd oNT fOteT @7 qreet o éc&dﬁ@éﬂ%@r
arer onat o aider I fe et Bl

1. SaR - BE Y Seyfordl sEor BE oY B A
 TotahTem o1l giaTe olla| |

2. MNBATS - TSI, =M BT A SAHIT Torepren ST
AU S|

JUARG A O dsars qresl & gRweet & g o
TddATaT & |P auel OTed Jglea of onal O B0
2SRt W TAeT wEY B A dwa B o e
goeka arEdl SIaY g@ol, Ues, daol, Siie Uy THh I
BIST O @14 T UATST ITFNA STET ol el SUAD S
T Y adel D IAYT DT B o J0oke T 3 dieT
3 BT o FeaeT B W H17

Though, we are unable to. collect any word like ‘Tablad’
from Ratnakara, but in 13" century Sarangdeva and
Parshadeva referred ‘tabl’ in their books ‘Sangit

Ratnakar’ and ‘Sangit Samaysar” accordingly.
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" TABLA IN SANGITOPANISHADDHAR

We get this reference from ‘Sangitopanishaddhar’ that
written in 1350 A.D. by Achariya Sudhakalas. Sudhakalas
came to close with Muslims in his period and refers

Tabla vadya by this way,

“@rar FeresTonEnfer SreravergET ST gl
mam‘a?r%rcr’sﬁ%ﬁ@a@amllgslll
The meaning is,
Dhol, Tabl, Dafa, Tamki are Muslim instruments, used
for announcement and above those instruments Dhol

and Tabl are the main.

TABLA IN ‘GURU GRANTH SAHIB’ & PADMAVAT
In 15" century A.D. first’' Guru Nanak also referred
“Tabal’ by this way?,

qOel oroT Ay wf%s orrsar! |

In 16" century A.D. Malik Muhammad Jaisi referred the
word ‘Tabal’ several times in his ‘Padmavat’ by this

way’-

! sangitopanishaddhar, by by Achariya Sudhakalas, Verse No. — 93.
- 2 Gurugranth Sahib, Var majh, Page — 142..
® padmavat, by Malik Muhammad Jaisi, Verse no. — 512/3.
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“oIroT aerer g SIETSs |
BT U 319 Jor s 1 | (51213)
It means Tabal is playing without any fear and kings

starting to go for warring.

OBSERVATION

In 13" century Sarangdeva and Parshadeva also referred
‘tabl’ in their books ’Sangit. Ratnakar’ and ‘Sangit
Samaysar’ accordingly. In 14™ century also used tabl but
in 15 century and 16" century tabal was started to use
instead of tabl. By the above discussion we can
apprehend that, before 15™ century A.D. the word ‘tabl’
was apparently prevalent-in India and after 15" century

A.D. the word ‘Tabal’ replaced for ‘tabl’.

TABLA IN MUSLIM PERIOD

-~ From the ancient period percussion instrument were
used in India. There are many references to the
percussion instruments; we have got from great epic
poems, Ramayana and Mahabharata, frorh Bharat’s
Natya  Shastra and from Kalidasa’s great classical

~dramas. Though Tabla is a top-ranked famous
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percussion instrument from North India, but it is a
matter of fact that before khilji period the existence of

Tabla is totally unavailable.

It will not be an exaggeration if we say the 13™, 14™ and
15% century is the golden period for evolving new
instruments in North Indian music. In that period most
of the Muslim rulers were very fond of music who
patronized the top ranking musicians in their royal

courts.

The Muslim period is considered the most im.portént
period for Indian music and musical instrumen"cs. They
were great lovers and exponents of music. According to
history there ware twelve generations in Mughal ruling

during 16% century to 19" century. And these were:

Akbar (1556 — 1605) » Jahangir (1605 — 1627 A.D.)

Shahjahan (1627 — 1658) » Aurangjeb (1659 - 1707)

Bahadurshah 1 (1707 — 1712) » Jahandarshah (1712 — 1713)
Muhammad Shah ‘Rangile’(1713 — 1748) » Ahmadshah (1748 — 1754)
Alamgir Sani (1754 — 1759) » Shah Alam (1759 — 1806)

Akbar 2™ (1806 - 1827) and » Bahadurshah Jafar (1857 - 21_8\‘5»2)1

! Khusto, Tansen Tatha Anya Kalakar, by Sulochana YaJurvedl and Achariya
Brihaspati, Page no - 73 to 88.
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From above rulers Akbar 1St, J‘ahangi"r, S-hahjanan,
| .Aurangjeb, Bahadurshah 1%, and Muhammad Shah
Rangile were very rond of musi"c; For them society
was able to get great mosicians like Tansen,
Sadarang, Adarang. In their time music was

spreaded every where.

The AMoghul ‘Emparor Akbar (1556 — 1'6"r05' A. D ) was a
_great lover of musrc and he tned hIS best to develop the
lndlan musnc Durlng hlS relgn ragas' were modlfled
under forelgn mﬂuence Darban Music was lntroduced
" in Akbar’s tlme The music of the temple and the drama
also developed dunng this perrod Harldas Swaml was
one of the greatest mus:mans of h|s t|me He was a great
Hlndu samt and lived at: Vrmdavan Tansen At_he
celebrated and noted smger of Emperor Akbar S court
was.one of hrs puplls Raja Mansmgh of Gwahor one of
the famous mlnlsters of Akbar, was also a' great patron
of musrc he :s sa:d to have mtroduced the Dhrupad
style of smgmg The Gwalior court on the other hand,

mamtamed its hxgh musical tradntrons t;ll to day

ot Heritage of Mus‘icaltinstruments, by Dr. Swarnakamal Bhowmik &Dr. Mudrika
Jani, Page —7. " :
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Mirabai (C. 1498-1563/65), a famous saint, poetess and
musician, and Tulsidas (1584- “1624) A.D.), the singer
and composer of the Hindi Ramayana, belonged to the

period.‘ of Akbar’s rule.

The Muslim rulers broQght many musicians with them
from Persia and Arabia. Amir Khushru, who was a great
poet and musician in the court of Sultan Alauddin Khiljj,
introduced the quawali form of singing and evolved
numerous raga and compositions. It is believe that -
before Mughal period Tabla was a rare instrument
which famed with the promulgation of khyal shailya. It is
alsorbelieved that the sitar and the Tabla were invented

by Amir Khushru.

! Heritage of Musical Instruments, by Dr. Swarnakamal Bhowmik &Dr. Mudrika
Jani, Page-7.
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TABLA’S FINDINGS ON
MEDIEVAL SCULPTURES & PAINTINGS

In below there are some sculptures and plctures
are being presented for comparing the instruments‘

were used that time with present Tabla-pair:

Fig. 1.7, Siva dancing, Pallava, 7" century A.D.

Figure 1.7, Siva dancing in bhujangatras)itfa,;from
pillar in a cave, Pallava, early 7" century A.D.,

‘Siyamangalam. At the bottom right side of the
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picture a player is playing Urdhvak and Alingak and
left side a player is playing some rhythm

instrument is not clear.

Figure 1.8, Rock-cut sculpture illustrating Siva

dancing, witnessed by Devi standing beside the

Fig. 1.8, Siv daci ith music orchesta, Pandya, 8" céentury A.D.
bull, other celestials like Brahma, Vishnu and Indra
in the background, Ganas watching with attention
and helping the ‘musical orchestra, Pandya, gt

century A.D. Tirupparamkunram.
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Figure 1.9, Close up of Natesa, Gurjara Pratihara,

Fig. 1.9, Close up of Natesa, Gurjara Pratihdra, 9" century AD., Abaneri.

9th century AD., Abaneri. In th.is picture -at the
‘bottom of Natesa’s left side Ganesh also dancing
and right side of Natesa, a player is playing
TripGshkar. The Urdhvak and Alingak are showing

very similar with the present Tabla-Bayan.

Figure 1.10, Nataraja, Gurjara Pratihara, 9th
century AD., Minal. Natraja is dancing and at the
bottom of his left side a player is playing
Tripashkar. |



Figure 1.11, a). Picture of a Dipushkar player at

Fig.LIl, Picture for Dip shkar player, a). Ballalbadi, Dhaka, 10th century
A.D. and bh Maduraha. 17th centurv A.D.

Ballalbadi (Dhaka museum), Bangladesh. A player is
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playing Urdhvak and Alingak by the way of Tabla

'-playing. And figure 1.11, b). A player is playing

Urdhvak and Aiihgak by the way of Tabla playing

and the stripe of instrument is very similar to

present Tabla.

Figure 1.12; Dancing before Samrat Dara Sikoha by

a lady dancer in harem. Behind dancer a player is

playing. - his

instrument,

tambura. In. 'the

"middle a manjira

player and .in a
N v

corner a lady ‘player E

is ‘playing Tabla by
wearing it o.h__é’her

"~ west. The Tabla is

very similar to an
instrument : like’

dukkad. The shyahi_

made by wheat is
clearly shown on

left part of Tabla:

¢

Fig. 1.12, Picture for ladies Tably player,
. Delhi in 17" century A.D.
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Fig. 1.13, a). Picture for a Tabl&« player, at Jammu and b). Plcture for a
Tabla player at Kangda.

Figure 1.13, (a) In first picture, showing a lady
dancing and behind, a player is accompanying her‘
by Tabla. Both the drums are looking of s'al"ne size.
The chanti, pudi, gajra, baddi are:showed elearly on
this picture. And figure 1.13, “(_5)- is depicting a
pahadi style of Tabla playing by a p.layer by tiding it
on his waist. Behind him a pleyéf is also playin'g a
tambura. Both drums are eeen' rfn:ade' of wood and
their size and height a!so are, showed the similar.
The permanent shyahl is showed on nght hand of
drum and the shyahi made by wheat is clearly

shown on left part of Tabla,
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POSIBILITY TO INVENT TABLA IN KHILJI PERIOD

The Muslim ruler in their writingvs has mentioned
Amir Khusro as the inventor of Tabla. Even fhe'
word Tabla’s reference has foundvearlier than
‘Khusru, but the present Tabla which is prevailing
now, the honour goes to Amir Khusro to make its
present form. Dr, Monohar Marathe also tries to
prove this belief and in this respect he has given

some references also. These are like:

1. There is no reference for Tabla in any Indian
books befdre 1266 A.D.

2. The references of Tabla’s preAsen't forms are
found from the end of 13™ century.

3. Amir Khusro has made fifteen thekas by the
base of Indian Talas and some of them are of
basically the thekas of Tabla. Talas were made

by Amir Khusro are like™:

Pashto, Jhobhar, Kavali,
vasul Phakhta, Jat Jalad Tritsla,
Sawari, Adachartal, Jhamra.

! Taal-Vadya Shastra, by Dr. Manohar Marathe, Page — 5.
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From above reference we can see that, talas which
were made by Amir khusro, most of thefn have
been used by Tabla players till today. Jat, Jalad
Tritala, Jhimra etc. have been used year after year
only for Tabla. So, by these above references it may
be strongly considered that, in Khusro’s period

Tabla’s existence was present.

Even then, a large group of scholar is not agreeing
with above opinion. AccOrding to them, “many
musical instruments were introduced during the
Muslim rule in India. Sometimes they introduced
somevold instruments as new instruments by giving
them Persian names after some additions and
alterations in their old forms. The instruments like
sitar, esraj, sursingar, taus and _‘Tabié‘ are the
developed forms of ancient instruments of India
which were developed and modified during the

Moghul period™.

And about the connection of Tabld’s invention with

~Amir Khushru, Prajnananandaji emphasis,

! Heritage of Musical Instruments, by Dr. Swarnakamal Bhowmik & Dr. Mudrika
Jani, Page — 20.
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The modern ‘Tabld’and ‘Bayan’ were perhaps
shaped in imitation of the ancient ‘Pushkaras’.
Some enormously believe that the Persian and
Arabian artistes and specially Amir Khasrau brought
into use for the first time the ‘Tabal’ and . the
‘Bayan’ during the time of Sultan Alauddin Khilji in
the 14™-15" century A.D. cutting' the. ancient
Mridanga (or Pakhawaj) into two halves. But this
view is untenable and is absolutely conjectural, as
the sculptural, evidentes of the ancient rock-cut
temples of India disclose the fact that two or three
drufns (puskaras) of different sizes were uSed on
A muéic and dance in India long before the édvent of
the Persians and the Arabs as well as before the

Muhammedan rule?

POSIBILITY TO INVENT TABLA IN MEDIEVAL PERIOD

On the other hand, there is a strong possibility to
“invent Tabla in India on medieval period. As we
already know that, so many foreign Muslim

languages, like, Arabian, Turkey, Farsi, etc. were

. ! A historical study of Indian Music, by Pragnanananda Swami, Page — 82.
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started to prevalent in Indian language with the
incoming of Arabian, Turkey, Persian, and’Syrian‘
~ peoples. There was a tradition to say ‘tabl’ to all
percussion instruments, which were played by
standing pose to the above countries. As a result,
instruments in India which were also played by
standing pose were called ‘tabl’ by them usually.
Mostly, there is no difference that the word ‘tabl’ is
a foreign word, has come either from Arabia or

Farsi.

. Here is a point to bé noted that, some renowned
modern music scholars also referred several times
the word ‘Tabal’ to mean the present Tabla
instrument®. It makes a query that, if at present day
we have no problem to understand ;he Tabla
instrument from that ‘Tabal’ word, then where s
the problem to think Tabld’s existence was in 15
century by the early stated references. So, we can
easily say, the present Tabla and the tabal from 15t
century is the same instrument. In the same way

we can also think, the word ‘Tabal’ may be come

! A historical study of Indian Music, by Pragnanananda Swami, Page — 82, 88, 411.
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from the word ‘Tabl’, by how ‘Tabla’ has come from

‘Tabal’.

Issues are again evolving here, if the Word ‘Tabla’ is
an instead pattern of ‘tabl’ then why has it been
taken so long time for evolving? And why is it in-
fronted with the Muslims who came from abroad?
In this respect, we can say that, the word Tabla’s
prevalence was pe.rhaps started by two ways. It
might be prevailed by correcting ‘tabl’ word day by
day or accepted directly from that Tabla word
which was prevailed on Mesopotamian culture,
with the help'of' foreign MQinm- beop!es who came
from countries like Arabia, Syria, Turkéy and from

Persia.

So, now, we have also got the point that the “tabl’
.(whc-Jse existence we have got from 13t century
A.D.) and the present Tabla is the same instrument.
Now the question is when Tabla was started its

initial journey to India?

In here we have got ourselves most perplexed
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position. Where we are to search a word like Tabla
from our medieval texts, ‘there, we easily get -
several references for the perfect ‘Tabla” word:
form Mesopotamian cu!t’ure‘ in Syria and alsd in

other Arabian countries®.

As it is already observed that, there is a sitro'ng
possibility to come the word Tablad from foreign
countries and if these processes stand on its
---pérfect way then there are one another great
possibility to start Tabld’s starting from 8" or 9%
century A.D. with the stariing of foreign Muslim

people’s incoming in India.

"History says, from gth century A.D. Muslim people
were started to come to India. But the beginning
period was not quite stable. So, we can say that 9™
tentu{ry or 10™ century A.D., might be the perfect

time fbr‘in’coming Tabla to India.

~ 'S0 many references have been made about this topic in this current chapter.
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TABLA IN MODERN PERIOD

(From 19" Century A.D. to till now)
INTRODUCTION

Instruments which have been used from nineteen
century A.D. may be called Modern percussiﬁon
instruments. In  modern period so = many
instruments are being used; whose existence -is
related with ancient percussion instruments as well
as medieval percussion instruments. For instance,
Pakhawaj, Tabla, Dhol, Dholak, Nagada, Tasha,

Khanjari, etc. are being used in Modern period.

EVIDENCE OF TABLA IN MODERN PERIOD

As we know the Pakhawaj instrument which is

used in the North Indian. music and the

Mridangam uséd in the South Indian music, are

direct products of the ancient percussion-

instruments. Out of these two medieval

pércussion insfruments, - Tabla has been

influencing every time. The bols, the strokes, the

timberal qua!ifies and their different layakaris

give Tabla a special place in the family of

percussion instruments. The bols of the Tabla
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comes from Mridangam, Nagada, Dholok and

Dances also.

Tabld is a unique percussion instrument in
percussion family and has got its full shape béfore
in 19" century. But in modern age, Tablé has got its
original wings to fly in the open sky. Here Tabla
races with an enormous speed where it was made a
challenge for other percussion instruments for their

existence.

Tabla is the most popular and broadly used modern -
percussion in§trument of North Indian music whose
existence is brought into being from the ending of
medieval period. In modern period we have got
Tabla with its clear fofm. And in this period, there is
no confusion about Tabld’s invention. We also have
got a book Named ‘Risalaye Tabla Nawaji’ in this
century. ‘Risalaye Tabla Nawaji’ has been
registered' in 1847 A.D. written by Moulobhi
Muhammad Ishaq, is believed that it is the first

book which was wntten for Tabla only

! Tabla Granth Manjusha, by Dr. Venu Vanita, Page no. — 276.
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Here, three pictures are being presented, which will
be able to allocate about Tabla’s cleared present

form:

Picture 1.

Fig. 1.14, The covering page of ‘Risaliea Tabla N awaji, 1847 A.D.
Figure 1.14, the covering page of ‘Risaliea Tabla Nawaji’
registered in 1847 A.D. It was written in Urdu language
and on its covering page a Tabla player while playing
Tabl3a, is pictured. Near the player (right side) is written

Janisar khan. At the top left side ‘Vald Kamruddin’ and
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right sfde ‘Ikramuddin’ is written; In the middle below
the player the word ‘Tabe Kasmi dehli tabe’ is pictured.
According to Dr. Venu Vanita it might be related with
the publication. And at the bottom the size of the book

5

is presented”.

Picture 2.

P

TA e

B
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‘,
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Fxg 1.15, The presentation of Talf)lk in a méhﬁl;

Figure. 1.15, where at the top the p-ag—e..num;b‘ezr‘ is

indicated. And at the bottom the descriptidn of

f
H

! Tabla Granth Manjusha, by Dr. Venu Vani;ca, Page'no. —40.

.
§
i
?
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presentation is indicated.

Picture 3.

Fig. 1.16, The playing tecqunic of “Ti’ and “Ta’ on right hand Tabla..

Figure 1.16, at the top, on the first picture of right-
hand Tabla where the playing technique of ‘Ti’ is
being indicated and at the bottom the playing

technique of ‘Ta’ is being indicated.
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After observing the above pictures there is no
doubt in our mind that, Tablad was in very rich
position in half of 19" century. And if we compare a
Apresevnt Tabla’s Figure 1.17, external looking with
those said pictures, we can see that, there is a little
difference with that Tabla. By o.bserving the above
changes which take about 160 years, we can easily
calculate how much time Tabla has taken té come

into its present form.

Fig. 1.17, Two different pairs of present Tabla.

Here it is a matter to reveal that, there is only one
copy of this version of Risalaye Tabla Nawajil. In
next, ‘Risalaye Tabld Nawaji’, which is published

from Delhi in March 1902, is available everywhere.

! Tabla Granth Manjusha, by Dr. Venu Vanita, Page — 40.
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TABLA IN MODERN PUBLICATIONS

Some famous modern publications are being
presented here from where we can know about

Tabla much. The publications are:

Name of Publications : Name of Writers and
| Publication Periods
Risalaye Tabla Nawaji Moulovi Muhammad Ishaqg
| 19" century
Bharatiya Sangit Vadya Dr. Lalmoni Mishra
: 20" Century
Bharatiya Taalon Ka Shastriya Dr. Arun Kumar Sen
Vivevhan ' 20" Century
Indian Concept of Rhythm " | Arun Kumar Sen
20™ century
Tabla Arvind Mulgaonkar

20" Century

Table Ka Udgam, Vikas Aur Vadan | Dr. Yogmaya shukla

Shailiya 20" Century

Pakhawaj & Tabla Hlstory, School and | Dr.(Smt) Aban E. M:stry

Traditions 20" century

Taal Parichay, Vol-1, 2 & 3 Girishchandra Shrivastav
| 20" century

The Art of Tabla Rhythm - Essentials, | Prof. S. K. Saxena

Tradition and Creativity 20" Century

Tabla Vadan Kala Aur Shastra Sudhir Mainkar

20" century

The Tabla of Lucknow, A cultural|James Kippen
analysis of a musical tradition 20" Century

Tabla Vijnan Kamruzzaman Mani
: 20" Century

The Art of Science of Traditional Tabla | Mr. Nikhil Ghosh

Recital - 20" Century

Taal-Vadya Shastra (Ek Vivechan) Dr. Manohar Marathe
21% Century

‘Claassical Musical Instruments Dr. Suneera Kasliwal
21% Century

Tablano Itihas Ane Parampara Dr.Gourang Bhavsar

21% Century
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INVENTOR OF TABLA

The invention of Tabla is thé most controversial
matter-in Indian classical music. There are large
differences on the views of different scholars. In
this subject many conferences have been arranged
and several writings and books been published. But
till now it is a regrettable fact that we are unable to

reach for one reliable consequence.

it is a historical fact that, there were a number of
Pakhawaj players who developed the playing style
of Tabla in medieval period. Infact, Sudha‘fr Khan
who. is known as one of the»inventor of Tabla also
was a Pakhawaj player. More then that of the
starting branch of Punjab gharana which was
started by Fakir Muhammad in 18" century was a
disciple of renowned Pakhawaj player Bhagvandas

Pakhawaji.

DIFFERENT OPINIONS ABOUT TABLA’S INVENTION
We are able to get several names behind the
invention of Tabla. Brief information is being

presented here,
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TABLA’S INVENTION WITH SWATI MUNI

By this opinion Swati Muni, ,(accord"ing to Bharat
who was the inventor of Tripuskara) is the inventor
of Tabla. A young Tabla scholar, Gourang A.
Bhavsar is of the opinion that, a Sculpture was
found from a lJain temple, depicting a !adyv.artist
playing an instrument that looks like our present
Tabla. The temple is set at ‘Idordurg’ in Gujarat,
made by Choulakya Naresh Kumar Pal Raja, and
was built innine hundred years before hence. By
that sculpture, Dr. Bhavsar is of the opinion that
Swati Muni (who made Tripaskara with the help of .
Vishwakarma) is the inventor of Tabla. Dr. Bhavsar
as': | |
S— m@rmmﬁraﬁ‘rm’?(goo)qofwa%
FACIh! TRT o TIead oTaQT |y arel FIEl St
B3 SeT RAaeay T A wied frarer amw dwrern
Fgfa Ay TrEer TEuRT A S BC Bl EB
ol UY dx dfex IR Ve ART &lIR™T D
ared fyorw T¥ RIS AT Bl oo ga 3 =B
DEoll adgen ol AN dol T AR HC I Torsmd

! Sangit Kala Vihar, by Dr. Gourang A. Bhavsar Page — 30, 09-03-2006.
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formmar & o smaa od & gmor A Ta semw Oy
ggel deeT arel Yoi foresfard grorzer 3t el

TSI U A A Dol aedl g h quer oiE & Slod
T ‘g gy BIRreEer seters frgamatr o
AETTAT A Rysewy orer o forator fver el ”

TABLA’S INVENTION WITH T~UBAL

There are tw"o findings that Tabla invented by

Tubal.

The first one is, according to a rumor Mr. Tubal
who was a son of a famous Arabian rhusician Mr.
AL»am‘ak, ihvented Tabla'. And then, aftef his name it
is named as Tabla. By this 6pinion Tabla is an

Arabian instrument.

And the second one is, Tabla invented byATubal,
: wHere Tubal was a son ofA Mr. Jubal®’. The
supporters of this opinion also believe that Tabl3 is
an Arabian 'Ainstr'ument, was invented in most

ancient time and then, it was converted as a

" The History of Arabian Music, by Henry G. Farmer, Page no — 7.
2 Tablar Katha, Vol - 1, by Subodh Nandi, Page — 2.
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famoUs folk instrument which was played by ladies
artist. And then after, it came to India with the

Muslim people. |

In this respect Dr. Kedar Na’gh Bhoumik “from _
Benaras has told that, “In ancient Arabia, Tabla was
a popular folk 'instrument used by woimen. It is said

'that one Tubal son of musmlan Jubal in Arabla

1 f

the inventor of Tabla".

I
:
|
g ,
;
!

TABLA’S INVENTION WITH KHUSRO |

By studying the medieval Indian hiStory we are able ,»
to know that, in dxfferent periods of. Mushm ruhngs
there were three different persons named Khusrou
Khan, who’s had a great relation to music. One of

them was a famous devoteé'boet{ ‘Hairat Amir
-Khusro (N durmg thirteen century He was a dISCIple "
of Saint Hazrat Nizamuddin and a courtler of the |
royal Delhi court. Accordmg to Acharlya Brxhaspatl A‘
thls Khusro Khan was born in 1253 A.D. and was

dead in 13252

! Benaras School of Tabla Playing, by Dr. Kedar Nath Bhoumik. The Journal of Music Academy of
Madras, Vol - XLIV, 1973, Page — 129 to 141, ‘

2 Khusro Tansen Tatha Anya Kalakar, by Achariya Brihaspati, Page — 90
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Second Khusro Khan (il) was in the second half of
13" century, whb came from a lowerAcast musician
family named ‘Parivar’ and who was collected from
Gujarat to Delhi in 1297A.D. during Khilji period.
After then, he was converted to MuslimA religion

and was famous as Khusro Khan?.

The third Khusro Khan (lll) was in the middle of
eighteen century during Muhammad Shah Rangile
period. This Khusro Khan was the brother ahd
disciple of famous vina player and Khyal writer

Nemat’ Khan (Sadarang) of that periodz.

TABLA’S INVENTION WITH KHUSRO (1) |

Amir Khushru was the fémous singer at the co.uft of
Sultan Alla-ud-din (1295-1326 A.D.). He was not
only a poet and musician, but also a soldier and
statesman. He was a minister of two of the sultans.
The gavalli mode of singing was introduced by'him
and several of our modern ragas are said to have

been originated by him. According to some scholars

! Khusro Tansen Tatha Anya Kalakar, by Achariya Brihaspati, Page — 33, 54
2 Khusro Tansen Tatha Anya Kalakar, by Achariya Brihaspati, Page — 87, 139
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" the sitar was probably first introduced by him. Thus
Amir Khusru gave definite shape and form to these
new trends by laying the foundation of Hindustani

School of Music.

From the past some years a number of scholars and

musicologists held numerous individual resolution

about the inventor of Tabla. According to some of
- them, Tabla was invented by Hazrat Arhir‘Khus'ro,
—-—who-was a disciple of Saint Hazrat Nizamuddin. He
was also officiating in the royal Delhi court from
1275 A.D. to 1325 A.D. And the only reason for this
was that Hakim Mohammed Karam Imam has
cénﬁdently givén to Amir Khusro as the name of
the inventor of Tabla in his Urdu scripted treati.se

‘Madan — ul — Musiki’ in 1855 A.D?.

It is already said that, Hazrat Amir Khusro was a
disciple of Saint Hazrat Nizamuddin and a courtier
of the royal Delhi court. He also was a great

devotee poet was born in 1253 A.D. at a village

! pakhawaj & Tabla History, School and Traditions by Dr. (Smt) Aban E. Mistry,
Page — 160. '
2 Khusro Tansen Tatha Anya Kalakar by Achariya Brihaspati, Page - 90.
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named Patiyali at Eata district in Uttar Prad_es‘h and
died in 1325. Brihaspati writes:

“31531%? TR @ TToa 651 . (1253 3.) & g1 Soidh
STowaerer ST w1 Shaa seaw uder & wer Rrer o
e Tz ame @ wr ¥ war vaE @ @I
frg-ageumr & gav gy Fng-aFeaRT A WW&?T Teog
(smaérar) 1

It is also anh'ounced sévér‘al t;mes mf 's‘é many
programs of Akashvam and’ Durdarshan that Amir
Khusro is the mventor'of Tabla ltis. also' published |
in several musncal books that, Tabla was mvented ‘

by Am:r Khusro

Hazrat Amir Khusro has referred a number of
musical inst;Uments in his own Fa‘rsi _ scfipted
book ’titled- ‘Aezaazev Khushravi, | thbsfe ~were
| piayed before Ithe» Badsh!éh ‘which also includes
one ‘Tabl’ in, it. But we are surprlsed when we see
that, he hlmse!f has never referred as an mventor

of Tabla.

! Khusro Tansen Tatha Anya Kalakar by Achariya Brihaspati, Page — 90.
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The meaning of.‘Tabl"is the'instrtjment or box with
a Ieather surfaced — top. The word tabl"as being
‘used to describe every percussion mstrument like
Pakhawaj, Dhol, Dholak etc. in Fars: Ianguage So,

is dtfﬁcuit to say why Khusro has» lmplemented the

word Tabl i in his bo_ok.

1
PR
:

flA‘cc’ordinvg to'A'Dlr‘ Aban E Mlstry, :‘Hlstory bears

w:tness to Amar Khusro havmg ev&dence eleven
Sultans of the hentage of Ghulam' Khlljl and Tuglakh
- dynasties succeedmg to the throne m Delhl durmg his

l

hfe time. He was mostly obhgated to the Badshahs

but in the courts of A!Iaudm _Khlljl he enjoyed an
exalted posnt:on He was an’ extremely mteHectual '

person and a poet of gemus accomphshments He

cherlshed Indlan music although"&

,n, he was a Pandit

g .

(Learned authonty) of the Farsr mus;c He studled the

changmg tastes and desn'es of the ypopulace of that

BHARATIYA SANGEET1 ’

Pakhawaj & Tabla- Hxstory, School and Tradmons by Dr (Smt) Aban E. Mlstry,
Page 160

:‘

.
i
1
i
)
i
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Abén Mistry also added that, “Amir Khusro
doubtlessly wrought prosperity to Bhartiya Sangit
by s:heer dexterity of his art and by creating various
new Taals, built up a repository of the Taal Shastra
(Science of Taals); but to say that he invented Tabla
is totally baseless. In no medieval book or treatise
is there even cursory reference to Khusro as the

originator” / inventor of Tabla'.

TABLA’S INVENTION WITH KHUSRO (ll)

According to some other opinions, the inventor of
Tabla is énother Khusro Khan not that Amir Khusro
who offici»_ated in Delhi darbar. Lt. Kailashchandra
Brihaspati has mentioned a Khusro khan in his book
' ‘Khusro, Tansen Tatha» Anya Kalakar’, was fr.oml a
lower cast musician family named ‘Parivar’. In 1297
A.D. he was collected from Gujarat to Delhi after
captivating. After then he acceptance Muslim
religion and named Khusro Khan. Letter on, he
ruled Delhi for four months by accepting the title

‘Nasiruddin. But there' is no evidence that this

! pakhawaj & Tabla History, School and Traditions by Dr. (Smt) Aban E. Mistry,
Page — 160. ’
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Khusro Khan has invented Tabla. Kailashchandra

Brihaspati writes:

...... gloaIa 1 afara’ Stigteh Uoh ora Udoq Siclod
*oeT RNAAGT ol & FrRiwE A UL GhE
feeet = o a7 onfad @ IF/a X JPOT & HIROT
JYOT WA W & JAddl ax SirEor ¢Iol........

Brihaspati again adds that?,

“forar a3s To odgxed Afe oTug JenSeiel ol
Uy, fagoaa AW ggelEvcel g, 33l usm
arary e FANTAR oy o TH oTH STAIAD
TR W Gyl fwmerd @ uxsd AU 9w
SGATEIGTaT a1l ASNIodr oifa 3 3Ussr Bler aOx
M Prar Wl of dqoiellel TR IcAferan  TETargor
st Rnar)”

TABLA’S INVENTION WITH KHUSRO (l11)

There were one another Khusro Khan, depicted by
Subodhkant Nandi on his book ‘Tablar Katha’. Mr.

Nandi has mentioned a letter been written by Lt.

- ! Khusro Tansen Tatha Anya Kalakar by Achariya Brihaspati, Page — 29. ,
* Khusro Tansen Tatha Anya Kalakar by Achariya Brihaspati, Page — 32. ,
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Gopeshwar Banddp‘addhay to him on reply of one
of his létt_er. According to Lt. Bandopaddhay, Lt.
- Murlidhar Chakraborty who was a younger brother
of a famous singer of Lt. Gadadhar Ch’akroiborty of
Bishnupur went to Delhi and learned Khyal-Shaili
from ’Sada‘rang’ and one of his disciblesv 'named
‘Achapal’. At the time of returningrto "Bishnu'pur_, he
told to my father to Lt. Anantalal Beneﬁi thaf, whlen
Khya!-sha'ili was prevalent by Sadarfang‘,lfl‘it - was
| accompanied by Pakhvéwaj But when Sadarang ‘g‘ot
Pakhawaj unfit to accompany that said khyal shaili
then one of h:s disciple Amir Khusro (son of a
Pakhawaj player Rahman Khan) formed an useful
mstrument Tabla, in the age of Mugal emperor
Muhammad Shah (2) in 1738 A.D. And the new
mst:rument (Tabla) was able to accompany the

above shaili properly. Subodh Nandi wrlte_s ,

‘*WWW% "‘QUWQ?W&?\WW\Z"T
W\s W%@m@ﬁmww%ﬂmﬂr%@
ST A1 AT OE TNOATF T N ICRAEE iR 9%
i #a PRERTE g% BR T9T To7 Pakem o

! Tablar Katha — Vol-1, by Subodh Nandi, Page - 4

|
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, Tabla and Sltar were mvented by Khusro Khan in

I
Ranglle era, ;Lt Koﬂashchandradev Brlhaspatl also

support this opinion, and fhas wntten a note in his
book named ’Musalman Aur Bhartlya Sangeet

that,
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“qurer ghg ATy o ST @efar o ger
WRAIAT Wl of v el 331 Yol T Tsel &of arEl gx
oaTedl T Tl @A odl S, Udeg Sof o &
FrhTy B A @A B AD TS v T T A
gooAE DIA Felldl D Bl &' |7
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The meaning is, Tabla and Sitar were invented by
Khusro Khan in Rangile era. Prior to this period
nowhere mentioned this instrument or any of its
player for this in’.strument. But the proud to invent
this instrument goes to Amir Khusro as becauﬁe of

Muhammad Karam Imam.

Here it is worthy to be Seen that in 1739 A.D.
‘Nawab Dargah Kuli Khan, courtier of
Mohammad Shah Rangile has written in his book
‘Murakkye — D_e.hli.’ that, Nyamat Khan
(Sadarang) by the age of R‘angile, hadk a younger
bréther who was able to play several
instruments and also had a nephew, was able to
play ‘sehtar’ (sitar)’. But there is also no

reference about Tabla.

! Musalman Aur Bhartiya Sangeet, by Achariya Brihaspati, Page — 94.
vz Murakkaya Dehli, by Dargah Kuli Khan, Page — 82, 83.
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According to Achariya Brihaspati, Khusro Khan was
a younger brother of Adarang, who invented sitar.
A disciplé and son-in-law of S'adarang‘, who was a
son of Khusro Khan, named Firoz Khan (Adarang)
made ’Firozkham Gat” to Aplay on sitar."ln‘ this

respect Brihaspati has written that?,

“Feoae 2TE WIS & PoT A & o Wt ‘srerEer &
WWW%WW@@WM!W
mﬁm@amﬁﬁme‘amﬁﬁmm'
S’ o Rm @ e ﬁro‘a%ra’sxaréi‘r ‘a're?r o
afszer &7

Pt. Sudarshanacharlya Shastri who was a great
’scholar of endmg nmeteenth century and of
starjcmg twentleyh century, published a re{ma‘rkab!e ‘
musical bookitiitled- ’Sangeet Sudarsan. Ink ‘Sangit
Sudarshan Sudarshanacharlya also supported this

f

attitude and beheved Khusro, the inventor of sitar’.

g
Dargah Kuli Khan was not only a contemporaneous

person of Sadarang but also was an eyew:tness He

! Khusro Tansen Tatha Anya Kalakar, by Achariya Brihaspati, Page — 87..
? Sangit Sudarshan by Pt. Sudarshanachariya Shastri, Page 26.
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was a very near person to ‘him. In Murakkye Dehli’
Mr. Kuli Khan mentioned an unknown pot-player
th invented an instrument which was euual to so
many instruments. It was able to produce sound
like Pakhawaj and Dolak and even also like

Tambur?.

“o =xTor W DABE % AT aé‘nﬂ RTGT
mﬁlwmmmammm,aﬁmm"

e duw A 3113!’%‘! : 5 |
- Murakkye Dehli, by Dargah Kuli Khan; Page — 91

By the base _iof these aboye records; some people
believed that, Tabla’s invention wasf'made:tin‘the
‘a‘g‘e of Mohaimmad Shah Rangile. But prior to this,
in17th -centu"ry* in the age' of Samrat Shehjaha,

lady arttst was showed in a pamtmg (lndlan
museum Kolkata), plymg Tabla by tldmg n: on her
waist in a prnvate assembly of Samrat Dara Shlkoh’
harem it is .noted that :t was a tradltlon to play
Tabla only by txdmg on watst durmg that period.

This picture is indicating 'that Tabla was. existed

‘1 Table Ka Udgam, Vikas Aur Vadan Shailiya. by Dr. Yogmaya shukla Page - 64
Based on Murakkye Dehli, by Dargah Kuli Khan, Page —91.
? Kathak Nritya, by Laxmi Narayan Garg, Page = 20.
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prior to that age of Rangile. But it has been
acquired neither a respectable place nor an
inﬁportant position in that society. May be Khusro
Khan made it more popular by improvising. As
Rahman Khan, the father .of Amir Khusro was a
well-versed Pakhawaj player, so, we can not ighore

the possibility of it.

TABLA INVENTED BY SUDHAR KHAN DADI

According to this opinion a large group of musicians
support Sudhar Khan as the inventor of Tabla. A
‘number of Tabla players from all gharanas are-of
the belief that Sudhar Khan was the main fb‘under
of Ta‘blé and different playing styles of Tabla was

born by his descendents and disciples.

It is said that, the real name of Sudhar Khan was
not like as above, where it was his surname and to
make a great sinhar (correction, in Hindi correction
= sudhar) on Tabla he was famed by this name®. Till
now, it is unfounded in any medieval books about
Sudhar Khan’s name and his period. It is also

unknown that what his real name was.

Y Bhartiya Sangit Vadya, by Dr. Lalmani Mishra, Page — 74.
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Sudhar Khan was from a ‘Dadi tradition. So his full
name was Shudar Khan Dadi. According to Abul
Fazal, writer of ‘Aaine Akbori’ Dadi people’s
profession was to sing vigorous songs to stimulate
soldiers on war land®. In medieval age there were
lots of percussion instrument players who were

from Dadi trad‘ition.

Fakirullah Saif Khan also mentioned a Dadi named
Firoj khan Dadi in his book ‘Raga Darpan’?
According to Dr. Yogmaya Shukla there is an
aphorism in Punjub that, to play percussion
instrument like Damro théy named as Dadi who
progressed their percussion instrument p‘lay'i'ﬁg dayk

by day®.

Sudar Khan was also known as ‘Siddhar Khan’.
According to Achariya BriHaspati the real name of
- ‘Shudhar Kkan’ is ‘Sattar Khan’. And he has also
_Written, to accompany with Sitar, Tabla was

invented by this Sudhar Khan who was living in

2 Ame Akbari, by Abul Fazal, Translated by Francis Gladwin, Page no. —734.
? Raga Darpan, by Fakirullah, Page — 77.
3 Table Ka Udgam, Vikas Aur Vadan Shailiya, by Dr. Yogmaya shukla, Page 71.
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Delhi. In ‘Sangeet’, a monthly news paper which

was published on May 1976, Brihaspati writes’:

et ot ¥ fn, Sodfrardt wé & argew 9 Rwaw
Jiorfay & fag duer o1 gnfdsera fEeeraralt jeara @t
(arara =) o fwem, forater  Son  amrEeEy
(Rrerz=mah) ufkre 17

There are two rumors about a contest which was
held with Sudhar khan Dadi. And after that contest

Sudhar Khan made the Tabla. The rumors are:

1. Sudhar Khan’s challenge with Kadau Sinh, and
2.Sudhar Khan’s challenge with Bhagvandas

Pakhawaiji

CHALLENGE BETWEEN SUDHAR KHAN & KADAU SINH

There is a saying that, once a competition was
arranged in-between Sudhar Khan Dadi and Kadau
Sinh Pakhawaji. When Sudhar Khan got himself in a
defeated position divided his Pakhawaj into two.
halves from the middle and started playing on it by

standing pose.

! ‘Sangeet’, May 1976, Page — 24.
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All references, available about Sudhar Khan are
based on rumors. Among them, according to Raga-
Darpan and Shree Chiranjeet, the time of Sudhar
Khan was sixteenth century’, during Akbar’s ruling.
And according to Dr. Lal Mani Mishra and Achariya

Brihaspati it was nineteenth century.

By historical study we can know that, from
Akbar to Shahjahan, Muhammad Shah Rangile,
Ahmadshah, Alamgir Sani, Shah Alam, Akbar
2"Y  Bahadurshah Jafar, there were twelve
generations of Mughal rulers during 16"
century to 19" century. Where till the end of
19" century among of all Tabla players who
were related to Delhi, Sudhar khan was
confirmed 4rth generation of them. By the base
of this reference it should not be reasoning
that, neither the time of Shudhar Khan was for
16" century nor 19" century as it is impossible

. . 2
to be four generations in one century.

! Taal Ke Laksha — Lakshan Swarup Me Ekrupta, by Dr. Vasudha Saksena, Page — 5.
? Taal Ke Laksha — Lakshan Swarup Me Ekrupta, by Dr. Vasudha Saksena, Page — 5.
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Yogmaya Shukla also refers this. Where Shukla,
based on ‘Risalaye Tabla Nawaji’, till 19" century
Sudhar Khan' was only for 4" generation of among
all Tabla players who were from Delhi'. So, it will
not be reasonable to believe Sudhar Khan was
before 16" century. By this way it is also
unbelievable to be or to count four generations in
one century. So, it is also unreasonable to believe

~ the time 19™ century was for Sudhar Khan.

Dr. Yogmaya Shukla is able to prove with the help |
of so many references that the starting 18t century |
was Sudhar khan’s periodz. On the other hand,
according to Hakim Muhammad Karam Imam’s
description shows that, Kudau Sinh was alive in the
middle of 19™ century during'Luycknow’s Nawab

Wajid Ali Shah®.

So, by these references there will be-hundred years

of difference in-between Kudau Sinh and Sudhar

! Table Ka Udgam, Vikas Aur Vadan Shailiya, by Dr. Yogmaya shukla, Page — 67.

% Table Ka Udgam, Vikas Aur Vadan Shailiya, by Dr. Yogmaya shukla, Page — 67 to
68.

% Madnul Musiki, by Hakim Muhammad Karam imam, Page — 48, 242.
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Khan. So, the reference made by Dr. Lalmani
Mishra about a competition with Kadau Sinh and

Sudhar Khan Dadi, is not possible.

CHALLENGE BETWEEN SUDHAR KHAN & BHAGVANDAS PAKHAWAII
According to Sadikali Sitab Khan, the writer of

‘Sarmaye Ishrat’, Moulovi Muhammad lIshak, the
writer of ‘Risalaye — Tablanowaji’, and Shree
Chiranjeet, once a competition was arranged in-
between Pakhawaj player Bhagvandas Pakhawaji
and Sudhar Khan Dadi. When Sudhar Khan got
himself in a,defeéted position divided his Pakhawaj
into two halves from the middle and started playing
on it by standing pose. When that ‘Pakhawaj
sounded, even after dividing by two pieces then
people act in response ‘Tab bhi bola’. And the word
“Tab bhi bo»la’ prevalent as Tabla at some other
time for this new instruments'. Indubhushan Rai
also has mentioned this story in his Bengoli books
Tabla-Vijnan®. The modification was perhaps like:

" “Tab bhi bola’ - ‘Tab bola’ V—> ‘Tabbola’ > ‘Tabla’.

! Sangit Tabla Ank, January February, 1993, Page — 63.
2 Tabla-vijnan, by Indubhushan Rai, Page — 8.
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,ﬂﬁrwﬁ@qaﬁfé{qﬁﬂwammﬁm 4f|
| TEAE 9% T MR T A A T 7@ ;R
'Wﬁmaﬁemmmﬂﬁ—wﬁmﬁﬁrmﬂﬁm
?{W\#?@W@“W m\ﬁ‘r—*‘r—“‘w—ﬂm
oA 2, |

- Tabl3-Vijnan, by Indubhushan Rai, Page — 8.

;"l';h.e‘ same (ét'o'ryf we also get ffpm f’Rage-fDarpan"
’thét a con’test' was held in- hetween "BhagVan
Pakhawajl and Sudhar Khan lt IS agam ment:oned
| that Bhagvan Pakhawajl was ahve m the age of
: Faklrullah Salf Khan, who was ‘a wrlter|of Raga-
Darpana |n| 17th century. And he was‘then a

hundred years old1

:rl,f We» make a I;odk on the age; It lis piroved;-t-hat the
:'1'9%? centuries (’approximétely)z‘ K‘uvdeu Smh who
’:was born m about 1815 and dled in 1880 his |
preceptor Bhavamdm s penod was abcut from the
‘second half of 18th century to the first half of 19t

ce.ntury and Bhavamdm s prece‘ptor Bhavanidas’s

! i’e{aiiKe Laksha ~— Lakshan Swarup Me Ekrupta, by Dr. vasudha Saksena, Page - 5.
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period was in about the first half of 18" cehturyl.' In
this way both of them, Bh'a\ia‘nidva’s and Sudhar
'Khan belonged to the same. age: Then, if the
contest was vheld-in-between of Sudher Khan Dadi
and Bhagvandas Paikhav&aji’, .whic’ﬁ was ‘desc‘ribed by
Moulavi Muhamm'ad: Ishaq;" se’éf'r?ns; hiOre"Iogical
. Even then it is unable to prove about thls contest
by that t:me s references ( ‘
Yogmaya Sukla wntes ;
,H%mﬁmeow uu(,??ra_oﬂ“&i'dl’r
RTATCET . &b WF&T&? TATOTST, - IU‘!dlChl STGaTehiel T
1815 ﬁm a‘g QT&I 1880 &, aa:m g;a{q SToTeN&TaT
,um-o?rammm M'amraé‘rmﬁz?f
3“5%’&1’@( ‘QTHTG%T q;oﬁzr qad ﬁ\? amm' g;om SToTeArETaT
T gote

mzamm?r @ afeT T Wcﬁ’r %‘W‘f’f’f
e Brer ?Il 5’&T m m a%’r gRe =7
srcrra?ram ‘cxzmma%‘r g a:iﬁrra“z fenaf‘r 2@ Talt
mm@%%n mﬁa@w@m
@& aﬁhgmma&ﬁm 97,’"%: sTaT T
aRENfT TEfy e & st adaio
T e a’r-a;”sé’flu%ehﬁm 5
mﬁmﬁ@aﬁ'@ﬁ‘r!” SR

! Table Ka Udgam, Vikas Aur Vadan Shailiya, by Dr. Yogmaya shukla Page — ' 69.
2 Table Ka Udgam Vikas Aur Vadan Shatllya by Dr Yogmaya shukla Page — 69_.
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On the other hand, it is a fhinkable matter that,
when 3/4 strips of a Pakhawaj cut down, then
Pakhawaj gets itself unab!e to produce any proper
sound. Then how was it possible to produce sound
after cutting all of leather strip‘syof a Pakhawaj! As
we know it very well that, every sound is not music.

It should create a feeling by proper sound.

Secondly, even if we accept the above opinion, a
question stands in our mind about its shape. After
dividing a Pakhawaj, the cutting part of any of them
will remain open like Kongo or Bongo. But Tabla is
not like that. Even more, there is no stressing for
any musical instrument like ‘Tab bhi bolé’, ‘Tab

bola’ or Tabbola in any musical books till now.

It is also be noted that, Till the age of Mohammad
Shah Rangile (1719 to 1748 A.b.), there is no
reference found in any book about the instrument
Tabla or any Tabla — Players. Abul Fazal Has given a
long list of 36 musician*s name of Samrat Akbar’s
era in his book titled ‘Aain — E — Akbari’. But there is

also no reference for a single Tabla player in it,
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even refrained from mentioning Tabla as an

instrument in that book.

TABLA INVENTED BY KHABBE HUSSAIN DHOLAKIA
According this opinion Khabbe hussain is the

inventor of Tabla, and there are also two different

beliefs. These are:

1. Challenged was held with Khabbe Hussain
and Kadau Sinh, and

2. Challenged was held with Khabbe Hussain

and Bhagvan Das

CHALLENGE WITH KHABBE HUSSAIN & KADAU SINH

There is a hear-saying that a contest was arranged
in between of two different. instruments player,
with the instruments of Pakhawaj by Kadau Sinh
and Dolak by Khabbe Hussain Dholakia. Where
Dholakia was defeated by Sinh and his right hand’s
fingers were cut — off by the winner with the swipe
of a sword. Mr. Hussain then practised biaying with
his left hand on the right hand Tabla. Thereafter,

Mr. Hussain, himself, divided his Pakhawaj into two
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halves and made two vertical instruments which he

named as ‘Tabla’™.

In this reference Dr. Aban E. Mistry has written,
which on based on the forward by Kishan
Maharaj in Shree Bhagwat Sharan Sharma’s
book ‘Taal — Prakash’ that, “Several authors are
of the opinion that when khabbe Hussain
Dholakia wés defeated in a AMridang contest by
the eminently famous Shree Kadau Singhiji
(Kudau Sinh), his fingers were chopped off by
the winner with the swipe of a sword. Khabbe
Hussain then practiced playing on the DAAH!NE
(right hand Tabl3) with his left hand and doing
so, he elicited a measure of sweetness in its
words which pleased Kudau Sinh inﬁrﬁénsely
when he heard him. Thereafter, it was Khabbe
Huésain himself who cut the Mrudung onto half
andj madé two vertical instruments which he

named as ‘“TABLA’?.

! Taal-Prakash, by Bhagwatsharan Sharma, Page — 17.
. 2 pakhawaj & Tabla History, School and Traditions, by Dr. {Smt) Aban E. Mistry,
Page — 164.
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The forward of Taal-Prakash, written by Pt. Kis'h'en
‘Mabharaj is, -

%‘c‘r@r T W s dAd E foh wmed gaier m
oTe WWW@WB% (@%rf‘éﬁe) Ei
- worer 3 umifta g A @RifXiE S o1 deow W
St Sordrt e | ww UT WA BT 3 @S
‘aﬁ@r@rm&\rgma?m@l‘r‘ﬁﬁrmmh
(ﬁlBT&T) ﬁ%T oy, T afetonR W GRE?H Taicol
| 5Lia‘§,uc¢|o~d “éZ’fW&T fxici *a’f & FEoT WEHI WS
wmT 1%2” ﬁ‘r& SRIAT BT e Q?@TI"’ " .

—Taal prakash page 17.

'. ,CHALLENGE WITH KHABBE HUSSAIN & BHAGVAN DAS

There is one other hear~saymg about a contest held
m—-between : Khabbe Hussain Qholakla - and
Bhavamdas Pakhawajl Dr Yogmayia SHU‘kIé ‘has
. made th:s reference in her book ‘Table Ka Udgam
 Vikas Aur Vadan Shailiya’, where she- does not have

| 'any behef of that saying. She wr:tes

“1t is ‘séying that, a cdntest was held ih-b-et\fveen a
famous. Dolak player named Hussam Khan and

Bhavamdas Pakhawajl to prove whose mstrument
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is the most excellent. Here Dr. Shukla has made a
reference of Karam Imam which supports this |
opinion a‘nd writes; Hakim Muhammad Karam
Imam also mentioned this. And t-hen Mrs. Shukla
also added thét, in that contest there was a
condition to cut-off the right hand wrist 'of
defeated player. At last according to the above
condition the right hand wrist was cut off for
Dholakia. But, he was not ready to salUte his
misfortune even in this situation.‘ Hussain Khan
made a special effort and practised playing oh the
right hand portion of Dholak with his left hand and
left hand side of Dholak with his non-wrist hand

and made it alive by his great playing.

“ed B %E%BT it oo Uiy Sreifner Sy
Aol @Il T\aoll & JTo-gidall arel o gresdl o
oy 3 URENTT B | HaTe SodRH ST AN
o o A feer Blwm uREBET ¥ s@er o
oTEw BT @EeT Uoh wie I Y = &l g &
mﬁaﬁﬁmgﬁaﬁ 2Terfene ot @Ifesat
o e feen eren| fheg sar ulaixafa o & forafa

! Table Ka Udgam, Vikas Aur Vadan Shailiya, by Dr. Yogmaya shukla, Page — 74.
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- Table Ka Udgam, Vikas Aur Vadan Shailiya, page —74.

Mr. Karam Imam has mentioned several times
‘Dasji’ in his b,ook_’Madnu! Musiki. Mf. Imam ha$
mentioned about a contest which was held in-
betwéen a famous Dholak player and ‘Dasji’

Pakhawaji'.

In Madnul Musiki Mr Imam also talk about Das;ji
Pakhawaji has played Pakhawaj in the royal court of
Muhammad Shah Rangile®. It is an unsubstantial
reality to set Dasji with Kudau Sinh. So, we can say
that, the name ‘Dasji’ which was used by Karam
Imam -was for the famous Pakhawaj player
Bhagvandas ’Pékhéwaji. Bhégvandas Pakhawaji was

also known as Bhavanidas Pakhawaiji’.

! Madnul-musiki, by Hakim Muhammad Karam imam, Page — 236.
2 Madnul-musiki, by Hakim Muhammad Karam Imam, Page — 238.
3 Sangeet Tabla Ank, January - February, 1993, Page — 63.
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But according to Shree Chiranjeet, Sadikali Sitab
Khan (writer of Sarmaye Ishrat) and Moulobhi
Muhammad Ishaq (wreter of Risalaye Tabla Nowaji)
there is no reference about any »contest, where
Khabbe Hossain was defeated by Bhavani Das. But
from their references it is clear that a contest was
held and where Sudhar Khan was defeated by

Bhagavandas Pakhawaji'.

From one another reference made by Dr. Yogmaya
Shukla, here we also get the point that, according
to Lt. Pt. Ayoddha Prashad who was a great
Pakhéwaj player of Kadau Sinh traditioh, Khabbe
Hussain Khan Dholakia was not in the equal period
of Kudau Sinh Pakhawaji. Infact, he belonged to
similar age of Lala Bhavanidin’s preceptor of
Bhavanidas Pakhawaji. And the contest was held in-

between Khabbe Hussain Khan and Bhavanidas®.

One another point is, the real name of Khabbe
Hussain Khan Dholakia is Hussain khan. Perhaps the

surname ‘Dholakia’ was his family tradition or it

! Sangeet Tabla Ank, January - February, 1993, Page — 63.
2 Table Ka Udgam, Vikas Aur Vadan Shailiya, by Dr. Yogmaya Shukla, Page — 74.
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was attached with his name for playing Dholak very
well. But, how the word ‘Khabbe’ was attached
with his name it is a thinkable matter. As we know
that in Hindi the meaning of Khabbe is left. So, it
may possible that, perhaps Hussain Khan was a left
handed player and for this reaSon Khabbe Was

attached with his name.

We also know thét the dominant side of a Dholak
(which mouth is smaller then it's oppoéite) is
played by thé dominant hand. If Khabbe Hussain
was a left hander then he should have played a
Dholak’s dominant part with his left hand. At So
many places it is mentioned that after loosing»that
contest Khabbe Hussain had lost his right ‘hand. So
his dominant hand was active till then. And there
was no problem to play Dolok’s dominant part by
hisA\dominant hand. But when we think about his
cutting hand then so many questions arise in our
mind. Here we need to give our attention as we
know very well that Dolak is an instrument which
played by fingers. After cutting two or three fingers

of a hand it is normally not possible to play a
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Dholak. Then, how was it possible to play when all

the fingers were cut off!

Even, some people’s opinion associate for Khabbe
Hussain Dholakia as the inventor of Tabla, but
history saying Dholakia was famed by a Dho!akA
Player only. Till now there is no any strong
reference that we can say Khabbe Hussain Dholakia
was the founder of Tabla. If he was the inventor of
- Tabla then it mu'st have mentioned some wﬁere in
any book in that period. It is also noticeable tha_t
Dargah Kuli Khan who was an 'eyé wi’lcness,i of
Dholakia never mentioned Khabbe Hussain as the
inventor of Tabla in his book ‘Murakkaye Dehli’ in
any place. So the reality of this saying is not

credible.

- OBSERVATION

From this above study we have got a number of
references about Amir Khusro (1253 A.D. — 1325A.D.)
for the invention of Tabla. There are another two
- Khusro Khan who were in the age of‘second half of

13t century and middle of eighteen century
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accordingly. At some places it was referred "to
accompany with sitar Amar Khusro invented it; at
some places Khusroo was referred to accompany with
Khayal and Qwali Shaili (singing pa’fvztems,_v which also
were made by him) invented Tabl3; and even at some
places Amir Khusro was referred he, himself, by
cutting a Pakhéwaj made this Tabla.

According to its invention of Tabla we get a number
df references that so many cohtests were held at.
different periods. Some-whére, Khabbe Hussain
Dholakia challenged to Kadau Sinh, some where,
Sudhar khan Dadi challenged to Kadau Sinh and even
some where Sudhar Khan Vdadi challengéd to -
Bhagvandas Pakhawaji, etc. And from these above
contests it is also pointed that in every contest th.e
defeated player cut off his instrument and made a

- new instrument and named Tabl3 hence.

As it is early referred and we already able to prove
Tabla@’s connection is linked with ancient time. So, it
may not be appt;opﬁate to think either Amir Khusro
or Sudhar Khan or even Khabbe hussain Dholokia as

the inventor of Tabla.
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TABLA'S EVOLUTION BY DIFFERENT PLAYING STYLES

Tabla is a preciée but complex percussion:
instrument. From the beginning there was an
~adequate amount of mystery about to learn the art
of music. Music was taught by verbal instruction
without 'any written language. This was also
followed at the time of Tabla teaching. Till now
there has not b‘een a great deal of text material |
about its learning process. And also there is no any

consistent, standardized pattern of playing style. .

In this respect Dr. (Smt.) Aban E. Mistry a great
musicologist has written oh her book ﬁtled,
‘Pakhawaj and Tabl3, 'History, Schools and
Traditions’ that, |
“The current Parampara of Tabla is the fruition of
continual lineage passed on to Qs since the past
almost 300 years. These centuries have endowed
us - with gobd many artistes, disciples and
composers of outstanding caliber. But the
misfortune of this instrument is si;ch that there is

not a single authentic book or a certified copy



twentieth century whereby one may collate fa¢
data of that period’s manner of playing, the time
bound history of its artistes or the substantial
information pertaining to the erstwhile
Paramparas. Therefore the scholars project their
own varied views about Tabla’s invention and its
birth-cycle. Not only this, even several other points
of discussion regarding Tabla such as its
Paaribhashik Shabda (definition of the words of
Tabla), Taal Ki Matraye (counts of its beats) and Bol
and Bol Nikas (words and its egress) all differ in
opinion. In an uncertain situation like this, it is best
to reply more on legends, the icons of ancient

temples and wall-sculptures which do not belie'.”

BAZ

Playing style is an important fact of evolution of
Tabla. With the development of Tabl3, its playing
style also developed. It is said that Siddhar Khan

was started a playing style first by the named ‘Delhi

! Pakhawaj and Tabl3, History, Schools and Traditions, by Dr. Aban E.
Mistry, Page — 153.



Chapter — One
Analytical Study of the Evolution of Tabla | 152

’

Baz’. The word Baz means a Vadan-shaili or a
Playing style. In generally, Vadan-pranali and
Vadan-shaili (lineage and playing style), is called

Baz.

BAZ BY GEOGRAPHICAL LEANING |
By the géographical leaning Baz is divided into

three main divisions:

1. Purab Baz (Eastern Baz),
2. Pashchim Baz (Western Baz), and

3. Punjab Baz

PURAB BAZ:

' The word ‘Purav’ is meant east; so this Baz is also
known as Eastern Baz. Eastern Baz includes in
playing styles of the eastern regions namely
Banaras, Farukhabad, and Lucknow; as the above

places are located in east India.

PASHCHIM BAZ:

The word ‘Pashchim’ is meant west, and according
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to the meaning of its, Pashchim Baz is known as
Western Baz also. Western Baz includes in playing
styles of the western regions namely, Ajrada and
Delhi as the above places are located in the west

India.

PUNJUB BAZ:

Punjub Baz is also known as Padal baz. Baz which
h:asfrbeen: celebrated in Punjab is called Punjab

baz.

BAZ BY PLAYING STYLE
By the lineage and style of playing, Baz is also
divided into four main divisions, whdse were
mentioned below:

1. Bandh Baz (close),

2. Khula Baz (open), and

3. Nachkaran Baz

4. Padal Baz

BANDH BAZ (CLOSE):

Bandh means close; bols are produced by playing
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closely in this Baz. Bandh Baz produces limited
vibrations. In this Baz Chati (out of border) is used
extensively, so,' it is also known as Kinar _ki Baz.
Delhi, Ajrada, and Farukhabad are famous for
Bandh Baz style playing. For example, Dina gina,
Dhati gina, type of bols is blayed in this style

extensively.

KHULA BAZ:

Khula means open; bols are produced by playing
openly in this Baz. Bandh Baz produces resonant
and sonorous vibrations. Khula Béz is closest to the
Pakhawaj Vadan shaili. Banaras, and Lucknow, are
famous for Khula Baz style playing. For example,
Dhira Dhira, Dhita Dhita, type of boles is played in

this style extensively.

'NACHKARAN BAZ:
In ihis style, Tabla is played with dance. Tabla is
used in dance with a distinct quality. Dahce has
distinct syﬁabi of playing. Under this shaili, tabla is
to play those syllabi.
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There is no fixed bols or bandish (composition) to
play in Tabla in this baz. The dancer expresses
himself by difference fillings and Mudras
(expression styles), and Tabla player play this
expressions on Tabla. Accdrd_ing to Shree
Pashkarraj Shridhar sir, there are four different
Angas (Paterns) by how Tabla is played in this béz..
These are: |

i. Gharanadhari Anga

ii. Tandav Anga |

iii. Lasya Anga, and

iv. Thumri Anga

PADAL BAZ:

Pada! is a local language and it means ‘to stay
somewhere’. In ancient period by the way of
Punjab, foreign people came to India and in tum(
they also used this way to go again. There were five
rivers in Punjab and people used to stay there at
the banks of river. At time of stayin‘g they also
played different instruments there and by this way
a new pvlaying style was emerged there which is

known as Padal.baz.

155 .
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Even in Padal Baz, bols are played openly but there
is a distinct difference from Khula baz playing style.
Day by day Baz transformed as Gharana; as Siddhar
Khan lived in Delhi, then his playing style became
famous as Dhlhi Gharana. In this respect, Dr. Mistry
has said,

‘It is historically factual that Delhi Gharana and its
Baaj is the patriarch of all other Gharanas. Delhi’s

- original disciples branched out into diverse towns
and cities of the country and made their respective
choices and permanent residence. Then these
peopvle befittin.g the requisites of the local

. environment carried out experimental research and
introducing new reforms as per their personaly |
intellect and creativity, adorned their own with a
new cloak, thus establishing their own individual
- identity. When these newly evolved Shailis’
. following was pursued by their respective familial
‘and disciple heritage over generations, they
automatically earned, on reaching meturity, status
of a new GHARANA. In this_ manner, six basic

Gharanas of Tabla have become famous in the field
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of North Indian Music'.’

It is well known to all that, in the field of Tabl3,

there are six main gharanas in India. They are:

I. Delhi gharana Il. Ajrada Gharana
. Lucknow Gharana IV. Farukhabad gharana

V. Banaras Gharana, and VI. Punjub Gharana

For illustrating in brief a chart of Tabla’s Gharanas

is presented here,

Uatad Siddhar Khan
(1) DELHI C-liHARANA

~ NG
Ustad BugrakKhan Name UnKnown
{Son) (Sclzn)

<+ J
Ustad Sitab Khan Ustad Maudu Ustad Bakhshu
{Son) Khan (Son) Khan {Son)
N

7 N/
Ustad Miru Khan Ustad Kallu Khan
{Diciple) {Disciple} {2} LUCKNOW GHARANA

Haji Vilayat Ali Khan
(Disciple & Son-in-law)

(3} AIRADA GHARANA

Ramsahay Mishra {4) FARUKHABAD GHARANA

{Disciple) \'\L

{6) PUNJg/B GHARANA  (5) BANARAS GHARANA

Ustad Siddhar Khan's contemporary Lala Bhavani Das and Lala
Bhavani Sinh is the pioneer of the Punjab Gharana. This Gharana
is an independent Gharana by itself.

! pakhawaj & Tabla History, School and Traditions, by Dr. (Smt) Aban E. Mistry,‘
Page -~ 175.
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SHORT DESCRIPTlON OF DIFFERENT GHAARANAS
DELHI GHARANA.

As it is_lcleared by early discussion and also by this
above chart that, Siddhar Khan Dadi is vthe main
progemtor of Delhi gharana and with. the passage
of time, other gharanas are evolved from this
gharana ‘A‘bout Sidhar Khan Dhadlv Prof Saxena
Gurugee has sald that, the whole cred:t for
initiating and establlshlng the Delhl gharana as-a
”dlstmct school of Tabla playing goes to Ustad Sldhar

- Khan Dhadl He is also known .as the ’Khallfa’z of

o thls gharana He had three sons Ghasrt Khan Bugra

Khan and thlrd son whose name is unknown but
| ‘by his great sons Madu Khan and Baksu Khan who
successfullyéesta’bllshed vLu.(;:know gharana, is given
a ‘gre'at contribution for EEﬂowris!hing " Tabl3

lnstrument Ustad Slddhar Khan had three prlme

| ‘ dlsc:lples also. They were Roshan Khan Tullan Khan

and Kallu; Khan Sltab Khan was-;}ah' ‘very

knowledgeable Tabla player and hlS son. Nazar Ali

! The Art of ‘Rhythm — Essentials, Tradxtlon and Creat1v1ty, by Sudhlr Kumar
Saxena Page no — 109. ‘

2 “Khalifa’ is an honour. There are several meamngs,of it. In musmal gharanas the
most ultlmate person is known as Khalifa also. :
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and grand son Bade Kale Khan were famous Tabla
player of their time. Bodli Baksh (son of Bade Kale
khan) had a son, is considered:te be the second
| khalifa of modern Délhi gharana"; Ustad. Habibuddin
‘, Khan who was the most able dlscxple of Natthu
VKhan earned a lot of fame by hlS modern(

accompanlment styles

Mumr Khan a dlsmple of BO|I Baksh was not only a
good player but atso a good teacher Amongst his

disuples were Amlr Hussam Shamsuddm Khan

Nikhil Ghosh and ‘the very f fous Tabla player

Ahmed Jan Ahmed jan was bo mHM'uradabad and
was glven shelter by Rampur D;arbar for a long

tlme He was famous as Th'lil’jkva Khan for his

‘umque Dhlra dhlra p!aymg,,‘alsov was a famous

i

, %Tabla teacher

’ iA short chart of the lmeage and famlly tree -of Delhi

| :jgharana IS bemg presented here» i

& The chart is made with "the help of Taal Parichay by ‘Ghirishchandra

'_Shreevastava ‘Pakhawaj & Tabla - History, Schoo! and Tradstlons by Dr. (Smt)

QAban E. Mistry.and ‘Tabla & The World of Endtan Rhythms by Sudhis Chandra
K :Banerjee ‘
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DELHI GHARANA
|
— sons - Siddhar Khaﬁmme;@ies

I N 1

Roshan Khan Tullan Khan Kallu Khan
1 1

Bugra Khan Ghasit Khan Unknown

i j [ 2 ]

Makkhu Khan Madu Khan Bakshu Khan

i
Sitab Khan Gulab Khan , —
I { 1

Nazar Ali Bade Kale Khan Mohd.Khan Ghulam Abbas
{Son} {Grand Son) {son) .

I
— Boli Baksh (son} -
Natthu Khan {Son) Munir Khan {Disciple)
' ,

Habibuddin Khan (Dis)-Prof 5.K. Saxena i

. I A i I 5 1
Thiraklva Khan Amir Hussain Shamsuddin Khan Nikhil Ghosh

K 1 4
Prem Ballabh Sudhir Barma Lalji Ghokhle

PLAYING STYLE:
The use of two fingers (index finger and Middle
finger) is very common in this gharana. Most of

the bols are produced from Kinar and Shyahi

from a Tabl . So, the playing style of this.

gharana is also known as two finger's baz or
‘Kiner ki baz’. Bols are produced very softly and

Dhina-Gina, Tita, Tirakita, Traka, etc. types of bols
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are played frequently. In this baz, peshkar, quaida,
rela, tukda, mukhra and mohra are played mostly.
On the other hand, big Parans as well as Chhandas
are played seldom in Delhi gharana. For example a

quaida is given below:

DhaTi DhaTi DhaDhi TiDha

X

TiDha GiINa TiNa KiNa
2 ' .
TaTi TéTT TéTé TiTa
5 —=
TiDha GiNa DhiNa GiINa
3

AJRADA GHARANA

There is a village named Ajrada in Merut district,
very near.to Délhi. Two brothers named Kallu Khan
and Miru Khan were resident of Ajrada, went to
Delhi. to famous Tabla player Sitab khan to learn
Tabla. And after completing their training they
returned back to their own village Ajrada and
developed a new style, which is famous as Ajradé

Gharana by the name of their native village. Ustad
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AJRADA GHARANA
I
i 1 A
Kallu Khan ——— Brothers ———— Miru Khan
i
Muhammadi Baksh = Chand Khan - Kale Khan
{son) {son) - {son)
*ér
— ‘ -
Bamihsu Khan . Shammu Khan Nane Khan
{son) , {son} . {nephew)

|
Has%bibsud?d:n Khan {son)

- — ' B _
Prof. Sudhir Kumar Saxena {dis) Ramzan Khan {son)

— ¢ .
Madhukar Gurav Pushkarraj Shridhar Ajay Ashtaputra
i I | | '
Anll Gandhi Gaurang Bhavsar Ramesh Bapodre Devendra Dave
1 I |
Keéar Metkadam Rav: Nikte ﬁahuﬁ Ehagvat Umesh Mehia Eﬁwang’u’akif

, §
Hgtaﬁ Fan-dya Amit Ukhade Keyur Pota Sammgﬂnjaﬁa; Nadieem Momin

L. i i I 1
Monstrul Alarmn Nitiranjan Biswas inderdutt Deerpaul Kazuyuki Chattubabu

Habibuddin Khan, who was famous for his own
developed modern accompaniment stylesQ He is
also considered to be the khalifa of Ajrada gharana.
Unlfortunately, he could unable to play Tabla from
‘1963—64 due to illness and after a prolonged illness
he expired in 1972. After his death Prof. S. K.
Saxena has led this gharana and has made a long

disciples chain.

L About Ajrada gharana most of the information was collected by oral conversation
from my gurujee Lt. Prof. Sudhir Kumar Saxena.
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PLAYING STYLE:

There are very few differences between Ajrada and
" Delhi styles. The difference between Ajrada style
and Delhi style is that most of the Ajrada quaidas
which are undulating in nature and played in Adi
laya. It is also known as three fingers styie as most
of the bols are played with the help of index,
middle and ring fingers on dahina Tabla. Bols are
playéd very swiftly in this gharana. The bols of tisra
jati like 'Dhégen‘é, Digana, Ghenaka, Dhatraka, etc.
are played frequently and the usage of Bayan (the
left drum of Tabla) is quite predominant in this |

gharana.

For example, a Peshkar is given below':

DhTGaNaDhé‘ TrakDhina DhaGeNaDhin -DhiNak |
>lZ<)h:§1GeNaDth -DhaDhaTi DhaGeNaTin  -TiNak
'?TG_aNaTé -TrakTiNa ‘TéKeN.a'lTn —TTNak
ghéGeNaDh‘u‘n -DhaDhaTi DhaGeNaDhin -DhiNak
3

! This peshkar is also illustrated in ‘The Art of Rhythm — Essentials, Tradition and
Creativity’, by Sudhir Kumar Saxena, Page no — 119.



Chapter — One
Analytical Study of the Evolutipn of Tabls | 164

LUCKNOW GHARANA

" This gharana is also started by two brothers of
Madu khan and Bakshu Khan, who were the grand
sons of Siddhar Khan. They Were sent tb Lucknow
Darbar by the ruler of Delhi Darbar and after having
stayed for sometime, they invented a unique style
of Tabla playing, which is famous as Lucknow
gharana. Amongst descendants, Mammu Khan and
- his two sons Munne Khan and Abid Hussain
became -famous Tabla player from this gharana.:
‘Ustad Abid hussain, who was very famous for
‘accompanying with dance and camé to be known
‘as the khalifa of Lucknow gharana. Amongst his
discipies Biru Mishra, Hirendra- Ganguly and
~Jahangir khan were very famous Tabla player. On
the other hand, the anothevr khalifa of this gharana
Munne Khan’s son Wajid Hussain and grand son

Afaque Hussain were famous Tabla player.

For quick viewing a short chart of the lineage and
family tree of Lucknow gharana is being presented

here:



Chapter — One

Analytical Study of the Evolution of Tabl& | 165

LUCKNOW@ GHARANA

my 1
Madu Khan—(Grand Son of Siddhar Khanl —Bakshu Khan

Desce

ndants

Mammu Khan

Mghzammag%i Khan (son)

‘e
Munne Khan {son)
Wajid Hussain {son}

Afagque Hussain (son])

limas Khan

PLAYING STYLE':

The Lucknow baz is influ

‘ i
- Abid Hussain {son)

- Biru Mishra {dis)

ndra Ganguly

H

ire

i '
Jahangir Khan {Indore)

enced massively with the

accompaniment of dance and for this reason bols

are produced quite open and sonorous. Even,

‘quaidas, relas and peshkars are very common but

spécial emphasis is given on the playing of tukras

and gats. Compositions like -dupalli, Treepalli,

' The playing style and the quick chart is made with the help of ‘Taal-Parichay’ by

Ghirishchandra Shreevastava, ‘Pakhawaj

& Tabla - History, School and Traditions’

by Dr. (Smt) Aban E. Mistry and ‘Tabla & The World of Indian Rhythms’ by Sudhis.

Chandra Banerjee.
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Chaupalli gats as well as _chakradhaf gats and bols
like GheDeNaGa, Kran, KreDhaGheNe, etc. are
pla.yed predominantly. For example, a chalan is

given here:

DhiNa GiNa Tak Tak
X .

DhiNa GiNa DhaGe Tila

2

DhaGe TiTa KiTa DhiNa
0o :
- - --Tak Tak TiNa KiNa
3

BENARAS GHARANA:

Pandit Ram Sahay, the disciple of Ustad Madu Khan
of Lucknow was the founder of Benaras gharana.
He had taken 12 years of training at Lucknow from
Madu Khan and became famous hugely during the
period of Nawab Wajidali Shah'. After training
Panditji retufned to his native place Kashi and

founded Benaras gharana.

Pandit Kanthe Maharaj and his nephew Pandit

Kisan Maharaj, Pandit Samta Prasad was consider

! “Taal-Parichay- Part—25, by Ghirishchandra Shrivastava, Page no. 22, 23.
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to be the top most Tabla player of their times.
Pandit kisan Maharaj who expired very recently has

made a large disciple chain.

On the other hand, Pt. AanheléIMishra‘who'waS a
discfple of Pt. :Bhair'o Mishfa is ct:)nsidel"ed tdbe the
Badshah and magnman of the T‘ntala theka ’Na Dhin
Dhm Na’. Dr, Prem Narayan Smha who a!so wrote a
book by usmg thls as a tltle Pandatjl expired on
10™ March1958 and amongst hlS famous dlsaples»
were Shri Mahapurush IVhshra Chotelal Mlshra
.Ramjl M:shra (son) and Ishwarllal Mishra”. For qunck

Iookmg a chart of Benaras gharana is glven here

- BENARAS GHARANA

I
| Pt. Ramsahay‘ Mishra ; ,
oo h L,
Bhagaatji Prai:apji‘ Shalranji &aijuji . :Jahki}Sahay Gouri Sahay tshwariSahay
| ‘ | Pl
Bhairavji Jagannathji Dargahiji Chhotkuji Vlshwanathp Bha;rav Sahay

(snn) : (scim) (son} ! {son) -

] |-
Shwsundar Bikkuji ﬁankuMaham Ehagvanp rﬁaldev Sahay
Mahadev Mishra (Bacha Mish:a} {son) (st:n)

Anckhey tal b - ‘Etkku!' : Durga Sahay | [Bachaj
Samta Prasad °Samt§ f;asad -Biru Mtshra - Naitu Babu Bhagwati Sahay - Bikkuji

} Ramji Mishra (son) (sofli Gama Mishra Basudev}l ,Shyam;a!" | Hari tMaharg]
Mahapurush {dis} i {son) l§ ' L Sharda S&hayj; L Kanthe Meharj
tshwarilal Kumar Lal Lachchhuji - aji__i{- o )
Chotelal Kal[BShjk {son} {son}  Shrivastava Kishan Maharaj

1 Na Dhm Dhin Na Ke Jadugar Pt. Anokhelal Mishra’, by Dr. Prem Narayan Sinha.
? ‘Tabla & The World of Indian Rhythms’, by Sudhts Chandra Banerjee, Page - 72.
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PLAYING STYLE:

As we know the Benaras gharana is Stérted by Pt.
Rarnsehay Mishra who had his ‘initiai tr‘ain‘i.ng from
Lucknow, so, the impact Aof. dekn'ow gharana ié
always ShoWh ‘in this gha'rav.n'a.: And for being a
Hihdu do'mi'nate“d city, seme 'Hirtdu’c:u;itdre also is
;shown in Benaras gharana Parans tukdas gats,
laggr Iadl are very common . m‘t_hls gharana And
bols are played very openI\; airwd Ioudly In this
'respect Saxena gurujee wrltelsli it f(;Benaras)
completely Qpen baz. In other vwordzs -wh()»le hands
ar-e” used herew as agamst mere fmgers and
| -therefore the sounds produced |are,,at tlmes a bit
A':too Ioud tendlng (lnC|dent:—:1!|ly|) to detract from
artxculateness of playlng Bols hke DhlraDhlra,
theteDhete Kran GaDlGaNa etc are commonly
'tused and bayan is very proment |n this gharana For

l

: example a Benaras quaxda |s glven below

e to ‘ i f

b L | ;

;: . .’ .
‘ .

i

Dhlk thNa T‘RaK’Ta Dh:Na | DhaGe NaDht -KDht NaDa

x ‘ 27 |
Tf‘k. TTNr:j TTRGKTTa TING | DhaGe NaDhl -KDhl NaDa -
0 | 3

" The Art of Rhythm — Essentials, Tradmon and. Creatlwty, by Sudhir’ Kumar A
Saxena, Page no — 97
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FARUKHABAD GHARANA

The founder of this gharana was Ustad Vilayat Ali
Khan, who was also famou»s as Haji Vilayat Ali Khan.
The name Haji-ji is an immortal name in the history
éf Tabla playing. There are several compositions,
several patterns, are famous in the field of Tabla

playing by the name of Haji-ji.

Haji-ji had a Son Hussain Ali Khan was a famous
Tabla player. Hussain Ali’s disciple Munir Khan and
son Nanhe Khan were very famous in their time.
Nanhe Khan’s son Masit Khan, grand son Karamat
Khan and great grand son Sabir khah are thé very
famous name for this gharana. Amongsf the
disciples of Haji ji, Channu Khan, Mubarak Ali Khan,
Chudiya Imam Baksh, and Salari Khan are well

celebrated.

For quick looking a short chart of lineage and
family trees of Farukhabad gharana is presented

here:
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FARUKHABAD GHARANA

Haji Vilavlat Ali Khan

| R
Nanhe Khan (son) Munirl Khan (dis)

[ I |
Thirakva Khan {dis) Aeir Hussain (nep)  Shamsuddin Khan {dis)

Masit Khan {son) == Karamat Khan {son)

Sabir Khan {son)

PLAYING STYLE:

However; infact, all the three gharanas viz,
Lucknow, Benaras and Faerhabad come under the
‘burab baz’ or eastern stylistic playing school, so,
there are very little differences between Lucknow
and Farukhabad gharana. Chalas and rows are
played frequently .in these gharanas. Quaida,
‘ beshkar, rela, etc. are played frequently as well as
large and rigid tukda, parans and gats are also used
commonly. Bols like Dhage tita, gadigana, Dhira
dhira, etc. are used recurrently in compositions. For
example, a gat of Farukhabad gharana is presented

here:
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Dha- GheTak TaKiTa GheTak

' DhaGeNa DhaTiTa GeNaGa DiGheN3
2

Ta- KeTak TaKiTa KeTak

Dh3GeN3 DhaTiTa GeNiGa DiGheN3
3

PUNJAB GHARANA

However, all gharanas discussed earlier have
connections with each other and.‘also have a
common root except Punjab gharana. This
gharana developed independently. Hussain
Baksh and his son Fakir Baksh were very
famous in this gharana, as well as Fakir
Baksh’s disciples Karam llahi, Malan K‘»han and
son Kadir Baksh also weré'famous in their
time. Ustad Allah Rakkha, disciple of Kadir .
Baksh was renounced Tabla playerv from this
gharana. He‘fearned a Iot of fame from all
over the country and worldwide. He tau‘ght to

a huge quantity of disciples. Amongst them
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Ustad Zakir Hussain, Ustad Fazal Quraeshi,
Yogesh Shamsi are very famous Tabla player

of present age.

For quick looking a short chart of Punjab

Gharana is presented here:

PUNJAB GHARANA

Hu:ss‘aiin Baksh

Fakir Baksh.(son)

| !
Karam llahi{dis) Kadir Baksh {son} Malan Khan {dis)

~ Allah Rakkha {dis)

| |
Zakir Hussaln {son} Fazal Quraeshi{son) Yogesh Shamsi{dis)

PLAYING STYLE:
The pakhawa;" playing style is mostly influenced in
this gharana. Even today, at some places in Punjab,
shyahi made by wheat glue are used on the bayan
Tabla like pakhawaj. In this gharana bols are

adapted from pakhawaj and after modifying and
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playing those on Tabla they have created a unigue

style which is famous as Punjab gharana. The

playing of long quaidas, gats, parans, as well as the

use of complicated rhythmic patterns is common in

the Punjab gharana. Bols like Dhadi, Na-da, Kadana,

Kretana, etc.

are used predominantly. For

example, a Punjabi quaida is given below:

‘GeNaTiTa

TiTaTaDha GheNaTiTa DhaGeTiTa
X ’
GeNaTiTa TiTaTaDha GheNaDhaGe TiNaKiNa
2 ‘
KeNaTiTa TiTaTaTa KeN3aTiTa TaKeTiTa .
0 .
' GeNaTiTa TiTaTaDha GheNaDhiGe DhIN3GIN3

'3



