CHAPTER - III

PRESENTAT ION OF SOLO TABLA PLAYING OF PUNJAB GHARANA

+3:1 | Introduction
Inthe previéus chapters of Tab-la playing style of Punjab tharana is stafed according t‘o‘the series
of téchniques (Shastrapaksh kraﬁ). However it must have some fundamerital sequence. In that
véribus opiniqns of several scholars as well as the researcher are fnent_icir}ed; "

‘ In this cﬁapter there is a mention abou;z how. the sequence of methédiéal compositions can be
presentg:d ina praétiqal form. In this various compositions bésed on 'Lay' such as 'Vilambit',
'Madhya' and 'Drut" are described in a practical o.rde;". However it does not méan that wﬁeitévc;r
c;fdéz‘ is stated hére has to be followed b_y an as‘tist_ of Punjab Gharana. As the sequence of-
presentation is enti:;ely«'depends upon the artist. However-in Fhis chapter efforts are made to
presentthe seque.nce of compos ifions by the scholars and artists .associétléd to this Gharana.

There is no historicallwriften evidence about the rr_xethodical presentaﬁ‘én of these compositions.
There is no speciﬁc proof of its seqv.;ence and fhé history Is silg:nt abou{: this. The researcher has
initiate& to ascertain that this must be ‘spmé sequence of preseﬁtation.,prever severa’l a_rti_stfs of ~

. this Gharana differ in their opinion about this still a particular sequence is presented.

3:2: ThePurpose of Sequential Presentafion
H:Lxman life is the most important aspect of the Mother Naﬁire. It fdiiéws / undergoes various ‘
stages till its abéolute growth. These stages of grthh are specific quality of nature. Our entire
| life depends on this. Similarly presentation of music is also based ori‘ specific principles. The
‘natm'e follows ptjilléiples of presentation simivlarl); m.t'xsic too is based on some principles..Based

on these the musicians have preseﬁted music. The playing style of Punjab Gharana also has
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precise traditional séquence of presentation. The aim of this Gharana or any other-Gharana is to

present all the compositions in an appropriate sequence so that the sequence is ignored or broken.

3:2;:1; ' Divex;sé Opinions A

It is the duty of an artist to provide excellence especially in the ‘pfiliciples of p‘resentations.
However it is tﬁe human nature to try and divert things according t§ the requirements. While
doihg this healters few pr;nciples,vThese are accepted and rejected by few. This triggers series of
difference of opinions. There are such differences in principles of practical presentati(;ns of

Punjab Gharana too. The researcher too realized the above after the discussion with various

scholars and artists of Punjab Gharana.

3:2:2: The Use of Precise Sequence

Itis obvious that pércep’cions do differ. It is quite pos'sible to have différence opinions. Similarly
there are numerous examples that various Gﬁa'rana of Indian classical music are based on their
own principles as well as they have their own perspectives about preséntaﬁqns. The researcher
has r;xade‘ an attempt to present distinct. seqlxer;ce of presentatién of Punjab Gharana. There is a
special mention ab'out. how‘shouldibe the playing stylé of Punjab Gharana as well as what shoizld
“be the order of its pfescﬁx}ta%ion. Similarly an attempt is made to 'elimina‘"te the difficulties during
the presentat.ions and there has to be a provision for an artist to present hi§ performance according
to hisr own vision. It is sure according to the views of artista of this Gharana énd after !istenin gto
the recordings of variéus artfsts it can be said that there is no historic’al evidex?ée of any rz.xle of
px;eséntation. Tllese.compésitions.aré performed in solo perforlﬁances. This specific perception

is presented after interviewiﬁg many teachers (Guru).
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3:3: Characte-rs (Varna) of Compositions

In evéry performed composition during a s'o'lo performance or i:‘1 accompanying 'Varna/

‘ character’ is tiset_i. When a student begins to learn playing Tabla, he practices to execute various

"Varna' while playing. This is the primary base of learning compositions.’

Aword is formed usiﬁg various ;VanTa’ anid the combination of stich words forms a composition.

The words of composition of Tablaare arranged as per'Baya’ and 'Daya‘ of Tabla. Sometimes the

90mpositions ar‘e arranged only to be played on ’Bgya“ or'Daya' or coxﬁ_bined ’Varﬁa' are used. As
t'hese 'Varna' do not have any.speciﬁc existence if played separately if' fiot presented as onc

composition using.various 'Taal, ;Matra', sections and 'Taali- and Khali'. However ‘while |

cémposing itis really very im;'mrtant to observe which 'Varna' is included arid in which order ﬁ is

-arranged.

3:3:1:  TheDefinition of 'Varna'
“The literary meaning of 'Varna' is letter. Many people know it as 'Vdrna'. Var‘ious authors have
- their ow;yl \fie\)\e;s about this. |

Prof.GirishcﬁandraShrivastav writes abou;"Varna'. ‘Accof_ding to him 'Varna' means a character
created by sound of striking hands/ palms on Pakhawaj and Tabla etc. (‘T&a{Parichay'-paﬂ 3 by
Prof.GirishchéndraShrivastav) |

According to ShriSudhirMainkar's opih ion '\_/ama’ means to produce single or combined sounds
by striking different fingers on different; parts of the surface of Tabla. They are called primary

. 'Varna of Tabla.” |
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3:3:2:  TheUtility ;)f "Varna'

"Vama' is the most essential factor for teaching or lea*‘ﬂing Tabla. _Té ledﬁ) any lang@ge itis
 essential to learn alphabets. It is impossiblé to write, speak and read any Iangqage without the
knowledge of bésiq alphabkéts.- Similarly to learn Tabla it is very ‘e.ssentviél.to learn 'Varna'. W i»th‘ .
the combination of "Varna' of '‘Daya’ and 'Baya’ various words as well as compositions are

originated. Hence the separate study of 'Varna' creates powerful and attractivé compositions.

3:3:3: The ')I‘yp_eyand Structu l;e of 'Varna'
Every 'I;z{bla player f)lays' varic’)uskcom_poAs.itions; whether he perfomxin.g a .soﬁo or accompanying -
somebody. The‘ar"tist also éna!yzes about the struﬁture of each and evefy composition to be

presented.

The structure of a compoﬁtiqn is based on th.e, 'Vamef us,c;d for its formation. lfaccufacy and

importance of each 'Varna' is maintainied while arranging any compositioﬁ then it makes it

melodious and valuable. The combination of 'Varna' has to bé such that every artist shéu!d 1ot

find any difficulty while presenting it. The cérﬁbinationof’Vama' shobuld make cach beat of a-

composition sound powerful and rhyihmic. This makes the composition easy to comprehend.

v

3:;’):4: The Utility (;f 'Varna' in Presentation
It becomes clear when wé,study 'Shastra' that various scholars héve mentioned about ‘Varna’; for
'éoxne the numl.)er isten and for othérs itis elev.en,
The base of 'Varna' of Tabla is the 'Varna ' of 'Mrudang'. Itis conside'red that altogether t‘hey*are
ten. They are 'Ta’ or 'Na', 'Ti" 'Di' or "'Thun' "Tu', or 'Te' or "Tin' 'Ra' "Ta' or 'Re' and to the right 'Ka'
‘Ki' or 'Ke' or 'Ga’ or 'Gha' and on the ‘Dagga‘, or'Dha’ anq 'Dhi’ dii "Tabla', and on ’Baya' the

combined'Varna' are played.
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3:4:  The Playinig Style of Pu;ljab : Method of itsAPresentatiop
'The systenﬁatic presentat‘ion of Tabla playing of Puﬁjab Gharana liasvto be ‘done through fsole
performance. Principally presentation can be done with two methods. The first is solo
performance and the second through accompanying, H'el;e we will aﬁg]yze' tile methods of_so_lo
presentation as pér the topic of the research. Here all the practical aspeéts will be presented in
_ W;_'itten (scripted) form. Initially playing ‘sty}eé of Punjab Gharana are systematically put in
sequence followed by its practical form is sc‘ripted. In ;his all the compositions based on "Tecn
-Taal included. |

"Teen Taal' and Other Rhythmsf:hThe observa_tions about solo Tabla piasfing confirm that it can be -
presented only in se!eéted rhythms / 'Taal'. F;>r presentation of solo performance identical
segmems are (Khand) in practice. 'Taal' are identical in the presen.tation, methods qf’ cvery
Gharana. The only variance among them is their compositions and théii_' -execution. ';i'éen Taal'is
.the most popular rhythm in solo presentation. This is the most_’ commonly. used "Taal' as its
sections have equal 'Matra'. They are divided equally into 'Matra' of 4-4 sectipns for 'Khali-
Bhari'. This si(mpliﬁes presentation of compoéitions like 'Kh‘a!i—Bhailri'j of 'Kayada'. Hence this
" 'Taal' has become very popular, The e;rlier Ustad héve acknowledged it a.s 'Raja Taal'. Theretore
_ th’is "Taal' is perform'ed quite often. TI1.is "Taal’ is very easy to perform as its 'Matra' are in equal
interval. Therefore this'Taal' i; known asacomplete composition.

Tabla playing can be presented in many othell-'TaaI' than 'Teen Taal'. However com pa‘reci» to "Teen
_ Taal' other 'Taals' are not less familiar. If we analyze other 'Taal' like 'Zaptaal', 'Rupak’, 'Ektaal', .
etc., have unéquai sections in them. Very few compositions are arran ged in these "Taal' com parﬁd
to ’Teeﬁ Taal'. However we conclude that other "Taal' are not much in practice but for solo
performaﬁce the cémpositions are presented ‘mostly in 'Teen Taal'. However

UstadAllaRakhaSahab of Punjab Gharana presented 'Tritaal' and along with it presented and
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promoted  various compositions in 'Rupak’, 'Ektaal’, 'Zaptaal','"Zoomra' and many rare 'Taal' in
solo presentation.
Due to the efforts of Ustad Alla Rakha the artists of modern era concentrated on the compositions

arranged inrare "Taal' and presented them in their performance. -

‘3:4:1: Thei’rjocedure of Structural Presentation

In a solo p{esentatioﬁ the process of strugtural performance is prepiset While presenting a
composi£i611 two prinﬂcip!es are taken care of, In this the included compdsiAﬁons are based on
calculations aﬁd melody. "ﬁmere are various-factors that affect the presentation but the above are
specifically taken care of. It ‘is very essential to balance these two. [f the presented compositions
are based on calculations then we are able to do the study of actual essence of it. Apart from this
oonly tuneful compositions are played they don't sound really éf’f‘e‘cti‘;/ve. qugvér these simple
tuneful compositiops can be made effective by adding powerto them.

However the process of creative presentation is deﬁnité. Ifthe sequence of such com posiiions 1$

maintained then they become significant. This secures the 'Shastra'.

3:5: | ToPresent 'Vilambit Theka'

This is considered to be the most important composition in solo Tabla performance. Beforc asolo
performance an artist takeslblessingé from the gudience and presents a vA'I‘aa!‘ with initial flow,
Later presents cOmpésitions in their sequence. |

When anAart'ist plays ‘Theka'; hé introducés its 'Taal' to the audience. The intention is to create a

A Abasle foraspecific'Lay’ to beplayed. Mostly all the artists of every Gharana follows this practice.
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3:5:1; Padaal

In the methodical presentation of Punjab Gharana this -forrﬁ is iuSed ‘whether it is a solo
p.resentat'ion of accompanying any other performénce. In the past the scholars and Ustad used
‘this form “}h.ile accompanying the.vocal recitals and tﬁey usé@ to begiﬁ tﬁei% solo performance
wiﬁ] 'Vilambit'. However due to this p‘laying style and according tc}'the opinion of scholars
'Punjab Baaj’ is alAso known as 'Padaal ka Baaj'. In modern era this 'B;aajf is played very rarely.
Howeveraccording fo time researcher’s opinion; this 'Baaj' is extremely important form of playing

style of Punjab.

3:5:2; Peshkar

It is assumed that 'Peshkar’ is not played in the solo performance of Punjab (ﬁharana. However
according to the opinions of scholars 'Peshkar’ was playedir’x the trac‘fit-iollai playing of Punjab
Gharana. Ustad Ailé Rakha Sahab has very melodiously promoted this; pllaying’ style. .

'Peshkar' means a colmpositi_on that is playéd at the beginning at the solo performame, All the
"Varna' of Tat;la are includéd in this composition. This éompositio_ﬁ"' is lengthy compared 10
'Kayada'. The basic reason of presenting it in %hé begixvm‘ihg' of thé pétformance is to develop a
. prelude. Based on tI;is the sequence of his further performance is‘estat.)'ﬁshed. While pres-cmin g
'Peshkar’, both an arﬁst and 'the audience experience supetrior 'vLay'.; Pu&iah Gharana has its own

practice of "Peshkar'.

3:5:2:1:  The'Peshkar'of'Chatustra Jaati' and its Emphasis
Inany Gharana the performance begins with 'Peshakar’. Only the 'Banares’ Gharana is exception
toit. After evaluating the performances of the former artists of Punjab Gharana; we come across a

fact that their presentation used to begin with 'Peshkar’ of 'Chatustra Jaati. They used to present
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this 'Peshkar' with ‘Ekgun’ and 'Dugun’. There is a different impact observed in the presentations
of other 'Gharana'. After the through study done by the researcher we come across the fact that
Tabla playing commence with a'Chatustra Jaati'. The previous 'Peshkar’ is also in Chatustra Jaati’

" but its'Lay' and process provide unique impact in itself.

After presenting its 'Palta’ are open. The artist presents them according to his capability and
intellect. The 'Peshkar' presented by the artists of Phnjab Gharana is given in the form of

example.
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3:6 PESHKAR
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3:6:1 TRADITIONAL PESHKAR OF PUNJAB
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3:6:2 PESHKAR IN CHATUSHRA JATT
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3:7  Farshbandi

‘Farshbandi’ is.‘thé—other name of’Pe‘shkar‘.- ‘Farshbandi' means presenting a composition
with-expansion in which sections Aof'Taal' and the position of 'K hali-Bhari’ are preserved.
UstadAIlaRakixéSahab preseﬁted ucompositions- in 'Farshbandi’-in" 'Rupak’, 'Zaptaal’, and
'Ektaal' along with "Tritaal’. The renowned Tabla artists hof Punjab Gharana present the

above compositions in their presentations,

Farshbandi has its own unique aesthetic value. It plays in equal parts of the taal. This
doesn’t mean as a vibhag of taal. but itis a equal'di.stribution of the inatras'oftl}e taal, Fore.g.
Taal Tritaal 4 equal parts. Taal Rupak : 3.5 Matfas Zaptaal : 2.5 or 5 Matras. Ektaal : 3 equal

parts.

According to this the composition is played, and the variation (vistaar) are also played

in'same method.
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3:8 PESHKARKAYADA

This ’Kayadé’ is a part of 'Peshkar’. Basically there are various types of Kayada. However z~|>
unique / special 'Kayada' is presented after 'Peshkar’. It is known as "PeshkarKayada‘. It has
giveq aname as 'PeshkarKayada' as some of its'Varna' are from 'i"elzs‘hkar’. The Tabla player
plays ifs 'Palta’ according to his intellect and talent. Howe%r all 'Varna' of'Kayéda' are
alternatively used while forming 'Palta’. All the melodioué 'Var;na' of 'PeshkarKayada' arc
used to com’posé 'Palta’. In'this compos'ition too ’Khali-Bhari’vis‘ similar to ‘Kayada’. The
other important fact about 'Palté”is, all the identical 'Varna' of 'PeshkarKayada’ appearinit.
Compared to 'Peshkar; its 'Lay‘ is slightly increaged while'presenﬂng. It was the most
importaﬁt composition fqr the former Tablz; players of this Ghéra_na. They used to give
utmost importance to composition in thei; performance. The researcher has put in
tremendous efforts to collect all the 'PeshkarKayadé‘ from the scholars of this Gharana :and

© scripted / written each of them in this thesis.
. 3:8:1 PESHKAR KAYADA
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3:9 Kayada

The literary meaning of the word 'Kayada' means 'Rule’. In solo performance Kayada

is an arrangement of a composition that is based on distinct rules, lhis Kayada has

two parts.

1. From'Sam'to'Khali’
2. From 'Khali' to 'Sam/Sum'’

Some notes are used the most while composing 'Kayada' and it is addressed by these
'Varna' used for its composition. 'Fit kaKayada', 'l ir Kit aka Kayada', 'Dhin Gin
kaKayada', 'DhirDhirkaKayada' etc. are some examples of-it.-While forming the
'Palta’ of'Kayada' same 'Varna' of a composition are used and then those 'Palta’ arc
open / played. A specific discipline is perceived in the order ot these 'Palta’. | he last
letter of'Khali' and '‘Bhari' of'Kayada' has to be different. Such as 'Tinna-Dhinna'.
'‘Tinak ina-Dhinagina’, 'Tintinakina-Dhindhinagina' etc. It a solo pertormance
'Kayada' is not included then it is considered to be incomplete presentation. 'Kayada'
of Punjab Gharana are distinctive in itself. The researcher has presented notations of

few traditional 'Kayada' over here.
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3:9:1 TRADITIONAL KAYADAS OF PUNJAB

Here researcher tried to give few traditional ‘Kayadas® of Punjab Gharana through notation.

3:9:1:1 KAYADA IN TRITAAL
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3:9:1:2  KAYADA IN TAAL RUPAK
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3:9:1:3

KAYADA IN EKTAAL
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3:9:1:9  KAYADA IN TAAL TRITAAL
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KAYADA IN TAAL TRITAAL
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- 3:10 RELA

There is no much diﬁ‘erénce between a 'Kayz_ida' and 'Rela’. This means Rela is played in as same
style as Kayada with its variatiori called as Palta, But iﬁ solp performénce it perform after Kayada
+ in Madhya laya in Dugun, Chaugun or Athgun. It del:;end‘s up on th'éj“Basic Laya of the Rela.
While composing a 'Rela’ a specific "Varna' is repeated. Due té the above ﬁ}entioned reasons
'Rela’ is unique in itself. Pre;senting a 'Rela' is slightly tough Because it loses its béauty if it is not

executed accurately.

'Rela’ has-a distinct identity in a sdlo Tab!a'presentation. "i“he artist uses this composition while
accompanying too. It doesn't sound melodious if presented in lower texﬁ po. The 'Varna' used for
its composition are to be played in'DrutGati'. The artist should be wel‘i trained to use goth hands
and accurate e*ecution of fingers. When a Sitar or Sarod artist 'bresents a ‘Zaala’ in his

performance then Tabla player accompanies with this'Rela’,

The researcher has presented over here the notations of 'Rela’ of Punjab Gharana.
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3:10:1 RELA
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3:10:2 RELA
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3:11 RAU

[n solo Tabla performance 'Relé‘ is followed by 'Rau’. The definition of 'Rau’ is mémion,ed inthe:
previous chapter. Punjab Gharana has a tradition playing 'Rau"."To play Rau required-extreem
~ practice because the flindamental Laya of this 'compos}ition is Madhya qua. And italso shows the.
bésic structure of the composition at the same time. Tabla player does the Vafiatiox1 according to

Khali-Bhari of the taal with maintaining flow of the composition.
Ui. Alla Rakha Khan saheb has composed many Rau in different Taals."

The researcher has presented the notations of 'Rau’ over here.
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3:11:1  RAU
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There are three types of 'Lay' of Punjaf) Gharana. In all these types whether it's a solo Tabla
performance or composing 'Rau’ is arranged and presented in the form of "Tukada'. 'Gat' and

'Chakradar. However in solo Tabla performance sounds accomplished only with 'Vilambit Lay'.
312 To Form a '"Theka' in "Madhya Lay

The second stage of solo Tabla performance comm@nées with 'Madhya Lay'. A small 'Mukhadza',

‘Mohara/ piece' or 'Tihaai' and Gat & its variationsare played in 'Madhya Lay".

Ifa présenter p'layed a composition of 'Madvhya Lay" with "Padhant’ then it adds melody to it..
However this doejsn't mean all"the‘composfitionsv should be presented with 'Padhant’ Then it
sounds effective. If you play it in lower 'Lay’' or with set hands then it doesn'trsound melodious,
Hence it is very important to remember that the compositions of 'Madhya Lay"and 'Drut Lay"
" have their fixed placement of presentation. It that is méintained precisely then they will sound
artistic. The researcher has tried to give notations of some of the .compositions of Punjab

Gharana.
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3:13  GAT
In Punjab Gharana tradition of ‘Gat” is very unique. An influence of this kind of compositions

has been seen not only in solo performance but in tabla accompaniment also.

3:13:1  GAT, TUKDA, PARAN
Here researcher has tried to give traditional compositions in form of ‘Gat’, “Tukda’. ‘Paran’ |

- in notation.

3:13:1:1 GAT IN TISHRA JATI

* giemss L AR RefEfe ﬁ‘man‘rm !
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fpeasH GEREING] fomfpafes EBNEREY i
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3:13:1:2 GAT IN CHATUSHRA JATI
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3:13:1:3  GAT FARAD
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Above composition is in Tishra Jati and it reflects the form of ‘Pipilikayati’.
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" In Punjab Gharana under the name of *Gat’ there are so maﬁy compbsitions played named

as ‘Gat Chakradar’, ‘Gat Toda’, ‘Gat Darjedar’, ‘Gat Kamali’; ‘Gat Tripalli® etc.

3:13:1:4 DUHATTI GAT IN TISHRA JATI - TAAL TRITAAL

gromrmasiie dRmReskeiyy  fmfeedssn feaeaRoste
3:13:1:5 MISHRAJATI GAT - TAALEKTAAL
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X . 0
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, el B D>

2 . ) .
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3 4 ”“"‘——"’“w‘i"” e < st s arr ot

o

X

Above ‘Bandish’ has unique esthetic value. In this the last word of each matra is a first word

of next matra. This type of sequencé of phrases is called as ‘Bheru Sandhi’.
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In Punjab Gharana most of the ‘Gat’ have tihai at the end.

3:13:1:6 CHAKRADAR GAT - TAAL ZAPTAAL
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3:13:1:7  MISHRA JATI GAT - TAAL TRITAAL

SRR e  SwefyasshreaT Rrewaisheas |
:-—__._,.__,._.«»—/ \.,_______/ ; W \-mw-.._w_«—’—/
- - Y - - §
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: ,
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W e e e N
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In this Gharana there is a traditional trend to play above type of Gat in “Vilambit™ lay of the

taal with Laykari (Variation of speed)

In other Gharana Gat’s are p‘layed in Madhya Laya or Dhrut Laya in solo performance.
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3:13:1:8  GAT TODA - TAAL EKTAAL (Vilambit Lay)

In the Gat composition if there is a Tihai at the end it is called as ‘Gat Toda’
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3:13:1:9 GAT TODA - TAAL ZAPTAAL
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3:13:1:10 DARJEDAR GAT - TAAL EKTAAL
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24 Beats in
Chatushra Jati

16 Beats in
TFishra Jati

12 Beats in
~ Chatushra Jati

" 8 Beats.in
" Tishra Jati




3:13:1:11  FARAD GAT
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3:13:1:13 ~ MUKHDA IN TRITAAL

B T : ) . -
Tlisms,  gveasiin e asrfrrede
U Q\WWM// g\______ /SE{ ?-:n%‘ e 2 %P

3:13:1:14 JOD

Rrefe . geRife

gids,  fisTRefee  gwfRfcfe @sssT |
IRE e ARt ffemss
TR gndls . femhde  aehe o

123



3:13:1:15 TIHAI
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" According to the definition Mukhdé comprises of soft Bols (Varna) with Tihai. Above Mukhda

is composed in 8 Matras. In this Mukhda the phrases of Khula Baj (Pakhawaj) are used and

the last Mzitra consist of Tihai. In Madhya laya this corhposition giVéé more beauty of playing.
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3:13:2  GAT IN AADLAY

3:13:2:1  GAT
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3:13:2:2  GAT
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3:13:2:4 G-AT'
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Above all Gats are in Taal Tritaal and the notation of these Gats is in one time cycle of the Taal.

The Beauty of this Gats is in Madhya Laya because to maintain the aesthetic of speed and

execution of Bols.
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3:13:3

FARMAISHI CHKRADAR (Vilambit) - TAAL TRITAAL
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3:13:4 FARMAISHI CHKRADAR (Madhya) - TAAL TRITAAL
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3:13:5 LAHORI GAT BEDAM CHKRADAR - TAAL TRITAAL

129
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3:13:6 PUNJABI GAT ;TAAL TRITAAL
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3:13:7 TRADITIONAL GAT

Researcher has tried to note down the Traditional Gat of this Gharana.-Which arc he got from

the book and from the-Interview of Tabla Exponents of this Gharana. .

3:13:7:1  DUPALLI GAT
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3:13:7:2  DUPALLI GAT
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3:13:7:3 LAHORI GAT (AADLAYA) - TAAL TRITAAL

sy ffes, gy e
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3:13:7:4 GAT - TAALZAPTAAL
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3:13:7:5
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CHAKARDAR GAT - TAAL TRITAAL
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3:13:7:6 FARMAISHI CHAKARDAR GAT - TAAL TRITAAL

R R
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3:13:8 TUKDA

This type of composition always played in Dhrut Laya with Khula Baj. This means the words
of Pakhawaj mostly used in this kind of compositions. Punjab Ghrana has its 6wn aesthetic of

éomposition called Tukda.

3:13:8:1 TUKDA—TAA‘L TRITALL
111
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3:13:8:2 TUKDA - TAAL TRITALL
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3:13:9 PARAN

Compare to Tukda Paran is more big. Paran is always in Chakradar term. Punjab Ghrana has

. more influence of Paran as same as Gat. Researcher has tried to give notation of few Parans.

3:13:9:1 CHAKRADAR PARAN
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3:13:9:2

CHAKRADAR PARAN
s, R, TEsssds

N

TG Fedd

\ZTEEEeT

| "},\Tr%m%ﬂssx,!

e s i

\Aisensfeears,

e



3:13:9:3 BEDAM FARMAISHI CHAKRADAR PARAN
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3:13:9:4
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3:13:9:5  LATIKA PARAN JOD - FARMAISHI CHAKARADAR
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