
CHAPTER-III

PRESENTATION OF SOLO TABLA PLAYING OF PUNJAB GHARANA

3:1 Introduction

In the previous chapters ofTabia playing style of Punjab Gharana is stated according to the series 

of techniques (Shastrapaksh kram). However it must have some fundamental sequence. In that 

various opinions of several scholars as well as the researcher are mentioned.

In this chapter there is a mention about how the sequence of methodical compositions can be 

presented in a practical form. In this various compositions based on 'Lay' such as 'Vilambit'. 

'Madhya' and 'Drut' are described in a practical order. However it does not mean that whatever 

order is stated here has to be followed by an artist of Punjab Gharana. As the sequence of. 

presentation is entirely depends upon the artist. However in this chapter efforts are made to 

presentthe sequence of compositions by the scholars and artists associated to th is Gharana.

There is no historical written evidence about the methodical presentation of these compositions. 

There is no specific proof of its sequence and the history is silent about this. The researcher has 

initiated to ascertain that this must be some sequence of presentation. However several artists of 

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

3:2: The Purpose of Sequential Presentation

Human life is the most important aspect of the Mother Nature. It follows / undergoes various 

stages till its absolute growth. These stages of growth are specific quality of nature. Our entire 

life depends on this. Similarly presentation of music is also based on specific principles. The 

nature follows principles of presentation similarly music too is based on some principles. Based 

on these the musicians have presented music. The playing style of Punjab Gharana also has
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precise traditional sequence 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: Diverse Opinions

It is the duty of an artist to provide excellence especially in the principles of presentations. 

However it is the human nature to try and divert things according to the requirements. While 

doing this he alters few principles. These are accepted and rejected by few. This triggers series of 

difference of opinions. There are such differences in principles of practical presentations 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

It is obvious that perceptions do differ, ft is quite possible to have difference opinions. Similarly 

there are numerous examples that various Gharana of Indian classical music are based on their 

own principles as well as they have their own perspectives about presentations. The researcher 

has made an attempt to present distinct sequence of presentation of Punjab Gharana. There is a 

special mention about how should be the playing style of Punjab Gharana as well as what should 

be the order of its presentation. Similarly an attempt is made to eliminate the difficulties during 

the presentations and there has to be a provision for an artist to present his performance according 

to his own vision, ft is sure according to the views of artista of this Gharana and after listening to 

the recordings of various artists it can be said that there is no historical evidence of any rule of 

presentation. These compositionsare performed in solo performances. This specific perception 

is presented after interviewing many teachers (Guru).
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3:3: Characters (Varna) ofCompositions

In ever}' performed composition during a solo performance or in accompanying 'Varna/ 

character' is used. When a student begins to learn playing Tabla, he practices to execute various 

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

A word is formed using various 'Varna' and the combination of such words forms a composition. 

The words of composition of Tablaare arranged as per 'Baya' and 'Daya' ofTabla. Sometimes the 

compositions are arranged only to be played on 'Baya' or'Daya' or combined 'Varna' are used. As 

these 'Varna' do not have any specific existence if played separately if not presented as one 

composition using various 'Taal', 'Matra', sections and 'Taali and Khali'. However while 

composing it is really very important to observe which 'Varna' is included arid in which order it is 

arranged. ' ■

3:3:1: The Definition of 'Varna'

“ The literary meaning of'Varna' is letter. Many people know it as 'Varna'. Various authors have 

their own views aboutthis.

Prof.GirishchandraShrivastav writes about 'Varna'. According to him 'Varna' means a character 

created by sound of striking hands/ palms on Pakhawaj and Tabla etc. ('TaalParichay'-part 3 by 

Prof.GirishchandraShrivastav)

According to ShriSudhirMainkar's opinion 'Varna' means to produce single or combined sounds 

by striking different fingers on different parts of the surface ofTabla. They are called primary 

'Varna ofTabla.” 1
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3:3:2: The Utility of'Varna’

'Varna' is the most essential factor for teaching or learning Tabla. To learn any language it is 

essential to learn alphabets. It is impossible to write, speak and read any language without the 

knowledge of basic alphabets. Similarly to learn Tabla it is very essential to learn 'Varna'. With 

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 attraotivecom posit ions.

3:3:3: The Type and Structure of'Varna'

Every' Tabla player plays various.compositions; whether he performing a solo or accompanying 

somebody. The artist also analyzes about the structure of each and every composition to be 

presented.

The structure of a composition is based on the 'Varna' used for its formation. If accuracy and 

importance of each 'Varna' is maintained while arranging any composition then it makes it 

melodious and valuable. The combination of'Varna’ has to be such that every artist should not 

find any difficulty while presenting it. The combination of'Varna' should make each beat of a 

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

3:3:4: The Utility of'Varna'in Presentation

It becomes clear when we study 'Shastra' that various scholars have mentioned about 'Varna'; for 

some the number is ten and for others it is eleven.

The base of'Varna' of Tabla is the 'Varna' of 'Mrudang'. It is considered that altogether theyare 

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 'Glia' and on the 'Dagga', or'Dha' and 'Dhi' on 'Tabla', and on 'Baya' the 

combined'Varna'are.played.
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3:4: The Playing Style of Punjab : Method of its Presentation

The systematic presentation of Tabla playing of Punjab Gharana has to be done through solo 

performance. Principally presentation can be done with two methods. The first is solo 

performance and the second through accompanying, Here we will analyze the methods of solo 

presentation as per the topic of the research. Here all the practical aspects will be presented in 

written (scripted) form. Initially playing styles of Punjab Gharana are systematically put in 

sequence followed by its practical form is scripted. In this all the compositions based on 'Teen 

Taal' included.

Teen Taal' and Other Rhythms: The observations about solo Tabla playing confirm that it can be 

presented only in selected rhythms / 'Taal'. For presentation of solo performance identical 

segments are (Khand) in practice. Taal' are identical in the presentation methods of every 

Gharana. The only variance amongthem is their compositions and their execution. 'Teen 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 sections for 'Khali- 

Bhafi'. This simplifies presentation of compositions like 'Khali-Bhari' of 'Kayada'. Hence this 

'Taal' has become very popular. The earlier Ustad have acknowledged it as 'Raja Taal'. Therefore 

this 'Taal' is performed quite often. This 'Taal' is very easy to perform as its 'Matra' are in equal 

interval. Therefore this'Taal' is known as a complete composition.

Tabla playing can be presented in many other 'Taal' than 'Teen Taal'. However compared to 'Teen 

Taal' other 'Taals' are not less familiar. If we analyze other Taal' like 'Zaptaal', 'Rupak', 'EktaaP, 

etc., have unequal sections in them. Very few compositions are arranged in these 'Taal' compared 

to Teen Taal'. However we conclude that other 'Taal' are not much in practice but for solo 

performance the compositions are presented mostly in 'Teen Taal'. However 

UstadAliaRakhaSahab of Punjab Gharana presented Tritaal' and along with it presented and
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promoted various compositions in 'Rupak'. 

solo presentation.

'Ektaal', 'Zaptaal', 'Zoomra' and many rare Taal' in

Due to the efforts of Ustad Alla Rakha the artists of modern era concentrated on the compositions 

arranged in rare'Taal'and presented them in their performance. : .

3:4:1: TheProcedure of Structural Presentation

In a solo presentation the process of structural performance is precise. While presenting a 

composition two principles are taken care of. In this the included compositions are based on 

calculations and melody. There are various-factors that affect the presentation but the above are 

specifically taken care of. It is very essential to balance these two. If the presented compositions 

are based on calculations then we are able to do the study of actual essence of it. Apart from this 

only tuneful compositions are played they don't sound really effective. However these simple 

tuneful compositions can be made effective by adding powerto them.

However the process of creative presentation is definite. If the sequence of such compositions is 

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

3:5: To Present 'VilambitTheka'

This is considered to be the most important composition in solo Tabla performance. Before a solo 

performance an artist takes blessings from the audience and presents a 'Taal' with initial flow. 

Later presents compositions in their sequence.

When an artist plays 'Theka'; he introduces its 'Taal' to the audience. The intention is to create a 

base for a specific 'Lay' to be played. Mostly ail the artists of every Gharana follows this practice.
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3:5:1: Padaal

In the methodical presentation of Punjab Gharana this form is used whether it is a solo 

presentation or accompanying any other performance. In the past the scholars and Ustad used 

this form while accompanying the vocal recitals and they used to begin their solo performance 

with 'Vilambif. However due to this playing style and according to the opinion of scholars 

'Punjab Baaj’ is also known as 'Padaal ka Baaj'. In modern era this 'Baaj' is played very rarely. 

However according to the 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 Gharana. However 

according to the opinions of scholars 'Peshkar' was played in the traditional playing of Punjab 

Gharana. Ustad Alla Rakha Sahab has very melodiously promoted this playing style.

'Peshkar' means a composition that is played at the beginning at the solo performance. All the 

'Varna' of Tabla are included in this composition. This composition is lengthy compared to 

'Kayada'. The basic reason of presenting it in the beginning of the performance is to develop a 

prelude. Based on this the sequence of his further performance is established. While presenting 

'Peshkar', both an artist and the audience experience superior ’Lay’.' Punjab Gharana has its own 

practice of’Peshkar’.

3:5:2:1: The'Peshkar'of'Chatustra Jaati'and its Emphasis

I n any Gharana the performance begins with 'Peshakar'. Only the 'Banares' Gharana is exception 

to it. 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 

Tab la 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 Punjab Gharana is given in the form of 

example. ” - •
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3:6 PESHKAR
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forarc -«
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3:6:1 TRADITIONAL PESHKAR OF PUNJAB

(i
.giwflr, .^ifwRr. JcR3>% vg>ffcprai

Nibaddha Rachana : above composition is a ‘Kayda’ which was performed as a ‘Pheshkar.

gris^sm, jjrsfffsgTS, • . 'CfggnsRgj ■ ^sfcN,

cTTScfScTT fcTSmS^S cf^SUSRSTT SJTSf^PTT'-

fcTScTTcpsfcfS

ScfT^

sciict-^^rflr

SfTS^merr JcNt^W

mSW5ViW\

Style of improvisation of ‘Peshkar is as follow

RhRhiRhi

fastasr msfcrsRT swswen mstcNi H
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3:6:2 PESHKAR IN CHATUSHRA JATI
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3:7 Farshbandi

‘Farshbandi' is the other name of'Peshkar'. 'Farshbandi' means presenting a composition 

with expansion in which sections of'Taal' and the position of'Khali-.Bhari' are preserved. 

UstadAllaRakhaSahab presented compositions in 'Farshbandi' in 'Rupak', 'Zaptaal', and 

'Ektaal' along with 'Tritaal'. The renowned Tabla artists of 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 vibhagoftaal. but it is a equal distribution of the matras'of the taal. For e.g. 

Taal Tritaal 4 equal parts. Taal Rupak: 3.5 Matras 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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3:7:1 FARSHBANDI
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3:8 PESHKARKAYADA

This'Kayada' is apartof'Peshkar'. Basically there are various types ofKayada. However a 

unique / special 'Kayada' is presented after 'Peshkar'. It is known as 'PeshkarKayada'. It has 

given a name as 'PeshkarKayada' as some of its-'Varna' are from 'Peshkar'. The Tabla player 

plays its 'Palta' according to his intellect and talent. However all 'Varna' of'Kayada' are 

alternatively used while forming 'Palta'. All the melodious 'Varna' of'PeshkarKayada' arc 

used to compose 'Palta', In this composition too 'Khali-Bhari' is similar to 'Kayada'. The 

other important fact about ’Palta’ is, all the identical 'Varna' of'PeshkarKayada' appear in it. 

Compared to 'Peshkar' its 'Lay' is slightly increased while presenting. It was the most 

important composition for the former Tabla players of this Gharana. They used to give 

utmost importance to composition in their performance. The researcher has put in 

tremendous efforts to collect all the 'PeshkarKayada' from the scholars of this Gharana and 

scripted / written each of them in this thesis.

3:8:1 PESHKARKAYADA

#TOT

o

SIFT EPJL fcptFFf?
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3:9 Kay ad a

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', ' I 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'. I he last 

letter of'Khali' and 'Bhari' of'Kayada' has to be different. Such as 'Tinna-Dhinna'. 

'Tinak ina-Dh i nagi na', '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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3:9:1:4 KAYADA IN TRITAAL (AADLAYA)
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3:9:1:5 KAYADA IN TRITAAL (CHATUSHRA JATI)
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3:9:1:6 KAYADA IN TAAL TRITAAL
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fcKlcbdd4?dcb dcbdcbtllfcN

Rbdd<t>fcKf<W

^Icbddcbfdff^d'

ETTfcRfod^cfr jcRfegiftR, gddcbfcNgg |^F#RT

fcRTf^rr

T^HiRH!

£f#£rFt icPnfcpFn

Jd^foddfodg? j^ddcfrfcwfcbg,

xfd^|cbddcbd0^ 44?dct?dlfcR^ gcd^ld^Rbd,--

fcK|cbd£[]fcfT Rhddcbfcl'if^)d f^idlPldl

enfcfsjFt

dedl - 19

^jfcRfter^
x :

2

^iRklcbCdc^
0
Ign^ng
3

jcRfcpdf^FTT

jn^lffepn

.fcNfcbdRidl

EfFtf^HT

gRT£fTfc^

^TfcfgTPt^

gHldlfcl

SJTfclWt

lad iR?di, 

,dl4)fctdl .
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"CfcCT - C

x~
/f^STTfcTC

JTFtf^RT

;f^dclcb(^HT.

f{0]WL

£|lfcKlcbdd0,

'ijdlRb’lI

^dlfcKRbddcb, , ^jcHldlfcN

o
^HrsjTjl,
3

erFlf^pTr

feddcbRi-il

j^HTSJPt

^ifcl^Rbddcti,

Id^l^

qifci^lVecr^'

^TfcfETFlU 
2 .

Ridlfchdl

o
JcKRbd&l'lfcR,
3 .

IrFTlf^Tr
K~

^TS^TFS^
2

Rbcdc^fcl^fcbd^

o
vmslchT
3

fcl'ifcbd^llfcl'i fcbddcblckRfrd

/RNrfcFTT

sjtssjts

sfTsfrFrr

srrsss

f^P#RT

RRraTS

STSfcRI

EJTS55 '

RbddcftRkPbd ftidlRldl

RRTerrs

mfcrerpt

.IcMlRbdl

jcfrTfSTT^

yifci^Rhddcb

arfftsiFt

RidlRh^l

snfcKf^dd^, jrRfcpdgTfcR

■ RHiRhI

snsms

I

35
i m 12

X
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snfarartfcresrt

srfWltera ' EnfensseiFL
■r~~1

jliy-iciicpfciccU, ^ddicftfdechsgi

sn^gptfrrecF^ ' EntefTsssrpt,
3~~---------- ---------

j£CTTSStoFT_^ 

v3^s^5srr%CT[r,

Fte^gTfcTSEIT

0Hcll^[ci'1lfcb’1J

FcO - «

TfasjFfaefFto THgFl^Fr#Ri

.ern^TtiiAfcie^
2~~------------

cncfi-idicnldcci: 
V~—-——-"^

^T^sTFtfcre: ^
3~~“---------

-enterisssirt.

0'-|dl0r1Cl0’1

Enfr^EUSSETFr

/fffac^smfcrCTT

fcldcr^dlfrCddidl

TH^fFtfcFfTfcfFrT,

^Terr^fcRrf^T

^ffecpSmfcT^STT TfTOrtftMlP'Rl

^Fk£li^fac4-x5 
x  ------- ;—

frrartftMiPiHi,
2~~---———^

giKftHdl<&ldc!.<^

^jfcfgerrsfcrgiL

Jcie^gfifcfggijr

dlfclddisfcfdfcf

teFssrrfcrsEnir

■qc^T- h

2^en%een-5%

5SJp^F#FiT

tFTOH'lfd'llfcMl.

^fcf'CcpgdTfelddl
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.^FFrqr^fci'dcff
X~"“---——^

Mssssss^r .
■■2

gfifenssiFt

jfcre~cF-g;gnfcg^i

4cldct-4£fTf%d5r 
0~=---------- -

^T^SfTSSEfFL, A^STtejJT

^tefsenfcTdgT
X—--- '— 

"^TSi I <) fci’il Phil S3TS55SSS

^#d^EntcrdSTT • 
lT~-——-

■’fasF'lfcHlfo'l!

fasiPMcM^IT EUSSSSSeFt

jifcld<t4£I#e:EIT

8TSSSS.S5SS

^en^tfcRTte

mSSSSSEFT

WF^t^fcidcf-S

yTSS5SS?Ft

^crdFSSTrfcrdSlT

“jFTtJ I ^ fcl *i I fcH> H j,

vgTsssssqrfr „

JFl^STPtfcfFFS

^TSSSSSgfPt_ .

^ftdcfeEnterr

snfcrsmsssTr^

. nfdcicj--syiicld?JT

jj
srr 13

X
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3:9:1:8 KAYABA IN TAAL TRITAAL

u EITJfc^
x'~""

raePi-i

IcIdfeM

ETFfrrgrr,

'dl^Tdl.

5?3T 1

^fcFTT^J. I

Rft£rT ^sffesfT ^twr, !

J^EfFT., §F#nT. !

W*

frwft# dRM,
r—--------—

2 ----- ---- -"
^ra^fcTspR, ■
cT~~— 
5J5icr)ici(clcwj’i/
r—------

^FPTemtf^TSI

jdl’ftddlcftfcHiJJ

cn#TcTI#fcRT5J

ffigtcmresfaggi,

RHfcHI<tdftesiJ,

R^Rf-Ti'd-AlteEn

^tfIRriRrl i

jjgg|Hl(cHlftH£ i 

^£TF|Rf#HT, !

FedI-9

^Wf^fcTCRpT 
V~~~"---------

jlMcbfclfcldfVl 
o ---------r-"'

sfT5ra5RdcrdRr^ qT5ra>fafWR_J

En^EfFtosT RRlcRi^sftor,

ctl?l<ft[clfddfcH. dMc^Kilcidfcb'i ^

JTFHsTFtRFITST ' Rl’ifciilFdf^eeiT'

^FtF^TFttesj. !

J^£rmKFTTfcTFn. ;

Fr^'Fcir^FT5i' ;

TFTETPtfliFfRRI, !

WI-?

sn^wrf^RTST f^TS^WfariwMi^Rft
'x-- ---------- ---^ ^^^
^pf^ftilcidRid g^gfFttersr fjgffiqFrefeggT

'dl^wfdfddfcM ^wHciicfrldiiSF J«bTidi<&’idicM ^
'o~~—------ d"" ■—■—-'
€TT«^rfWFr ^FtFen^RTST ' f¥rfcFPF^resrr

En^Tsmrf^Ri?! i 

^gRrfcpnfcRi i
v._

mcJjFctr^icTFTST i 

TtoEFI*rffch#RT I
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TTeCf-?

M5ra#fclciPH 
r—-----;—

0 ---------
SJJW&fcIciPH
3 -----------

^rssfefciefii^ ^grwfelci'efi^
j^gFtflRTSI

^TS^iclfacfchi^ j^cbfclfogRbd^

qi^gFrf^FTTSi . R[-iR'Mi«t4ilresrf.

gT^gptf^_SL I 

^gqRSfifoffoij. I

gj^Nicl^lcf.-iTS! I

¥ei:«

qTWfefcieRH 
■---- :-- -----

sfiwMrd^ 
r—■—-—■—"'
.dl-d^fctfcldf^H, 
o ^
SiracpftjcldP'lH 
V"-------------- ^

sn^WPtf^FTTST

qi^W^FTTST

.dj^dcllc^lcldTSJ

W^errtftFiTST

gT^qFtfiFTrST^

^F#rnf5ftoT,

pRfcfar<fsftor

?JFH?JFlt^dT§I.

• ^rptfcNf^rr

5T^wMcM5I

• ^RSJFif^'<#|’f!i

■qcet-4

^P^SJFlftdTSI
x'---------
^prcpf^fcisRrg
2 "
^J^TdF^lcRTJJ 
o~~----- ~"'

^T^qFtf^rrst

^TfaEIFtf^FTTSI

4lj0ddl»fflij$I

SIFt^SJFtRFTISI

errsi^f^rfcisPnT l^gFrtosi,

IWrlcflcpIcfnlS,; i

fcl6i4

gr^]^if^5T. • gT^sn^iferg; i. -
x“------------ ------ -  -------- ;—‘ -------
wsRrfcreRpr msssen^mr ^rf^sTE^sn^ , ^rf^STfJiw% i 

ifefirefaraTsfa; . ^frrarsss i
g^gjpffiRTji grerasflffciciP'M gTswflfeRr^, jrorsfafcieRre, I m n
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3:9:1:9 KAYADA IN TAAL TRITAAL

a
ettsifp# ^srererr ffsr f£R#RT I sn^Ren frEJFR £rikrt i
7 ^ V" ~^ ^ 2 ^ " ”

.awi4r^; ^cfrrj^ RhiIcNj i w^rer JfsrRt ,gR#Rf, i

0 3

^ERf^R^REIT
X

^1ldlcb<rld.clddl
2

dldl<*>tlddedi
V~“ '

,7REmf£R#RT

srrgi^^tesiT TTWlf^#RT

^RERRFREIT

cFRcpf^FlfcRTf ^^ETFREfT'

ER^ReRreti

cFra^RifcRT ^r^rerReh

fcTE|H'HfcHlfcHi

trEIFRftR#RT

'fcfEiij'Hld'iif^’ii

1%E[FRfR#RT

FRT - 9

x ~ "

2 ' "'"’

cfldlcRdclddl
o

gieiT^ERERElT
3 '"’

aiefrcp^Erem ■ • iREiRftdifiRi.

jRERrf£R#RJ ^R^ReRrR

cMdRlddlfodl dldl0ddci<idl

^R^RETFReiT

jcTEIH'HfcMlfcHI

RHdRlddlRHT
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X

cf-^clclelcicitc^-i
'o~~ "'"’

wmzp^zfe’m
v.___
3 ~

WT - 3

cF^ts^STP'Fr ETSEfFH^TS^

jernt^rf^rsf^rssrr *FrartftF#RT

.^^RhiRihT - ^topfaeiT

dickRiniRnifeie ciFiNtreftoT

■esrFpT^^

fcf tin'll Ri hi l%’;fi

.^Hdl^RlHlf^HI

£IP'H£Tffcf£iHlH

EiTencpst^EfsEn'
■Y~~

chSdcacdlHh
V——-—^

eiTsrra>$5toT
Y~- ——

^FrsrfiHiRMi fesregpRraT

e)cdl0Hctcci CdlHHcldclC.

T^gi^Ri'HfRlHT fee^SfRPTEIT

f%£lRMfdHiicb-l

dlcfHdllddldH

feterpRraT^
x
snrmcpsfcteT
Y~—

cldclddl'I’Hdl
v~~ ~'J''

.frfgFRrf£R#RT ■ fetoFTTOT

^rprRiHiRRi fefesFtw

Rldl0H(dHl[d>Hl - clCc!cdl0Hdl

EJTgicp^^rsgi TBsiFtRiHlRlHI ■ ^d^efPfasTT

(ddlc^HldHlfcHl

%£TFR#F#FtT
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ttc^j - 4

2~ ———'

?1lai0<rlciclcdl 
'o~~ ———-^

eusncptc^efT
V~~~“~

TmerFtf^i nip'll i

ciHcbclti^ddl

0*1 d I c^Rii lie'll

TO - %

.wrsn^teEreEiT^
X

2 .. """

dldl^cldclcidl 
~o~ ”

EfTEw^Ereerr
1r~~~~ ——^

ElihdK fcT?r|

EflSfTcj^toT^
x~
WS^EfFTf^W ^ ^

ftprrfWfeffe - EfFjFEnRrEn^R

^Erptf^idin'Mi

f^FfrffeflregTrr

x~ 1 "~ '

^m^REnfcfEIFFT 
o~ ' '

^CEiFFrEnfcrErr 

j%E| HR Rid I PH] 

f^diEfTSEnEnEi?^' 

RidlRbdlETTS^Td

^TCfcRlf^iraTS %FErFtf^lTpTFT

jwfe#gEn^ ..^ElFtf^llRlFI,.

eT3^SE|f\*TE]T jcTEfpYd R'dlRFTr

cfi*10rldc1(id! d>did<&RldlRbd!

^taFtw • foeiFtaflHiP'M^

^EiFFr^En ,

^^EJFFrsn ^ jcrEJFHfa*il!*dI

toTc^rferr ciHdl4>Ri*i:!'Ydi

^e^EntR-err 1%EnM£rd#FTT

j%ElHldRRilVdT 

REjifcfEn^dRRT r fejErrs^RErF!'^ 

fadT^HlErrSETTEU

AdRidlRHIEJTS^ , %ErFtf%d#RI 

ErrsTREiFtf^ jHrffeffesnj;^ 

^^ETFHETFr ^ f^id(RlHl?teEY? , 

ETT^rf^#Rte ' f^ETFFTSnfcrElT, 

f^TSf^RETTT’RElT fcTETisYdkH.Rhn! 3?
im 15

x
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3:9:1:10 KAYADA IN TAALTRITAAL

‘OTSTFlj; JcHlf^NI. I jTOlfr' .^enfcT

■ ^jRiditfe, ^nf^pgj i Renter, ^rroifr,
0 3" ..............................~

13*.

JUf^HlfcHlRHI ^FTSlrfcFHSflfcf

dic!r^c!Hcp|dH 
2~~ --------

jdtRi dick fciiifeii ^raif^railcr

Tt^T^rfcPt^rerffct

,$1!dlek<kd«frRid, 
if -------- -—

difcldickfddlfcHl

^51-1

X~~~".......

ararMTOfepr
r~~---------

oial0ckdcbfci*i 
V~—-----
srrsnVFR>f^
3~—--- —'

ensf^RsiraM .wfirrmsf^FT

gi%£frfeTte ^snMcfsnrfcf

tTfi>fcMdld!ck<l> «f<bRHdl'i>fcH

gr^rsjt^rfcRif^iT TfaerrfcPtosnfcf

.fcFTff^FTI I

vqTfcT£rFr, jli-;!Fl'ir. I

SjTjfoll'^fcHlfa^l ! 

•gnfcrartfthifiji . • i

^Tfewrfcfdlf^iT I

.fT^m^PTTfi'FJf I

giqHVMcprgi-T

mfcraPlfcMlfcH

dldt<kcfH4)fcR
_

^qiTtf^RifJpn
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wr-?

o - - - - - - - - - -
^jfcFTfflcJjRHl

TR1-?

WTEIT^TcpftFf

frl 'i r ffcn 'i rsn S^T 
Y~-- - - - - - - - - -'•"'

dlcllcfjcfjHcbfcH

TTc5!-V

'x -- - - - - - - - - - ^

gr^Yta-flpT
'5—- - - - - - - - —

CllCll0C^r)0fd'1^
' V~~~———-"''''

suerM^raj^nr
3~~~- - - - - - - - - - - ^

crrsss^eusn MwffeiTS ’ qs^serryFr^

f^msM^FfT ■ ^srrfM^erigr, ^en^rtcFnf^rr, i

cTTS1} S^SdTdT ^S^ScTRTF^

fcHTeiTStcRlfcRT Tfaenf^TEf# ^srptf^TTPHI

EnfcTEPlftMlPlI

gifcTKn^Renf^sn

dllcidl^fcHlfcbdl

enfcrsn^fenfcren

fcR’dlfcjdicjVfci-ii

^sTrfMderitcT

f^di'^FT^jifcrernt - i

• sfTfcr^'Rpnfedi

RMlRtddlfddld?

dl1^dT^?d#RT

fcllfd^!,|'ld£(lfd','l

grfirai^RHifoHi %£uMd[efrfcr

dlfddl0ddl(d0 ddlfcl^ddllct^

enfrfEfT^rfcFnfc^df ’ TtdenMddTfcf

'd£||jSMRHlRldTi

smfclwlfcHlfVll,

’idW'ifddiRh'ii

d#dFTf^TRldT
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M,c<l - 4

?4raiJVVt4>ffeFT '£TT%tlAfcl'-i1'ft[

fcl-rnfcb'ilEITi)'fNIH
'j-—- - - - - - - - -

'enfcrErp^Tenfcreir ;faenfcrtosnffr

dldlcbeMcbfdd 
'o'———

diRtdlcbfcMlPHl fd’ldllddl^ld’ll

tcpnf^Trms^FT €n%£TFPT«rrf%£jT ^srTfcFRrenfcf

fdgi4

^JHV'Hcbdldf ■4>tjj.icf)qTSSS I'^Hcbdkl!^

WmcTT^W mssssw'FT dcbdldlcbcbdcb'

didi^^wsrrs S5#RWraT c^cb«i0g(TS5S

^^icbSfTSSS 4lJ'Hqididl<£<£ WgT555^

.^fif^Rgnfcfgrrj^ • i' 

'cfllri£iijS|fcHir^’d. I

ft?*1lldddlfddl0

^en^ftp#FTT_,

ritt)?Trssi>',V'i

SJTSS^VVl*

ETf£lk\^'10d!dI

’10dldl'b4>'10 . I EfT i6
-•- - - - - - - - - - - - - - ..—' x
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3:10 RELA

There is no much difference between a'Kayada' and 'Reia'. This means Rela is played in as same 

style as Kayada with its variation called as Palta, But in solo performance it perform after Kayada 

in Madhya laya in Dugun, Chaugun or Athgun. It depends up on-the Basic Laya of the Rela. 

While composing a 'Rela' a specific 'Varna' is repeated. Due to the above mentioned reasons 

'Rela' is unique in itself. Presenting a 'Rela' is slightly tough because it loses its beauty if it is not 

executed accurately.

'Rela' has a distinct identity in a solo Tabla presentation. The artist uses this composition while 

accompanying too. It doesn't sound melodious if presented in lower tempo. The 'Varna' used for 

its composition are to be played in 'DrutGati'. The artist should be well trained to use both hands 

and accurate execution of fingers. When a Sitar or Sarod artist presents 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

“vgfFty.
X

^FT, .F^JT, I Jepd. dRP 
2'-—' N~—^

I^V

vcte^'

n~
JcRT, . vFkTT, I vcfcp^.

3

Jfed.

0 3

EiFtf^RT, ^gTfcre, JpddcP, ‘ JcFefcpd, | ^cTTfcTS, • Jcpdd*. jcrdfcFd. I
X 2 ' '

srrtftRi, Jpsci'cp, Jrd^, i cfteifte, Jfecras, Jcfdfe, i
0 ■ . 3 “ " '

Fed - 9

sjFtftdT' ^errfcFd STFtf^PiT ^srrfrR I efFtf^TT cfren^d f%dF?> -fM^d
x' ^ v" v~ ^ 2" " v~ ^, '""" ^ s
dT^fcRT cfccfTlctd cI#{ciFT <fkilRld I grtf^FFT ^errffe;.' fcRTff^ Ic.'dV.
o v" ^ ^ v "' 3 ^ r"" '"’ ^

Tied - 3

qFTftRT c^erTfcre: ^mfcR Renters:' I ^Ftf^HT ^entcR fcrd%e-

d^fcRT c^dlfcld. cFcTTfcic 'c&dlfcl-d I SJFlf^FIT cfcerrfcFd' fcp>ddP fcTdl%e

o
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etiRRrt, .Rsnfcrd, vRdRgx i ^enfcid, jfrenRr^ .,ffed$.
X ~~ • -2" ""' " ' ...... '■

IjpMcRT, .dRiRd, J^cTEfScTL 

o

^giRd, .ReriRd,

wi -

siFtf^fT RdR?; tr^err Icfdcre i ffe^err
'yT~~~^ '-- v'—v- ^ ^

dwHcRT trdcFd RddRi Rdtrs I

feeder)

febdcieb

TTc^l - 4

wrto, ^enfcid fedcra^ Jfcspe,
X~ y ^ ^ "" ^ 2^ "

,cl l cf^ fei HI I. . cpdlfdci _ Jcbddef^ , RdKbc^ j ^cbbRd

3

d^b Rid febed <b

RdRbd

sjFtflpTT Rdfebe EfFtf^FTT IcIdRbd I d<bfdd fcbdd<b R?dcl «b
V V'~~ ^ V ^ ^ 2^ V '

dlcbRdl Rdfebd dl<bfcHI RdRbd • I d<bRc fcbdd<b fcbdd<b

o

JRd^e: I

Rdfed. i

'R'dfcbd I 

Rdfe'd I
S. ^

JddPbd. i

Rdfebd !
v . y

'Rdfebd I
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■qper-19

ftdlcbd, dcfcfad^ j&saraP 

x
dFrf^ fclctfcbc^ ^PtfMdT piefcbd

o
t^lci-d, jcTdfcbd, vdcb(cld , , fcbddcb,
x
siFtf^Fn, jciefee., jJFtf^Fij
0

dFtf^Fn Jcietee wfcre:^
2~7~ '''——•-'' '-- " '' "

dcpfctd .fcb'dW ffefcp icrdfcPc!:

<rll4j(ddT Jddfebd, J14>ldd fifecTcp
'v,_____ ____^ _______ v------------

d^fdd , j0Cd0y - jjftddcft, Jddfcbd..

.EfFtfcfd . -%d£IFr.. .fctdlcpd, . SJlfrffc ! JfosiTS, d^USd^ JdSefTS^ ddTSd^ !

errsdTs. .crgrsd- . msss enters i %dsjFT telefax nMfz, foesrs, i
3 ;

cTOTSd snSdTS cfSlTSd SfTSEITS 
x

ddTSd StfSSS dFlfcTd fcfrddFT

ftfdfcpS

o

■fedS cfeflSd ! Sfisens d£(TSd dTSdfS . ddrSd !dl
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3: 10:2 RELA

TOT r~\v?S t %£
)t -'

5s fcR
V,___/

TOT rOWz i clt -f^H

EJFT
x"^

di<*>

o

53*

,1%'dqR, .fcrefec, JcR^r;
X

jcfdfe,
o

tfcei - S

V__ V

*di4Hdj,, Jcldf^d, JcTCfes, ...f^fd^R,

JcPffcfR, I vdl^HdL JddRbc, ,fWFl

fFREIR .fcT^Rp'e^. .giSEIFt
X

^[l<£>ddj^ Jdcifcbd, ^TTVdl^ ^ddlRtd^ 
o

^ ^

gFRwr^ Jciefcbd, J^ers,-

x
dl0ddi , Jclcifcbd^ .WTSfcFc^ J^HddR, 

o

^eCI - ?

.sjfReit. ^TFRen^ JrlcRbc

Irldcbd aldRal fdcRbc

tesns, jjfRsr. .ftefo'e, ,fdd%^ i

JfedTS, J%dfe .f£F#Fj\ I

%dcbe SflSSS . JcTdf^S ,fdT%d !

Rdfe: gisss fciefec;

ejisms RieRbe , qrtaen ' fcn(Vt

SJTSSJTS ' fcidfee STFREIT f^F#R
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WI - s

Mw, JSiefog, ffifferi, J^rPr. I jfefeg, J£f#r, .fcief^ho,.;fprfe;T,
X ' ^ 2 ""' . "•

^U^idj^ jrldfcftd, JcHRbd, JcHf^H, I .Jddfed^ vf£HRld, JcldRhd, f£<».Rid..
o . 3 . . '

Wl-^i

ErRFM Jcldfcs £TF^TSIT ^Tfcfd I ^ETT^ ’TEfFT'T jjtefod, jcF#R
X " ^ '• ^ ^ V" ^ ■ 2 ^ ^

cllciHct^ ^cfdfcfK^ ^T^TOT, ,^M!cldx I jfcCTP*, dETFl^ jcfdl%d ^WR
0 ^ 3 '." '......'"'"

TO - $

dfeden

dRbddl

J^ETFt I 

cp*-|fcld> ■ jcbdcilj? I

HfcIcRb'

.dfcldRb,

fFRfcf^ ^fesiT, ^FTfcTd^ JPdElTS, I ^Sfcfd^ 'JtofPt, .yjTSflS^ ^Stcld%
X ' 2 ' ~ • •■"

vfTScTS^ ,msss^ JSUfafcT, I jfafcTd^ •J^£H§, .dSlcTd,
0 3 ........ "

^EfPt, ^EITS^ ^Sfcfd.%, ^STPfa, I ^TScTS^ ^TSSS^R,JJFRrfcf; vdte.TL
x" , 2 '. ,R ............ ...

^Rfcrd^, ^derrs, ^sfcrs^ i ^snsd^ vsfcid% .jgPR, v£iTScTs.,
0 . ‘ 3 ~

5J
f 18 -
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3:11 RAU

In solp Tabla performance 'Rela' is followed by 'Rau', The definition of'Ran' is mentioned in the 

previous chapter. Punjab Gharana has a tradition playing 'Rati'. To play Rau required extreem 

practice because the fundamental Laya of this composition is Madhya laya. And it also shows the. 

basic structure of the composition at the same time, Tabla player does the variation according to 

Khal i-Bhari of the taal with maintaining flow of the composition.

Ut. 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

EIFHcT, j^gEflfcj; gPlffejT, jlcPFT^ !

.dl<£*id, vfcbCdlfd, EtFlf^RT, JlfcHH . I

^jsPrs^ncra^.
x

.cftsf^d^dcb,
2

EiTS'frSddacb . 
o ■ ""

^TSfcP^cbdcp
3 .......~—'

JcKRbCdiRiRb’i

JcKfcbddlfclfcM

jifcrf^HtonfcL

jrffcrW^T

jnfM^Fr

'gp#Rf^Frf^

fiprf^f^prflpy

msPrs^FRra^

x
dTSf^S^cl^
2

msFrwidcb^
0
dTSf^SWcTO'

3T8WF

fcKfodWFT

fd'^lcbcfd’iRb’l

fttxRbcfci'i (cH

EllfclRul^REJlfcr

r>. jf>. ,ry ,p>.FFTTEFTTERTEpf

■fcRf^sf^Rto mfciP'idf^rmfcr ’,;
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tTeCT - ^

x
ettsPfswrf

wrsf%swci^
o
efTsfts^nw^
Y~——

fcKf^etrifcrPl'-i

tcl^PbdfcllRlIVl,

Ri'<Pbcdi(af^’i

qTfcifiwrgFTST#

cTT^tcbvi'Pdcf?

Rm IM^rPi ’T^ i

fcK^frcicItRiRM I

WT-^

sgrsftrsipffiqu
x

^T50wracg^
2

x!TS%S':T9KTtR
o
snsPrwrw
3~~———'

|fl^|cbC'-|'llTfcg>

JsKfodsiifciftg

jri^Rbd'i^bcl^

fci^d.snfcrf>R.

^T%Rnf^gi§L

feff^rg^fcpcR?

WI- ?

jfTsPrwmg>

^TSfirSTWcft.
2

^S%5Wc[ep,
o

3 ---------

jcRfe-'esffSSS^ , JcH4?dPprf^FT^ I

^I'^'ggifefig. . ^fiRffepTgf^ i

Rt'vfcbCcllSSS, JcKfecd^cKlv^ JcNfcbclfcHfcld., I

RnfVdsnfaPij, ^iPPuPfm^, i
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EitfaPHfcHgrfcr

^(dRHRHdjjd

o
msfas^picra^
3 —

fcb’ldlRilV-lfcl’l

icRf^nfclRn

ftJTfclRl^&llfclRM

£] ifcl P'f'Tf^R SfTfcT

dlfdPHdlfciRN

enfc(PRf^H6l#

IcHdlfclfcMfcH

JnrfWRffcFT,

dshdK fcfFT^

x

2 :

^s^toerrfcr_^,
0

jci^eEllfdPM
3~--------- :---------

.dliclRMSTfS^
x

J^lfdddlfdRbd
2

0

EfT
X

JJ
19

gllclfedElTS^ 

PWRHdltci&d, 

fcufdRjdf^FfEilf^ 

StfEpTEIlfilRH, 

EJISS5SSSS „

IcHdlldf^HEITS

^ggssssss __

Jd’jdifdf^TEfTS

'gTSfirSdWP

^TgnfcffiRfcR

.PtdfERflFrfed,

^TsRtSd^TW .,

js^fEREnfd^

jcwf^emRiRK

,^f^TOT5j_,

Rldfcl'idlfcl^d
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There are three types of'Lay' of Punjab Gharana. In all these types whether ifs a solo Tabla 

performance or composing 'Rau' is arranged and presented in the form of ’Tukada'. 'Gat' and 

'Chakradar'. However in soloTabla performance sounds accomplished only with 'Vilambit Lay'.

3:12 To Form a 'Theka' in ’Madhya Lay

The second stage of solo Tabla performance commences with 'Madhya Lay'. A small 'Mukhada'. 

'Mohara/ piece' or 'Tihaai' and Gat & its variations are played in 'Madhya Lay'.

If a presenter played a composition of'Madhya Lay' with 'Padhant’ then it adds melody to it.. 

However this doesn't mean all the compositions should be presented with 'Padhant'. Then it 

sounds effective. If you play it in lower 'Lay' or with set hands then it doesn't sound melodious. 

Hence it is very important to remember that the compositions of'Madhya Lay' and 'Drut Lay' 

have theirfixed placement of presentation. It that is maintained 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, TlIKDA, PARAiN

Here researcher has tried to give traditional compositions in form of ‘Gat’, ‘Tukda’. ‘Paran’ 

in notation.

3:13:1:1

" #ITSS
V'

GAT IN TISHRA JATI

crffefTSS
2

IcFxrSFT
o .
crfch^eriss-

cFpf^RpR

cTeFWfcR fchlfcMfcIs

f^FRTcpflFf'

f&ndcbvcb

f^FTcratflpf

3:13:1:2 GAT IN CHATUSHRA JATI

%e$R •Fif^R errsw fcrePhcPhdf^R ^pt^r dfoeR i ^^ ^ ^^

gicTcpflr fch.-icTcR Tif^H errsf^R i TTf^pf srmwffer Prdcim
20

3:13:1:3 GAT FARAD

jSITSfchdcTch dP)Rbc_ . ^ iclddndiR 1
x .
fedclwflRf^ ^JTfcTSRTS^T , I
2 . 

jmxj^|[tbed<t^ Jckfchddcnf^RftRftT JcbcdmpHfmc<jdi JcbddtnfcKicbddH I
o

' l^dci^f^l x f^’ddjb, J^ddmdlVjyiS. I
3 _

Above composition is in Tishra Jati and it reflects the form of‘Pipilikayati’.

117



' In Punjab Gharana under the name of‘Gat’ there are so many compositions 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

.cliCpncbclflKll^KKicfrc, Jjj(^(qqfclEns(cNftb5: sftTfTf^S^SS?fT, Rhc'-Orntrifc;”sfcTC. I

■jtbcflciHtlSdMdhljL 3jcftElTSSrlrHITPl.TPL. . djfe J1 ft Pi STff sfeg. i

;gq^T#reffegyl. ^SdTddHhlcR'fes, jlgcUSfegclipfjB, I

t#ggiswf, ^wrfcptfegg^, i

EfTx

3:13:1:5 MISHRAJATI GAT - TAAL EKTAAL

X 0

||rcfo?fa>CTTSTOTS3,l ITSSSSffefC
2 ~~ ‘ —— o " • ~~

il^Nft^EITS^EITS^L, ^ISSSSffecT^ 1 (^feedchdlS^IM^I.
3 ' 4 — - - --..............

EfT
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 sequence 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

x

0
■Jd^ddchf^
X :

,SW1

;cbdP»

errsss^
0

jfgfMofc

x
JTSfcS

x

^yTOFt,

o
w$M

J*l3rPT

sdltKfe'e.

Jddfcld

fdd<bdl

Jmcdcb9TS, ^jlcK^ddcb, 

o

X

fcldldd

Rldcbdl

.f^CdcbEITS, I- v dlckfcbddcb vf^Kl<^ddcbSIT

SlTSf^SEIl

jmf§fcldd

^S55T1-

^0dbVl

JdiRbCdcbj^J J^ddcbETTS,'

3

^WT^wRbddjb. eTTSSS^
2

3

JTSfe S, ,f?IWT, ’
2 '' '

f^ldfcbddtbEIT .SdfddRbd •

JidicKfebd , 

jddfdd 

4<hd0dj. 

^djcNfcbddd?

jcldf^dcT^f^IT

.tfcf^Mcp^Pb
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3:13:1:7 MISHRA JATI GAT - TAAL TRITAAL

X

#idldhlfcN „

^TSS^5^fT%.

0
mSS^STTlfifcf

dAddMlfcId -. f^df^SbRhCEIFt, . fddcbd!i>f<Wd<t? !

RbCd4)d<t^H^RftT, ^SSpTS*rf,

jfegwd^-^rfWgg: ^df^Rf^^edcb^is. tftssftrsgr, 1

t^ewdwrflRftT jfssftrs^ isjt

In this Gharana there is a traditional trend to play above type of Gat in ‘Vilambif lay of the 

taal with Laykari (Variation of speed)

In other Gharana Gat’s are played 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’

dl^fctdcbcifST

ssMWfefcpcfe

ssensssf^R tn SCOTS'
4~~^

m
X

3:13:1:9 GAT TODA-TAAL ZAPTAAL

IddacRhc^jlclC 1 ^didePbd^kV, chdd^fcfc^cTl

TSfesPtS^T •

#fyrto‘wte enssfcissmscw i M£refer<PcfffeiTS$ tcrsssgrs^M^' 
Y~~—— "d ————— v~~—— —

fihcid^clPhdEITSStfSS fa
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dffiHcbdcbf^Hcbdlfetd.

o~~ —---- ———-----"""
wfeddldfchdfefcR:
'3--— -----——-------- •"
f^lfchdfcbedc|7dcbEn'57T 
V—---------------—"

ts&s&sffeNfoscra) i

f0cctcfJdcf>efTi>'idRbc I 

dRbdf£|RldRbddcbd0 I.

SnVl<£d3J f^J'lcf3dlRbc EfTS^SJISW

d^dd^d ts^rs^sf^Rf^Kfcbd
v~—v~~—~~~^
d<T>(<bddlS dRbcftlfcId I l0dd<T>d0

f^dlRbdd^ I

Mpdfedd cF5cR?enS^r dRhdRrfcfd

fJISddf^d . I 

Pbddcbdcb I

EfT^^dcb^Fr cbdlfcbdfcl'S^S
2^~--------^ """
Td^d^s^rs
'5 ------ —'•''
cf=i5?JTbddRbd ftfcbdf^)dd0d

ftjesrrsws^ . flRffer^dci^

dc^fcbCdl^dfcfj sftlfddfcbddcrT 
4~~~~------- -“''''
cf^sn'i.ddRbdl^' fddRt7dd0d0

3:13:1:10 DARJEDAR GAT - TAAL EKTAAL

^tcpUft

Icpddcb

WTicpd ^rs^rs
0^---^

^rs^rs
3~ ^ "
dfMcTd f^ddcp.
o : ^

firicTdftj, .-dcranT, ! cRjqiSd
3~~~

0cTcp%d c!TSd%

i ftonrs 
2''—^ 

i irsf^RT
'p——^.

i d^srrs
'i~~~^y

I fddfcbd

WSd^

ddfed

.dcbd0

8 B
ea

ts
, i

n 

Ti
sh

ra
 Ja

ti

16
 B

ea
ts

 in
 

Ti
sh

ra
. J

at
i

122

12
 B

ea
ts

 in
 

24
 B

ea
ts

 in
C

ha
tu

sh
ra

 Ja
ti 

C
ha

tu
sh

ra
 Ja

ti.



3:13:1:11 FARAD GAT

^EfTSdRTT Rbddcbc^SSS, ^ifdxRbdd^ d^RldlS-^ 

Rl'SddfdxRfrd TfcpfM^RW SSSSfcRfcf^ clepf^Rf^Nfcbd

giSSSSSSETI fiRftRWSS
'o'
SSSdT

fcRfeddcb^T f^R%eSFTSSS

f^RWSS RRfcbdd^Rrc f^RteeiTSSS err
X

3:13:1:12 FARAD GAT

c^rrsRr. ^rsssf^R%^ '

<jnrssf£re%, jtorrss^ grefferefcra?,
jcbddfolcHRbd. ^icbd^fd^Rhd, J^xRbda<£>dcft,'

I

JJrrf^S^TSS.. I

ifedd^RRf^ I 

■Rpdmss^ i *n
v

3:13:1:13 MUKHDA IN TRITAAL

•cFgtoctfH. cterrs;ifcfto ’TFltocfH ■ 5isM^'#dwfe'e

sustains1!, j^sWRtera5?te m .msfWwftcctocifre ! m

3:13:1:14 JOD

WTFTfc[
V

axsfefoe,%df£fd,
X

gWfts,
2 ~~

5rstre*t MsRiwr

dJVic?ls

^sus^r

frs'^FrfcRfcP^ xRpfM^Rfcfrd

d'Hlfcl__ __ _ ~—^

msss^i

;RRfedd^%^ I^RfOTTSSS, 

R[WTfcR%d .cR^Rf^Rfcpd. errX
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3:13:1:15 TIHAI

cFSf^TScfT,

fisssstts^sf
r—--------

i^mfcRf^ a^Rf^d^R-.

snsssipsftr.

tTFTHTSSS

ScUfes^fcP

fcp^cpIcRf^. dcblcKfebcif^R'. f^K-lMHI

.$TWftT,,

fcRf^xT^fcR'

ms^prensss, ft^s?rr
Fisssmscf^H qr

x

3:13:1:16 MUKHDA IN AADLAY

srrsEFsf^rsF cTTSftd^be

iH4>dl0dl cbdfd'if^ci.dl

mSFfqrf^R ^fcre'cpm

J5
! W 21

According to the definition Mukhda 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 Matra consist of Tihai: In Madhya laya this composition gives more beauty' of playing.
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3:13:2 GATINAADLAY

3:13:2:1 GAT

crrsffecRjcTT ffercffcKfcictrtiis

^SdTSiJcbddcb, xTTSWTS,

^dflRfl|^fch<idcj2- .^ITffcidlf^dd^, 
o~ ~~

3 ~~ —

^ISWSS

jT^spgnssfiref|j f^ed^di^

ftS^cTTSP i

j^fe^ed^cnss. i

^ddebdckiisp, I EFT
~ - - - - - - - - - - - - X

3:13:2:2 GAT

Ibsens,
X

2
ftsfrrcfaje.

Jackie!) SJFt

PTTrSWS,

.dcbdlSpPd, .jcb dd jfo ^ fch d defc.

J^lf^dd<^Rf|l' Jj^dd^dR^EiTS^ „5j>pMlfoddfb,,

^PfETTS^,

.^lddldfcbd..

.cfftef'SSS

il5^ppdd*c^d. ! £11
x

3:13:2:3 GAT

dRbdl^jRb'd
Y——

'JpRTS^ .
2~~--------

gLSfcbdcl'cbfsU
3

'WfegqTSW,

jrftefTs^f.

^TSSS

Mi>&ddcb

prrsfecTcr^ grsss

Sj|^fcKfcbd„

JTTSffePPf^

gisf^ddcbfl^ .gTSlchdd<pfd ..
x
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3:13:2:4 GAT

EmrsgR^. .texus%

f^C0flib(ctd.

ffe^ct?cf«t4['g-w$qis. ^rssswsw^

Itob'd^TSWS?ITjL SfTSSStTSWS^

m
X 22

jcHcTSTSfS , I 

jjfed fddfcbdclchfajig, i 

ter^cfcf^mmsm^.1

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) - TAALTRITAAL

.g|<Wd0dfjj
X

^Scff^TW,
r~——.
,dft>ddl$Rfrdd0,
<f~~———
ftddRbdftrs^Tr
3—--------- ----

■pSS5Sf%,

0cTSlW^lta« STTSSSffeRT

■jgjlfcbcdcndcbfcl^l^g:

jjTSswsTftpj-

sjTMpbdd*

jtj Sd iRbcd <ft g| sfrf $..

'crf^densftra,

j^dd^dfcbdf^RftfT .[^ed^fdRbdf^Fff^F?' ,<t)df^Rf^KRbdd0

%1dRhdf^sgi Jjbdd 0 dfedf^fiR,

J^ddf^dftS^l

{ydo^cfPfrdfl^lT ^sfSRf^Pbdd^ ^TSSSS5S_

StllPbddcbdcbfcKpbc 

gjfedlcbcdj?

.gfocfefflS,,

Jl%5wrssf^cr.

.wsf^i^i^cdib. errssssfacr

f^Cd^df'bdfWlR' (cbCd0d(cbddftlf§R‘' 0?fsf^Rf^J^Pbdd'cfr

^S^fRIS^fSURT 
T— ------ ——

dft’dfcidlfcbdd^ 

df^df^raf^Rj,

J^cd^dPbdf^rft^ J^ddd5dfcbd[%?f^R-
o~~------------- ~~ -------——■"
ftddf^dftSdT 
V~————

enssssfecT
x—-—~——
wsft^RfciPdcf^. srrsssss^
2 ~-----------^ -—---------- ---
,Sef|f^ddcbd^1rI^%'d^rS'd fRbddWSf%§ 
o~—--------------—

.pTS’-iRHddjg. . gfegsrrssfeg^ _______ _

ferdcpdfediM^R' WSflRftlteT^ EfTSSSSftcf

^ddchdf^'gflR^ 

J^ddcbdfedflRgR: 

.dRhdd^d^,, 

S'dt^FflcfKi . 

|lf%ddl sfeltRP,,

%1d(^dftsg][. i^dd0d(cbd(^Rf^r:L jcbdd <*>d f^df^RftT.

dPbed0d<t^

^0Sdf£Hl0Ct;

dfcbddli>Rbdd0

f£iddi^'crT%d'l.

jcbCd0dPbdf^R%5 j^dd0df<bdf£ref£rc, 
o~----------------- '"’ --------------—
ftddRbdf^TSWI
y^—-------- —^

jj
^ 23

'i fed'd'0.

Rbdd0dl^dfMt!T (cbdd^dfcbdl^RftR

^W’tHis’TOrt^r.

dPbcfddlPbcdcf? 

jTfedftraf^fc! __ 

^dd^crfcpdf^Rf^R:, 

fteril^fedT 

SUSSSS'fSfcf , 

WSfM^RfcKcTcp
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3:13:4 FARMAISHICHKRADAR (Madhya) - TAAL TRITAAL

X ^ 

0
|[^HI

0”

miH 

arwft-

^RlPRj'
0

o

tjHiPijj. vH^3 J

jcie^ ^grrsPt^j i

JdCc^d^ I 

ITTSSS^ Iw, I 

grrscra^ ^feg, ^ i 

vgrsfiRI I 

Ff^FT^ I

^fcTgcf, . I

^isftgj JI#FT , 

ifepcL

feief^FT

.71#^

2 "

J<bd.f£FL

'to>d

jt&ff

Mm

FITScRF

JdCct)fl

^EfTSfiRI I

fWlFI- ^TfScfcp, .fcRTfe.

^Tsfipn, ,gr-5r^

fWlFJ FTffefj|5c#5

ygnsfimx

■jlTW% „lcldW ,

fflSSS^ ,;d4Ki^y . v^sftFI 

^enwf^ JcTdcfxI,

■5§!S-' -^55 v?^71^-

fwf| ‘ .frldcSTT,

/
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3:13:5 LAHORI GAT BEDAM CHKRADAR - TAAL TRITAAL

X

0
tern,

x~

0

SJTSdcfr,
x

^StTTS^
o

x ~
.grais,

o

err
x

vSRJcRj,

j4?'icl% .gTS'jgj, I ^cjcRT^ jgcTfog, ,ETfSW

,WScT.

^srrscL/ ^R5cL-

.^frpp^,

^£TSd .,.

,ejtsw .s-m....,

vd4?d4jV._._______,S
______

jMs^r, mss, JnsfeRftre,- Ifecr^dfee,

3:13:6 PUNJABI GAT - TAAL TRITAAL

f^^cbdcbcl Mfadfod errs^reiTSS

f^Rf^Kf^d^ ciphddRbd,. £|cf£Jddd.^ ^ctlcidtRbdcjc^

gTsftbddc^ nfedf^fcpd ^rs^rfe
o ------- v~~~—r'"'" v"

JTcffepdSJTS^ cF%df¥^d, f^S^FTdcp, / jj
£TT 24

x
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3:13:7 TRADITIONAL GAT

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

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

3:13:7:1 DUPALLI GAT

ft
dcl0 , , ddrid , . f^lfcbc,

2

6

3

X

2
eusfc,

o
f^fSOTT.

?TTSR , , STTS^f, s ScHSeE, I

^TSR , , TF'R , , RF'R

Relate , t ffecT , .

RcfKTT.. vR«ns , i

JSSS^y ^JTSglT^ vs%d 

5%^ ^SScf^

sfes , , to. , . scis

,^_d Hcpftfefto mgtors^r I

^SR5T5R

2

o
^TSf^S^Sy

3

RFRRFR

Rfcnws , /ftorsss

.SScTSSITS

JcTSSlTSfto

itensfe ./tosrrs i err
X
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3:13:7:2 DUPALLI GAT

cPcFT

x
f^FFT

2
^tYti

o
Sfe

Y

jTT^RrT^ - 

H4>d . . cITSETT,

cTTScp , t MS

x
^ScTerrs^r

Pbcsn, , Scf^t

o
c^ETIS

Y

■*if^s

tern,

zms

cTcf^fe , . £TTSW ,

^55 ^psrrsj^

fcidcj-^gisqi^FtdFnYrr

2

^TSpcTEITS
o

^ftejTSdfcjJ ^sw<$t
3

msz

enssn

,i>Rbddcb

ZISZ

ScfJW

<t>dcfl

sTcHte ,
1 ,.-/

l^praf^

,y

YtsYfa

TTTSgTSftem

vfcbd£f[ScPc[

5J
j ^ 25
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3:13:7:3 LAHORI GAT (AADLAYA) - TAAL TRITAAL

u

X

2

0
vgisgrsPRx

^[fchCd<^

vjVi^RtS^

srssnlchedjj?

^p[c[5%, '

fci ^ fedd cbf^l'iRbcdip J5lf  ̂dd <+> ftR (0 dd sfe.

3:13:7:4 GAT - TAAL ZAPTAAL

X
SSSUSfcR
V-------""
_ __  fsjuscwe

s§W(^

J^d^fmPbd

O^PSsL, ^ISSS^

fedd^RNKfrc,

Jchedcbf^Rf^R . Pbdd^dRhd.

TOTS^RfH ichddchflRfe?,

^5£Tl

StTScTTS

J'4>;J.ddHli%c,
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3:13:7:5 CHAKARDAR GAT - TAAL TRITAAL

,Rrd<t>£TI sserrs

^clcbfcl
o

^JTSfcF#[§,
3

.errsss

v^TSElTS^
2

0
^SSdTS.

^dlfcb-gT1<C^
2

<LJlfeHd0
0

-'Iz ScfS

2

j^R-FFT
0

Jd^ifcbccicfr, 
x~"—

JcWfebddefe
2

^jtsss
o

sf^dcicbglS

^gflfesW-

, cPScfS

jnsfir#TL

jjtsstts

Jt^T

^TSTtT ^

vRu(<bdcfl^

vjcN^dcfg^

vgrsss

JpdcTWS^

'jtSnT ^

JrKRbddcf^

yfcKfoddcg,

. EfTSSS

s&ddqjStT&

vgTSS5^

Jcj.dd^

^ts^t ^

vdcbRl^Rfg^

'-IM^Rbddcfe^

^nsms^

vJj'lClcOgQu-/

. EIT^cp ,

Jddd<t> y I

.Wi......., • I

_ r! _cb Rl^(%d , !

...ftRfiKfed, I

Jj^Wd'dcjj, I

vgTSEffS^ I

^Riwen, i

,ra>.... , i

...dcbR .^ I

-aisRr#i^ i

sJTSS^ 

JETTSEITS,-' 

■.f|r#kf^dd<j;t 

vSSEITS^ 

J^jfcld ^

r\ r\

vdjW'Sd,®.-

.dcbkKRbd, ^■‘lldddcb^

JlpdMcfx: .efTSSS^ vg?ScTS ^ ■

.J^R^Kfodci^, .grrsfM^

^TSeiTS^

I
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3:13:7:6 FARMAISHICHAKARDAR GAT - TAALTRITAAL

2

0.

3
.EfTSSS

vSi^lS^L/
2
vEJlRl'ifchddcb,
0

,,3~
^1# /

2
vlllld'ifcbdclcfe.-

^Iref^Hfodd
3 ~
jeitsss „

2

O'"?
'ist'ifc;
3 :—

dcud0

^ifcRfcbddcP
2
.£nfcRfcpscr«fL

3if?pr

MWfi

j^SdT

JiifcKfodd^

JJTSSS

^d'tdlST

4jlfcKRbdd<j2^

y-SljicwRbddifc-^

vgTSSs^

^fcjjfcKlcbddcfr^

sJJlfd^fcbdd<%

d<t>c|cbd ,

JNlfcKf<bdd<lL

ftRf^Rltera? ^iRf^ddcf)

dQ^RfodcTcfc-

^fTSSS^

vgifiR^

v3#FT^

dtasg_^

ysresrs^

^LlIckfcbddctL--'

.jnfcrcftarar.

jctsss

d.T^IS’T.

^£JlRf^hdd0

ffigTSd'.. .

JMlRKfe>dd gb, 

jyjRRfcbddcj?-- 

Jot did 

,df0d ,

J'FSTSdT

d?fcH-

-.fflSSS.

dg^sis^

..Sjl^-feddcp.

«3[f*FT -'

i

' i

jijjRhtft?ddcf^, I 

v^rf^R^cj^ i 

,£HSS5 „ i

»
d-tdlS3 ^ 26

x
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3:13:8 TUKDA

This type of composition always played in Dhrut Laya with Khuia Baj. This means the words 

of Pakhawaj mostly used in this kind of compositions. Punjab Ghrana has its own aesthetic of 

composition called Tukda.

3:13:8:1 ; TUKDA - TAAL TRITALL

it
jfWSSJT ^dd'bld .STLSlcKlfeicp, TTSE3TS

.f^i^didfct^c, .cTcpf^rrf^Rcpcf, ^sbfcixf^cdcb..

2
^SCEITS.

o

.Mtas, j^Kfodtl’lS.

m

x

3:13:8:2 TUKDA - TAAL TRITALL

^dcbld^ vVitfcb.ddcpy

x
vSd4>Rl'i(cbdy v^Tbd<t)fd^

2
.ebSlbdcblcK, .RbdenSdcb, ,fcldRhctSTTS , .depfcKfcbdSTT,

,%seHScRb, ,ld\f^d£ns, I

.fct^RbdSTTS, ^dcbftKfcbd, I EP
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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

o

3

o
0dlfcbciy

cbdlfcbd

SJTSSS

EfTSSS

fcpScRp

cFtSW

■fitter

cpScFf

cPScPT

defied

v cpScFt

cbdifcpe.

bddlcbd.

cl^dd y v

cb'Sd^ S^Pf

■f^Kff^rfcp

cbdlRb'd 

EPS^Tcf

ddl S^f ,

grffer

'fcp'5.|%py 

dd fSd y err
X
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3:13:9:2 CHAKRADAR PARAN

^TSmsftfWS

x

cT^rs^renrserrs y

wiT¥n^Fri, ;wil^Hsrra ; cpfMcPSWlf^,

.wnssscfts^
o

v^sIteiTssn^
3~~---------

^sssrrserrs^R

X
^EJI o| cb flj fcb C<t^y
2~—

v^SSJTiRbcSTIS^ 
3~~----------

^ssssErrsgis
X

^snwfM^
2 --------

vWnt^FrErTS^
o

3 ~~~ """

v.
ErrsftenssOTsi, v^fafoe^jcFTfe

^cpflrffepcFTfe vjFrarsss^s

■gswrsws ms^FTEnwflr,

'if^HHHHMI , iJ?)]c}5^Tfl^TR'

cftssrrslteus / vsn?ra>fafteraj.

-^I^WSJTSSS

f^rwscFts^ ^ ^ssTsfeprara

WflfcTfFFTFt , JfFTFHlWlfe

ss&swsfaz . ^Ensgi^fM^,

ms£n^f^5 ’ v^jcHiI^HSJFS ■

^TRSflSSS^S ,

enstfensss

tew#R
V

£||-?)cD^llchccbc1,

^sensfteifs.

cpflifchcicbd^lfe.

TprsnF5R5fM
ŷ

cpcFrfcpFrsrrs

ssfts-sfTsfoe . i'stt
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3:13:9:3 BED AM FARMAISHICHAKRADAR PARAN

fe
X

^s£r?r,
o

4[TS,
X

o
^TS, ..
x

JsbdcTctj,
o

4^5,
X

.TTcPcfT,
o

x
^3
o

^TS,
x

4&e_^
o

^Hly
x

o

X
4%gr,
o

,sfk

.dllSc^

,S^T,

'fe

jtft,

/flrcf^rc. jcpedch

33
.errs,

&S, ^US, 
Jcfrcdct^ .dais's,.

^5,

JFT,

.RwRbd

4|s, 

crt»rse, .errs

fe 

4^5, 

'3!l- ’

jycdq?

33

333
venrs^

Jc|?ccicj3

^dfodl,

£S,

I M,
2

•I JdxRbc. 
3"-----

Ife '
2

I ^TS.
3

1 jicjfrsg,
2

1 Its,
3

133
2

I ss,
3

1 jferefH
2~~—

1 H
3

1 .crafts^,
2

l
3""

1 sn 
2~"

I dPS,
3

fe

JTcPclTS,

4-s,

33

33

JTPT,

.srrs

Jlridc^

vlS,

4|S,

H

JJTS,

.Rbdd<l5 d <$ Sd

,11 '

33
jjfe'ddd?. . clc^t ScT, 

SS,

33 33 1

fe -%55. ' 

H 33 1

ct^tss, ,vf s, 1 

.fldd<ft. ,d efi Sg. I 

IS, i 

sfl i

,f^sy 

3?s£m

^s, llHs.

.«TTS, .SS , '

11

jriSrse, .errs. 1 .ss
3

.te jlxidcb, JT »c^Sd, ! SU 27
X
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3:13:9:4 LATIKA PARAN

it

,fcR^
0

x"

0

^5L
X

^cf
0

^ms
r"

0

ygHS,
X"'

^cr__
0

ms.
foe,

foe, jfs

S'T y j*rs

vss_

vss

JUS

J^Rf^R, J^gclcjt- v25^

vSSy yfiS^ ^ 

vferf^, Jfog<pg, 

vss v vfrs_y cTIS^, 

J^R^R, Jtem RrsftFR,

clfcR

M

WjS

,trs

sns

. fcTS

tenr-s

JcfS

.STTS

^5L-

.RRT,.

vf^RT,

v.c^y

4^5,

V3S^.

vf£hL

,?tfr

.EFFT^,

'<HLs .SFPt^

31> ,fcr£.,

vcbdl,

.jcbCd^ ^T S Rb d,^ t

^ESl' 1

vRbdd<t>, JTbf^c, I

yCftdl^ VSS y I

Jf^ed^ RTSftfR, I^T
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3:13:9:5 LATIKA PARAN JOD - FARMAISHI CHAKARADAR

0

r
^SSS

2
4^-clcbcllfcij,

0

Yf^^r
X

ygfsfiis^T ^
2

vjcbdclc^dllctiv
o

^gTS^rTU'
3

J3TSSS .

4£f>dd0Lgxf<^d
2

,0
vtrS^FT^

3

.(cKf^ddd?

^■dWd'ffcfi
2

J^dd4>dl(cK_ 

jmsrmr

JcfTesiTS^ 

vjHlRld ^ 

JJTS'fitS'FT

.ctelbddl

J1TSSS

JsKfoe^

■ sgrs^pi^ 

4d.xRbddgl^ 

JffCdcfrdTfcg^ 

4gbdd<ftdtfdl^

yjrrsss^ 

.jfsss ^ 

vgg?ss.^

'def-didd ,

JfbddcbdlRl^

JcbcdcbdlldX

vfts^FT J 

JcNf<Wd0

JfbddcbdlfcH^ Jcbdd^dlfcl

fcftdd^MlT

^fSISHdl

J^ddcbfrKffes,. . SJTSSS

^SSS^

VWSS,

vgs^rsg-

Jcbddfodlfchv 

vglTSfcfT^ 

#TS^FT ,

3sss_^

v^SS ^ 

,T[S<tdH 

-jfeddc^f^Rlcgd, 

vjcbddcbdlfcN_./ 

vjchcd^cltlcid 

v9TSfdR

dg^gTSFcTb 

vgTSSS .

4^dd<ftdlfcS> -^-Jcjzdd^fcRffeg.

J^dddninyH.-

-feUS-'

.. dl^fcld ,

.^}cbdcidd0dd~#:..- .

cFSISWdT

J^ddchlcKf^C J7TSSS

J^ddcbfcl'ifed,

Jcbdd<*>dlfcN.,.

[chddcbdlicR

,cf-dldddL,

SfTSSS

Rbdddsfdxfcbd
JJ

[err 28'
X
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