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PREFACE (Introduction)

In the modern age, among series of percussion instruments, Tabla is most melodious and
ear-pleasing. Today, six gharanas are recognized in solo tabla playing, each of them has acquired
its unique and independent existence. The promoters of each gharana have laid their own
independent style in solo playing. These gharanas have also given many popular as well as
successful artists. However, in this modern age, it is very clearly perceived that both Ajrada and
Farrukhabad gharana are much prevalent. For this, the credit actually goes solely to senior
Ustads of the respective gharanas. If we want a confirmation about these facts, we remember a
statement made by Prof. Sudhirkumar Saxena. There is no doubt about this fact. If we study the
history, the history of both the gharanas, it becomes very clear that there is not much of
difference between the two. This proves that according to the history, these two are almost

accepted as contemporary.

Delhi gharana is definitely primitive. However, according to historical facts, Delhi
gharana’s period has been approximated to 1780 AD. It is possible that no other gharana
emerged in those 60 years. So, all the tabla artists have accepted that Ajrada gharana is
considered as the son of Delhi gharana. The researcher has not only thrown a light only on
Ajrada gharana but also tried to highlight Farrukhabad gharana. So the conclusion is that
Farrukhabad gharana was also equally evolved. If we think about the modern period, it is found
that great artists of Farrukhabad gharana are more in number than Ajrada gharana. When we talk
about development of tabla of Ajrada gharana, we gave major credit to Ustad Habeebuddin
Khan. It will not be an exaggeration if it is stated that, for the development of Farrukhabad
gharana, the credit is mainly given to Ustad Ahmad Jan Thirakwa, Ustad Ameer Hussain Khan,
Ustad Haji Vilayat Khan and Ustad Shaikh Daood Khan etc. The researcher read a book named
‘Tabla’ by a great author, Pandit Arvind Mulgaonkar, after deep study, the thought came to his
mind, if he should present a thesis on the topic ‘The Comparative Study of the Methodical Style
and Tradition of Tabla Playing of Ajrada and FarrukhabadGharana’ ? He was determined to
present a thesis on ‘The Traditional style of Tabla playing of Ajrada and Farrukhabad Gharana:
A Comparative study’. He began the research by working methodically and logical. This is really
a modest attempt. The objective of it is not to underestimate any other gharana. This is also a
reason that most of the compositions of both the gharanas are conceptual as well as extensively

elaborative.
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Plan of Transliteration

(Not strictly in accordance with the standard practice, but with an eye to easy following

by the average lover of Tabla rhythm):
©—t 3= i2t=dhit and i23 is dhit
i2 and 21 are dhi and dhirespectively;

Similarly, i€ and 1 areiand.

Where they appear as the last letter of the bo/, ix; i2.are written as tin and dhin in

English;

But itna and i2na are put as tinnad and dhinnda, hoping that letters nn will enable the
nasal tinge required by a dot over the Hindi letter to help the continuity of flow which is

implicit in resonance.

D 1isd, as in kdedha (KD2a).



CHAPTER-I

The Inclusion of Gharanas in Eastern and Western Baaj

Indian Music is an ancient tradition. Many prominent skills within this
tradition are observed today. Here, we will exclude all other skills except those
concerned with percussion instruments. Indian percussion instruments comprise
several different musical instruments made using leather. The tabla, however is
considered the most prominent among Indian percussion instruments. It holds a
position of the highest merit among percussion instruments made from leather.

Researchers and experts tend to agree that there are two important methods of
playing percussion instruments: the Eastern playing style and the Western playing
style. The researcher would ask why only these two methods have been taken into
account. Most of the instruments that the Indian gharana traditions were based on
belonged to North India. Hence, the experts of old concluded that these would be the
most important methods:

Eastern playing style
Western playing style

History does not stop at merely the methods for these instruments. Further

research goes on to attempt to allot each instrument to a specific gharana. The present

research seeks to probe and explore the following issues:

e How these methods were ascribed to their specific gharanas?

e What their origins were?

e How the gharana-specific methods came to be known as baaj?

e What required them to be divided between the gharanas?

e Why the gharanas were considered separate on the basis of the methods
employed?

All these questions will be answered within the scope of this chapter.

1:1 The Meaning of Baaj

The literary meaning of baaj is "to play". When an instrument is being played,
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the method employed in playing it is known as baaj. If a particular bandish is
presented in different ways, we may say that different baaj or methods have been

employed. Different presentations entail the following:

e Employing different styles of how the hands are positioned on the tabla.

e Playing a single bol using different sections of the tabla and with different
fingers.

e When we think of a baaj from a given region, its meaning may be derived
with the musical ethos of that region in mind.

e Making sense of the meaning of baaj also entails the musical legacy of the
region to which it belongs.

Inclusion of all these matter we understand the meaning of baaj.

Pandit Sudhir Mainkar opines: "The identity of a baaj of tabla is determined
using characteristics such as how the fingers and the hand rest on the tabla and the
banya, their exact position, and what sounds are produced using that position. Study
of these characteristics reveals that they are actually the identifiers of physical

movement. These may be known as baaj or vadan shailr.

1:2 The Origin of the Word Baaj

A discussion on the meaning of baaj led us to conclude that it is related to the
act of playing the tabla. We also realize that the word is related to the concept of
sound. The phenomenon of Indian music and its development are also related to
sound. Sound is taken to be related to the various natural sounds, such as those made
by birds and animals for example. We use the sounds we like for musical purposes.
The sounds that we do not like, however, are identified as cacophony.

Among percussion instruments, the sound of the pakhawaj is considered to be
calm and composed. The instrument is used to accompany calm and composed forms
of singing such as dhrupad and dhamar. However, the development of kAyal form of
singing led to the development of the prominence of the tabla. Today, this instrument
is prime among percussion instruments. Here, excluding all other percussion
instruments, we will discuss only with regard to the tabla.

We have previously stated that the literal meaning of the word baqj is 'to play'.

When we play an instrument, we are very particular about the sounds that emanate



from it. Laying an instrument leads us to discover not only the various sounds we can
extract from it but also that striking the same spot in different manners helps us
produce different sounds from it. Such diverse sounds are found in the different
instances of bandish, these days.

When we categorized these different sounds in accordance with the principles
of Indian music, we realized the different methods for playing different sounds, which

we developed into the meaning of the word baaj.

1:3 The Kinds of Baaj

Further discussion on the meaning of the word baaj led us to discover that
vadan pranali and vadan shaili are referred to as baaj. It is on the basis of the vadan
shaili and vadan pranali that we have explained the origin of baaj through the
medium of sound. If we analyze such sound from the perspective of the tabla, we find
two kinds of baaj: 1) Asdar dhwani (khuld baaj) and 2) Maryadit as-yukta dhwani
(bandh baaj).

1:3:1 Bandh Baaj

This baaj is very well-suited to the use of fingers in bandish. We hear sweet
and soft sounds groups of bol in this baaj. Since the kinar portion of the tabla is
prominently used in this baaj, it is also known as ‘kinar ka baaj’.

According to Pandit Arvind Mulgaonkar, the resonance of the tabla and the
banya is limited. In solo performances, the limited resonance makes it possible to play
much better. The resonance of the tabla is inherently limited; therefore it becomes
necessary to play the next varna before the resonance of the previous varna ends.
Therefore too, within bandh baaj, quayeda and reld are most prominently used. In
bandh baaj, the pure sound that comes from the tabla and the banya is given great
importance. With the pakhawaj, the sound coming from the maidan portion is not
included in this haaj. While playing the pakhawaj, the sound made with the impact of
all the fingers together is not included in the bandh baaj.* Therefore, in the bandh
baaj, the kinds of bandish such as peshkar, peshkar-quayeda, rela, and rau are used
more frequently. Playing all these kinds of bandish perfectly is not possible until we

give due importance to using each finger appropriately.



1.3.2 Khula Baaj

This baaj involves the use of powerful and open sounds. It employs the use of
the palm in addition to the use of fingers. The influence of the style of playing the
pakhawaj is observed in playing the open sounds of this baaj. This baaj involves the
prominent use of bol-bandish such as uthan, padal, padalang, chala, layakari, laggi,
ladli, tukda, gat, reld, and chakradar.

In Pandit Arvind Mulgaonkar's book, 'Tabla', the author writes, “Khuld means
open, indicating compositions that use resonance of alphabets. Such a sound is
produced by using the hand as in playing the pakhawaj. Therefore, speedy
composition is more often produced using this baaj. Similarly, keeping the fingers
together, and using the palm, and the longer duration of the resonance, the
compositions in khuld baaj have less speed than compositions in bandh baaj. In this
baaj, different sounds are heard, generally.’

The researcher believes that haaj originate from sound. Baaj are composed on
the basis of this sound. The combination of different sound, different positions of the
hand, and striking different areas with the fingers has led to the development of
different nad, and bandh bol and khule bol were discovered through them. It also led

to the differentiation between two kinds of baaj.

1:4 Inclusions of Gharanas in Baaj

We have previously mentioned about baaj and gharanas. But the researcher
has always asked how the baaj came to constitute gharanas and when it happened?
Therefore, discussion on the words baaj and gharana led to the conclusion that
compositions of every gharana were definitely created before the gharana was itself
created. Therefore, the beauty, nikas, rules and style clarify the gharana. While
playing it, the player either plays it with a raised hand or with a closed hand. It also
clarifies whether the composition belongs to bandh baaj or khula baaj.

Yet every gharana's compositions retain their own specialties. Previously we
have mentioned that in tabla, a total of six gharanas have been accepted. Out of these,
two gharanas involve playing compositions without raising the hand - with only the
fingers. Therefore we consider them compositions of the bandh baaj. The
compositions of the Delhi and Ajrada gharanas are soft and smooth. Therefore, Delhi

and Ajrada gharanas have compositions made in the bandh baaj. Similarly, if we look



at the other four gharanas, they exhibit the influence of the styles of the pakhawaj and
nritya ang.

The researcher believes that nritya ang should be played not with a closed
hand but with an open hand. To further prove the point, many experts today have
clearly written in their books that Lucknow and Banaras gharanas' tabla is of the
nritya ang style. And a majority of the Farrukhabad gharana's compositions match
with the pakhawaj ang. It is no exaggeration to state that Punjab gharana's tabla is
also of the pakhawaj ang. That's because the compiler of this gharana is Lala Bhawani
Das. He was a great pakhawaj player. If the players of these gharanas are considered,
this fact is borne out.

About baaj we have previously said that for tabla, there are only two kinds of
baaj. Therefore the researcher also opines that Delhi and Ajrada gharanas are
classified as bandh baaj gharanas. And Farrukhabad, Lucknow, Banaras, and Punjab
gharanas are classified as khula baaj gharanas. In the same way, the different

gharanas are classified under two kinds of baaj.

1:5 The Origin of the Gharanas

The word gharana is known in the music world since time immemorial. All
music is based on these different gharanas and regions of India, thought, and style of
playing. It can be safely assumed that the gharanas were founded on the basis of
different kinds of styles of playing. It is difficult to tell when exactly the gharanas
came to exist. In the modern age, the books available only on the gharanas, speak of
the tradition of gharanas as being 150-300 years old.

The most ancient style, dhrupad-dhamar had four kinds of music that were
classified into four names of gharanas. Even before the dhrupad-dhamar style, the
Bharat Mat, Shiv Mat, Hanumant Mat, and Narad Mat were the four mats prevalent
that can be considered options to the four gharanas. Therefore, the rise of the gharanas
cannot be correctly assumed to have taken place in the last 2 or 3 hundred years.
Gharanas existed even earlier but they had a different form then. They were referred
to sometimes as vani or mat.*

Gharanas are created and spread through the contribution of individuals, their
disciples' thinking, their presentation, and renewal of bandishes. Since ancient times,

emulation has been human nature. When such emulators saw something special in the



presentation or the dramatic nature of some artist's performance, such that they saw
something unique in them, they would doubtless honor such performances and
performers. They would have expressed faith and love for such an exponent. They
would have been curious to listen to him time and again. His artistic skill and his
intelligence would have influenced them to emulate him as his disciples and that
would have led to the foundation of a gharana.

According to Shri Bhagwatsharan Sharma, the foundation of gharanas in
music was initiated between 8th and 12th century AD, in the Rajput era. In the Rajput
era (8th to 12th century) musicians received patronage from the royal courts.
Therefore the music of this period generally developed on imperial lines.

The artists of this period were so possessive about their knowledge of music,
that they kept it hidden from not only the practitioners of other biradi but also from
those of their own biradi. This music passed from generation to generation.

If they were childless, their music ended with them. Later, in the British
period, music passed into the hands of crass commercially inclined persons. The
musicians of that very period displayed base, vulgar, selfish, narrow-mindedness and
such other traits that impeded the development of music and personal interests
dominated all else. The gharanas were born in a catalytic atmosphere of such
selfishness and preference to promote self interest. Therefore, the worst event in
Indian Music during the British era was the development of gharanas.’

The above two statements prove that although the gharanas began in the
Rajput era, or prior to 12th century, the modern gharanas came into existence in the
British era.

Now we will discuss exclusively the development of gharanas specific to the
tabla. 'Tabla Shastra' by Shri Madhukar Godbole tells us that in the history of tabla,
the era of Amir Khusrau or the era after 1300 is considered the most important. This
era saw the initiation of the sitar by Khusrau Khan, the khayal by Hussain Sharki, and
tabla by Siddhar Khan.

Mridangacharya Pandit Ram Shankar (Pagaldas) writes in an article that Ustad
Siddhar Khan is identified as a contemporary of Ustad Kudausingh's guru Bhawani
Din (Bhawanidas). Acharya Brihaspati has identified Bhawani Din as a court
performer of Mohammed Shah Rangila. When Bhawani Din and Siddhar Khan are
identified as contemporaries, Siddhar Khan's era should be the same as that of

Mohammed Shah. The period between 1719 and 1749 saw the rise of dhrupad gayki.
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This gayki was replaced by khayal gayaki. Different historians agree unanimously on
this. After all this discussion, the present researcher believes that tabla would have
started developing after the 18th century.

All tabla scholars indicate Delhi gharana as being the first tabla gharana. If we
take into account the lineage associated with this gharana, it doesn't seem to be older
than 300 years. The discussion seems to indicate that the exponent of Delhi gharana,
Ustad Siddhar Khan arrived after 1317 or in the 14th century. But if we think about
the origin of gharanas, the fact is not borne out. Secondly, no medieval book speaks
of tabla, its exponents, or its gharanas.

In Indian music too, until the time of Mohd. Shah Rangila, there is no
discussion to be found of either the sitar or the tabla. Thirty-nine years after the
demise of Mohd. Shah Rangila, the compilation "Nadirtana Shahi," the work of
Mughal emperor Shah Alam II, was written in the emperor's own hand in 1797. This
work also has no mention of the tabla.’

Pandit Vishnu Narayan Bhatkhande writes in his "Sangeet Shastra", "The
mention of gharanas in music is first found in Hakim Mohd. Imam's book 'Mad-Un Al
Mausiqui’ which was written in 1857.%

Shri Lalit Kishor Sinh writes in his book “Dhwani Evam Sangeet that
Tansen's descendent Vilas Khan started the famous gharana of Rabaris (Rabab
players) and his youngest son Sursen started the sitar gharana Seniya.’

When did gharanas start according to these scholars and books? If one does
not wish to answer the question, the books mentioned in the shashtras and those by
scholars and individual analytical postulations can be used to posit that in Indian
music, the origin of gharanas - whether it was before or after the Yavan culture -
gharanas of vocal and instrumental music and dance, as they are known today, started
in the Mughal period.

These fact point to the conclusion that modern-age gharanas (such as Vocal
Music: Gwalior, Agra, Jaipur, Kirana, etc.; Pakhawaj gharanas started in recognition
of Kudausinhji and Nana Panse; Tabla: Delhi, Ajrada, Farrukhabad, Lucknow,
Benaras, and Punjab; Dance; Jaipur, Lucknow would have come into existence in the
Mughal period, and aren't older than 300 years. That leads to the conclusion that all

these gharanas would have come into existence after the year 1800.



1:5:1 The Meaning of the Word Gharana

The word Gharana has come from the word ghar. Just as ghar means 'home’',
or tradition and family, the word gharana, in the language of music theory, gharana
means a personal style or tradition. The word ghar is actually an apabhramsha of the
Sanskrit word gruha. The meaning of gharana can be said to be 'family tradition' as
well, which means the continuation of a personal or family style over generations. In
earlier times, the meaning of gharana was associated only with royal gharanas. But
with time, it came to be used in other areas as well. The family tradition of a single
family is also now seen as a gharana.

The word gharana was used in Indian music to establish family traditions in
vocal, instrumental music and dance. A correlation between the gharana and the
development of its own style is only to be expected. Therefore too, the word gharana
came to denote the special style of its exponents. For that reason, style and gharana
are believed to denote one and the same thing. A gharana is established only when by
the means of a single talent at least three generations present their understanding and
playing style and create new instances of bandish.

Music is an imitative art. At the root of the gharanas is the ‘Guru-Shishya
Parampara’. All the finest qualities of a guru are observed in the disciple's singing,
playing or dance, which establishes the tradition and style of the gharana. After a
disciple has acquired training over the years from his guru, he presents his thinking
and style, the gharana he belongs to is immediately obvious.

If such a disciple comes under the influence of another region's gharana and
presents his own unique interpretation of it, a new gharana comes into being. The
present researcher believes that a gharana can materialize only through the ‘Guru-
Shishya Parampard’ or alternately, it is that very tradition that crystallizes the
gharana. There are two kinds of gharanas: one is where blood relations are trained -
known commonly as ‘Vansh-Parampara’ and the other is where a disciple is trained

under the ‘Guru-Shishya Parampara’.

1:5:2 Perspectives on Gharana
The social perspective on the word gharana also establishes the historical
perspective. In Sanskrit, there's the saying: “Vansho dwidha janmand vidyaya cha”.

This means, “Ancestry and lineage are two kinds of subclasses of tradition". In



addition, tradition is passed down by birth and knowledge. Persons of the same
ancestry are known by the name of a single family or gharana. But in the language of
music, all generations of disciples studying under a guru are known by a single family
name or tradition.

Dr. N. R. Marulkar writes on the point of view and form of a gharana saying
that a gharana is a tradition of great thought started by the extraordinary effort of a
genius.

That means that a gharana is a tradition of great thought started by an
extraordinary personage of high virtuosity. When such a great person imparts
education of such a new tradition by means of his extraordinary thought and advances
the tradition of his ancestors, a new gharana is invented. '°

Any guru absorbs the teachings, education, and the genre of artistic presentation
and related ideas received from his own guru. Such rules of presentation, discipline,
tradition, and so on are received by the disciple from his cure and passes them on this
own disciples. In this way, the guru's tradition of artistic thought and presentation are
accepted by his descendants and their disciples to give rise to a new class of tradition.
Gradually, such a tradition is recognized as a gharana.

If a gharana is extremely old, its direct inheritor's (khalifd) existence in the
present is a matter of great fortune. Even if the khalifa of that gharana is not living,
the gharana does not disintegrate. The gharana is continued by the disciples of that
gharana. But when the gharana's inheritors-neither direct nor disciples - are no longer
living, it is said that the gharana is ended.

However, it is possible that if future a capable artist may present his thinking
and all those thoughts match with an extinct gharana-then we can say that the extinct
gharana is revived. But in the same context it is important for us to also understand
that if those thoughts include a few new directions, it is not acceptable as a new
gharana. That is because a new gharana is born only when its gharana has an ancestral
and disciples' traditions have a ‘Guru-Shishya Parampara’ of three or more
generations.

Pandit Sudhir Mainkar also believes, however, that in the history of music, the
manifestation of art in an independent form by exponents has given rise to entire
gharanas. Accompanists have never established gharanas. This is a common
statement, but technically speaking, musicians can also have their own gharanas.

Gharana anuvansh (direct inheritors) and disciples help a gharana survive and
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develop. The authority personage of a gharana may not remain the authority figure
within a gharana, yet his authority is respected as that of the main authority."'

The present researcher believes that the basic viewpoint of a gharana, its
original thought, and its original characteristics should be preserved. But with the
passage of time, the presentation and the thought behind the presentation peculiar to a
gharana keep evolving. A new way of presenting the gharana is achieved this way.
One should always remember therefore, that the characteristics peculiar to a gharana

should always be preserved in any presentation.

1:6 Gharanas of the Tabla

The word gharana in Indian music has been passed down since time
immemorial-which has already been discussed. These discussions have led us to
discover that a gharana is known by a geographical origin or the name of its
originator. On this basis, we should focus on the birthplace of the tabla. On that basis,
we can find how gharanas came to be included in tabla and how different gharanas
were established for the tabla.

Tabla has been in vogue for the last 300-400 years. Experts have formed two
opinions about the birthplace of the tabla. Many experts believe it to be Delhi while
other experts believe Punjab to be the place of its origin. Those that believe Delhi to
be its birthplace opine that Ustad Siddhar Khan is the original exponent and promoter
of the tabla. Those that believe Punjab to be its birthplace opine that Lala
Bhawanidas;ji is the original exponent and promoter of the tabla. The latter believe
that the banya is made with dough (Which is also known as dhama), which is
considered to be a symbol of its relationship with the pakhawaj. The mere fact that
dough is used does not prove that tabla originated in Punjab. It is possible that other
artistes found the practice of using dough inconvenient and they preferred to use
syahi.

To support the thesis that Punjab is the birthplace of the tabla, Pandit Kishan
Mabharaj writes in the preface to 'Taal Prakar' that: Even before the time of Ustad
Siddhar Khan, the tabla was well-known in Punjab. Ustad Siddhar Khan's son Ustad
Modu Khan was married to a daughter of a tabla exponent in Punjab. On the occasion
of the marriage, Ustad Modu Khan received 500 Punjabi gats. This proves that tabla

had been in vogue for a long time in Punjab.
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To begin with, there's no evidence to prove whether the sum was 500 or 5 gats.
Secondly, the pakhawaj was widely known in the medieval times. Then, it is possible
that Modu Khan was given bandishes that were not gat but paran of the pakhawaj.
Which the us tads would have called gat on account of their lack of linguistic skills.
We agree that Ustad Siddhar Khan's grandson, Modu Khan, was given 500 gats as
dowry by his father-in-law. On that basis, we can say that Ustad Modu Khan's father-
in-law would have been elder to Modu Khan, which tells us that the father in law and
Ustad Siddhar Khan would have been contemporaries. That in turn proves that Ustad
Siddhar Khan's own time Punjab saw the development of the tabla. Ustad Siddhar
Khan's contemporary Lala Bhawanidas developed the tabla in Punjab. Just as Ustad
Siddhar Khan gave rise to many bandishes in Delhi, and these were taught to his
disciples, Lala Bhawanidas and his disciples also probably gave rise to many ban
dishes. That's why the two critically important gharanas, Delhi and Punjab, came into
existence.

According to Ustad Allarakha, in those times Delhi and Punjab were parts of the
same province. Unlike today, they were not separate. But since Delhi was the capital,
people would come to Delhi to find a living. It is possible that the tabla exponents of
Punjab would have come and settled in Delhi. “Aina Akbari” and “Moinuddin al
Mushiki” are books according to which Dhdadhi people were the original defenders of
Punjab. That tells us that Ustad Siddhar Khan Dhadht also belonged to Punjab.
However, his work was done in Delhi. And his line and tradition of disciples started
from Delhi.

There is no doubt that the proponent of Punjab gharana, Lala Bhawanidas, and
Ustad Siddhar Khan Dhadht were contemporaries. According to an old record, these
two maestros performed pakhawaj jugalbandi for a period of nine years at the court of
Mohmmad Shah Rangila. Every year, Ustad Siddhar Khan would lose out.'> I also
heard of this anecdote from PanditYogesh Samsi. On account of losing continuously
for nine years, he left playing the pakhawa;j for taking up the tabla. At the same time,
the tabla had already been introduced. But it had not yet developed. At that time, the
highly intelligent Ustad Siddhar Khan Dhadht invented several improvements to the
tabla and made several changes to its form as well. He also used the bo/ and
bandishes of the pakhawaj to introduce using the fingers instead of the entire palm
and give rise to a new style of playing the tabla. He taught these new bandishes and

the new style to his descendants and disciples and presented this new style before the
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audiences. At the time, in the place of the dhrupad-dhamar style, khyal style of vocal
music gained currency. For the music of the kAyal style, tabla offered a playing style
that was completely compatible, which led to the introduction of a new era in music
and great development of the tabla. According to the discussion that followed, Ustad
Siddhar Khan, being a resident of Delhi, the style he introduced came to be known as
Delhi gharana and Delhi baaj. In the opinion of the present researcher, it is possible
that in the field of tabla, new directions and a new style of playing it were initiated by
Ustad Siddhar Khan and that is the reason why the very first gharana in tabla was the
Delhi gharana. In similar fashion, tabla gharanas would have developed.

Since both maestros were contemporaries, the traditions started by Ustad
Siddhar Khan and Lala Bhawanidas would have flourished at the same time in Delhi
and Punjab. In Punjab, an instrument known as the dukkad was in currency. It is
related to the invention of the tabla. It is said that Lala Bhawanidas used the dukkad to
invent a new baaj. He also taught that new baaj method to his disciples. Apart from
that, the pakhawaj retained its prominence in Punjab. All of Lala Bhawanidas'
disciples were known as ‘Pakhawaji’. Nasir Khan, Miya Fakir Baksh, and Miya Kadir
Baksh are all names that took the epithet pakhawaji. The true publicity of the tabla in
Punjab took place after the time of Miya Fakir Baksh. All pakhawajis of the Punjab
gharana may have been playing the tabla and dukkad very well too, but they are
properly known for playing the pakhawaj. They are known as pakhawajis’, not as
tabla artistes. Similarly, Ustad Siddhar Khan and his descendants and disciples were
playing the tabla right from the beginning, since 1750-the beginning of the Delhi baaj
not the pakhawaj. They were known as tabla artistes, not as pakhawajis .

The tabla in Punjab rose to public note since Ustad Fakir Baksh and his fellow
exponents. Their time started after 1850. His son, Ustad Kadir Baksh, and other
disciples such as Baba Mangaldas, Miya Karam Ilahi, Miya Mira Baksh greatly
developed the tabla later on. At the court of Maharaj Chakradhar Sinh of
Madhypradesh Raigad district, 1921-1947 all these masters played the tabla,
according to historical records.

Ustad Siddhar Khan publicized the tabla in the Delhi gharana from 1725 to
1750 according to some observations. That is because around 1850, in the book
‘Maudul al Mushiki’ by Hakim Mohd. Karam Inam and ‘Sarmaisrat’ by Sadiq Ali
Sital Khan both books refer to the Delhi gharana in tabla and the skill involved in its
playing. On page 143 of Sarmaisrat, a quayeda of the Delhi gharana is also written.
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This tells us that by 1855, the quayedd of Delhi gharana had gained currency.

On account of the lack of historical proof, we do not have the information on
what kind of hol were used on the tabla as a folk musical instrument or before Siddhar
Khan and what kind of bo/ were used and how that varna came to be developed. This
question appeared in the mind of the present researcher because even before Ustad
Siddhar Khan the tabla was used. According to the present researcher, it appears that
before Siddhar Khan the bols and bandishes used on the tabla and the bol bandishes
of pakhawaj were used to Ustad Siddhar Khan would have given rise to a new style
of playing and that style known as Delhi haaj came to be known as Delhi gharana. All
these historical fact tell us that in the history of the tabla the beginning of the gharanas
can be located to around 1700 AD. Thereafter, all the development of the tabla can be
considered as a different style of playing to lay the foundations for other new
gharanas. Unfortunately, as there's no written proof of all these theses, they cannot be

solidly backed by evidence.

1:6:1 The Development of the Gharanas of the Tabla

Since ancient times, leather instruments have been used for percussion in
Indian music. Pandit Bharat Muni, Pandit Nanyadev, Pandit Sarangdev etc. ancient
scholars have talked about Indian percussion instruments in ancient India. In the
ancient times, bhoomi, dundubhi, panav, pushkar, godha, ping etc. leather instruments
were used for taal. Thereafter, nagada, tasha, nakkara, pakhawaj, etc. instruments
were used in the mediaeval times as percussion instruments and on that basis nagada,
tasha, pakhawaj, dhol, dholak, naal, and tabla were used for percussion in the modern
times.

As Indian music developed its vocal tradition, the style of singing adapted to
the tabla in the place of the pakhawaj. Till the mediaeval times, a new style of singing
and new note instruments also underwent development, and pakhawaj
accompaniment was not suitable to any of the new styles, hence the need for a new
percussion instrument was felt and at the same time new percussion instrument that is
one of the most popular and most developed instrument, tabla came into its own.

Every percussion instrument was used for the purpose of accompaniment.
That is why, before any discussion of origins and development of the gharanas of

tabla, it is necessary to dwell on the history of ancient and medieval styles of Indian

13



vocal music. In this context, Thakur Jaydevsingh says that in the 8th and the 9th
centuries, two main styles of vocal music were known: one was Rdagalipta and the
other was Rupkalapta."

Ragalipta denotes the alap of a raga. It started with a sequential increase of
the notes and was known as Rdagalipta. Rupkalapta denotes the usage of words in
singing the alap to enhance a raga. In Rupkalapta, the singer would sing the mukhda
repeatedly to match the sam. It showed the singer's intellectual power (upaj ang) and
natural flair. The artiste began using it to exhibit new directions in his thinking, which
was different from dhrupad style of singing. That is why that style of singing became
prevalent. In a way, khyal style of singing became properly prevalent by the 14th and
15th centuries in the history of Indian Music. Before that time, it was the dhrupad-
dhamar style and its accompaniment, the pakhawaj that enjoyed currency. As the
popularity of kAyal style went on increasing, and as the powerful baaj of the pakhawaj
was no longer compatible with that style of singing, tabla rose to prominence as a
percussion instrument for accompaniment. In the next 200 years, the khyal style and
the tabla along with it became prevalent and developed. In spite of that, the
intellectuals in music did not accept the tabla and kAyal style.

In 1719, Mohammed Shah Rangile inherited the throne of the Mughal Empire.
His time is considered to be the most important from the point of view of the
development of music and literature. These two artistes were responsible for the
development of khyal style. On the other hand, in the time of the king of Gwalior,
Mansinh Tomar, and the Sultan of Jodhpur, Hussain Sharki, along with Khyal style
other new dynamic styles such as thumri, dadra, and gawali gained currency. The
tabla came into prominence as a mandatory accompaniment for these styles. At the
same time, in the place of dhrupad-dhamar, a new style of singing known as khyal
came into prominence; similarly, in the place of the veena, the sitar gained
prominence. With all these singing styles and instruments, the tabla proved to be more
compatible and prevalent. In the same manner, new styles of singing and string
instruments such as the sitar were sequentially publicized and became prevalent and
developed, which led to the establishment of the tabla as a popular percussion
instrument in North Indian music. Since ancient times in India, there had already been
four vanis well-known within the dhrupad-dhamar style. Each of the four vanis had
their own specialties that are the gharanas of the time were known by the names of the

vanis. It is only on the basis of these four vanis of dhrupad that khyal style gharanas
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were established. The style and tradition developed in a particular region became a
gharana named after that particular region. For this reason, in vocal music, the Kirana
gharana, Patiala gharana, Bhindi-Bazar gharana, Gwalior gharana, Jaipur gharana,
were all named after the particular region. Like the diverse gharanas of this style of
singing, the gharanas in tabla also developed and their specialties were established."*
In 1738, the second Mughal emperor Mohd. Shah's time, there was a popular
pakhawaj artiste by the name of Rehman Khan. It is believed that his second son,
Amir Khushro Khan created the tabla on Sadarang's request. Thereafter, in that time,
khyal style of singing started using the tabla for accompaniment. In diverse books on
the tabla, the discussion descendants of the gharanas of tabla and information about
shishya parampara and the birthdates of those artistes and the date of their demise are
all uncertain issues. Still, in the opinion of the intellectuals, the origin and
development of tabla gharanas' should have happened in the latter half of the 17th
century and the 18th century. On account of the disciplined governance of the
company, the Nawabs, Mahardjas of diverse kingdoms became indulgent and lazy.
For that reason, many artistes began receiving their patronage. Indian music saw
several great compositions created during this time.

Some 300 years ago, India's historical city Delhi in the time of the Badshah
Mohammed Shah Rangila, Ustad Siddhar Khan Dhddhi was an influential and
intellectual figure who came on the scene of Indian music. In spite of being a
pakhawaji, he modified the then tabla and gave it a new form. Pakhawaj and
contemporary avanadya instruments had a style of playing and bol-bandishes, on the
basis of which bandishes compatible with the tabla were composed to establish a new
style of playing that came to be known as Delhi gharana.

The gharana tradition in music has been carried forward since ancient times. It
is on the basis of this tradition that the tabla gharanas were founded. The regulations
we discussed previously in talking of the earlier gharanas are applicable to the
gharanas in tabla as well. Therefore we may say that the vocal music gharanas were
founded first and then the gharanas of pakhawaj, tabla, instruments, and dance came
into existence.

A historical saying goes that the Delhi gharana is a parent gharana to all other
tabla gharanas. The disciples of the Delhi gharana settled in diverse cities and
managed to earn a living there. All these exponents considered the musical

environment of their particular region, its folk culture, political conditions to create

15



relevant new bandishes and infused their knowledge of the Delhi gharana to give rise
to a new style of playing the tabla. The new styles were also taught to descendants
and disciples by those exponents and that is how the style was passed down from
generation to generation and was duly respected by other artistes. That is why
different gharanas came to be established and the tabla was further developed. Today,
North Indian music recognizes six main gharanas in the history of the tabla. These
gharanas have been mentioned in books by all intellectuals. The six gharanas are as

follows:

1. Delhi gharana 2. Ajrada gharana 3. Lucknow gharana 4. Farrukhabad gharana

5. Banaras gharana and 6. Punjab gharana

Six main gharanas are recognised in tabla, but in Dr. Aban Mistry's book she
writes that Delhi, Ajrada, Lucknow, and Farrukhabad are the four main gharanas of
the tabla. According to the intellectual, Punjab is considered to be basically a gharana
of the pakhawaj. Similarly, the Banaras gharana is believed to be without any major
composition for the tabla. Therefore, Banaras gharana should not be recognised as an
independent gharana. But it should be acceptable that the Banaras gharana has given
some high-quality tabla exponents.

According to Dr. Aban Mistry, in addition to the six main gharanas of the
tabla, there are several traditions of the tabla in the different regions of the country.
These include Indore, Vishnupur, Dhaka, Jaipur, Hyderabad, Muradabad, and
Bhataula traditions. In addition, Rampur, Raigad, Gwalior, and such other royal
courts had established tradition and other traditions discussed by dancers and
pakhawajis’.

For the last twenty years, researchers have concerned themselves with the
classical and experimental aspects of the tabla. In several cities of India, public
performances and seminars have been attended by the present researchers. That has
led to the conclusion that the development of the tabla gharanas would have taken
place in several different regions, but the researcher believes that the development of
the tabla has been chiefly attributed to the six main gharanas. In all of these six
gharanas, the Delhi gharana is considered to be the most ancient. The other five

gharanas have developed from the shishya parampara of the Delhi gharana.
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1:7 The Condition of Gharana in Modern Times

The tradition of gharana is an age old reality in Indian music. This tradition of
Indian music is based on gharana. Now it is experienced that its importance is
decreasing due to changing era. The purity and existence of gharana is in great danger
due to advanced thinking pattern as well as revolution in the means of
communication. The danger to the existence to gharana that we see in the 21%
Century, its foundation was laid in 19™ Century itself. The condition of music turned
over again after the British entry into India and then it continued changing thereafter.
After the English began ruling India the condition of all the state and the realm
changed. The rulers, kings and nawabs functioned as per the directives from
Englishmen and their status was merely of caretakers. The foremost and direct effect
of it was on musicians. Due to this the kings and nawab felt tremendous financial
crisis and the musicians were asked to leave. This was one more reason of downfall of
music.

After facing lot of squalls, struggle and challenges, some of the musicians
directed the society to the new path, gave them strength and inspired them to think in
new direction. They became immortal and their names are written in gold in the
history. This gave new dimensions to the art forms like vocal, instrumental and dance.
The history of music bows down for them who gave new dimensions to the field of
music such as vocal, instrumental and dance. They not only followed and preserved
the age old tradition of music but also included new ideologies and specialties. Day
by day the art of Indian music flourished. The artists of those times had gifted keen
intellect, talent and powerful memory. These qualities are not found in the artists of
this generation though they are well equipped with modern education system. The
artists of those eras had accumulated so much knowledge, varieties of compositions,
the expertise, incredible dedication, sense of loyalty, radiance of devotion and
determination to maintain the specialties of their gharana that was really prodigious
and worth saluting. If these artists were so selfish then was it possible then would this
art remained alive? They generously taught the art to the followers their gharana.

In the recent times the field of music has expanded. Many people understand
it, listen to it and try to learn it. It is widely spread in every household due to music
concerts, conferences, AIR, television and modern technology. Today lots of books

are written on music. The new melodies of bandish are composed, tukda of dance and
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tabla-pakhawaj bandishes are composed. Forty years back it was very difficult to
convince a renowned artist of a particular gharana to perform. Now due to radio,
television and records it is become very simple to hear them repetitively. This has
made music easily available to all. In a single performance any artist presents the art
of various gharana. It is very obvious that every artist very easily accumulates many
new and good qualities of different gharana in his performance.

In the olden times the disciple stayed at his guru’s house-in ‘Guru-Shishya
Parampara’- for many years and got vigorous training from that gharana. Due to this
he was free from financial responsibility and was able to concentrate on teaching as
well as learning. The students today’s generation cannot practice for ten to twelve
hours a day like olden tradition as now life moves like a needle of a clock. In recent
times a student has the responsibility to earn for his livelihood, so in such a situation
he hardly finds four to five hours in a day for practice. Today the standard of music is
deteriorating because a student has to work hard for his living, lack of training, lack of
devotion towards music, lack of concentration and hard work and low standard of
training in music colleges or schools.

It is impossible to maintain separate gharana system and following rigorous
traditional style of training. Now-a-days it is very rare to hear a particular singing
style or baaj of any particular gharana in the performance of an artist whether its
vocal, instrumental and dance. The form of music has always changed according to
the liking of the masses. These days every artist tries to acquire best from all gharana
to make his singing-instrument playing pleasing as it is a matter of human tendency to
develop the best. As long as the best specialties of every gharana are preserved till
then it is very appropriate to follow this system of presentation. It breaks the orbit of
the gharana. This also true that due to this the music of a particular gharana breaks
own orbit and develops with liberal outlook.

It is must for us to acquire the best qualities from all gharana. One has to
follow all the rules and rigorous training to learn, understand and acquire the best
qualities of all gharana. Once an artist acquires the essential knowledge, understands
the difference between various playing styles and able to know the merits and
demerits of it he can easily choose his own path. In today’s era the requirement of
every gharana depends on the knowledge of a person.

It is the need of an hour to accept music in its present form rather than

worrying about the ruined conditions of the walls of gharana. However the upcoming
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artists do not follow the traditions and specialties of a specific gharana but they show
the talent in their individual performances. This is the secret that this art is still alive.
What else do we expect in the performance of an artist other than that of creativity
and novel presentation in his art? In this way the flow of traditional art form is going

on for generations and will continue.
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CHAPTER - 11

Ajrada Gharana’s Origin and its Development

In the first chapter of the thesis the researcher has comprised brief information
about gharana and its six types. The researcher is making a humble attempt to present the
thesis on the topic ‘The Traditional style of Tabla Playing of Ajrada and Farrukhabad
Gharana: A Comparative Study. Subsequently in this chapter, the researcher has tried to

give the comprehensive information about Ajrada gharana.

2:1 Ajrada: A Geographical Vision

In the field of Indian Music whichever gharana was founded by the Ustad or Guru

gave it a name of a native village, town or city.

If we study in detail about any tabla gharana from its style of playing, all of them
are mentioned by the name of a village, town or city. To name some of the main ancient
and well-known gharanas are Delhi, Ajrada, Lucknow, Farrukhabad, Banaras and Punjab.
The origin of Ajrada gharana is a village Ajrada near Merath District of Uttar Pradesh
state. Merath (Ajrada) district is adjacent to Delhi i.e. nearly 90 km away.

2.1.1 Brief Introduction of state Uttar Pradesh

Uttar Pradesh is a huge but significant state of India which is located in northern
plateau. It has Nepal and Tibet towards north boundary, to west of it is Madhya Pradesh,

on East Bihar and Himachal Pradesh, Haryana, Delhi and Rajasthan towards its west.
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2.1.2 History of Merath City

Merath is considered to be an important town located in the west of Uttar Pradesh.

It is located just 90 km. away from Delhi.
Merath is walled city. It is surrounded by four gates namely;

Kambho Darwaja
Khernagar Darwaja

Budhana Darwaja

A LW N R

Shahpeer Darwaja

Long time ago, there was a bailee bazar among these four darwaja. There were various

types of shops at the ground floor. Above these shops were brothels of mistresses.

It is also famous as the office of C.M.A. i.e. (Controller of Military Account) is
located here. Other than that, it is also considered as the biggest manufacturing center of
sports goods. Khadi Boli is the dialect of this region. Agriculture is a main occupation of

this region as it is located between the river Ganga and Yamuna.

This town is also famous for ‘The Revolt of 1857°. This town is closely
associated with music. India’s finest sarangi were manufactured here. These days we
may not have sarangi players over here but half of the shops of the town, we find

sarangi.

Apart from sarangi there were 850 houses of artists. Once there lived a tabla
maker over here named Munne Khan. He used to make the best pudi of tabla. He used to

charge six times more for a pudi, from the people who were not natives of Merath.

There is a shahipeer tomb near shahipeer darwdja of Merath. Shahipeer was
known as a ‘Peer’ of ‘Mirasi’ community. Most of the Ustad of that time preferred to do
their riyaz near this tomb. Merath is famous in the field of music not only because tabla is
made over here but it is famous as the Ajrada gharana exists here (as Ajrada gharana
belongs to this place.) From this point of view it proves that Merath was famous then and

it is famous now too.!
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2.2 The Origin of Ajrada Gharana

The origin of tabla playing of Ajrada gharana took place in Ajrada village. The
inspiration of origin of this gharana is associated with Delhi gharana. According to
eminent tabla player Prof Sudhir Kumar Saxena ‘The Ajrada is a son of Delhi gharana’.
He has stated in his book ‘The Art of Tabla Rhythm’ that “The Ajrada gharana is
commonly regarded as an offshoot of Delhi gharana.” Ajrada gharana is closely
associated with Delhi gharana, not only that Ajrada gharana was created from the style of

Delhi gharana.’

2.2.1 The Founder of Ajrada Gharana

According to the historical hierarchy two real brothers Ustad Kallu Khan and
Ustad Meeru Khan, the key founder of this gharana, were native of Ajrada village. It is
said that both brothers came to Delhi in 1770 AD and settled over here with the intention
of learning tabla. They become disciples of tabla player Ustad Sitab Khan of Delhi.” He
took training from his Ustad almost for twelve years. The hard work and riyaz in tabla
continued for twelve years. Both the brothers acquired thorough knowledge given by
their Ustad and returned to hometown Ajrada. From the above evidence it becomes clear
that Ajrada gharana is a gift of Delhi gharana. A renowned tabla player, Pandit Sudhir
Mainkar of Mumbai who had taken his training from Delhi and Ajrada gharana confirms

the above information.

According to him all the other gharana except Punjab, are directly or indirectly
associated to Delhi gharana by blood or guru-shishya. Though the style of tabla playing
of all these gharana may not be similar but they originated from Delhi gharana.® Delhi
gharana is considered to be original gharana in the field of tabla playing. All the other
gharana originated from Delhi gharana, so Delhi is certainly an originator of them. All
the disciples took education from the Ustad of Delhi gharana and settled down in their
respective villages. As per the musical environment of the place they composed their own

bandishes. In this way the new gharana were established. The renowned tabla player of
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Farrukhabad gharana, Pandit Mulgaonkar also confirms that Delhi gharana is the origin
(birth place) of all gharana. According to him — “Delhi gharana means the earliest and
original gharana of solo style of tabla playing.”” The main reason behind this was scholar
of music like Ameer Khusro and Miya Taansen belonged to Delhi. Besides this many

renowned artists got rajashray at the Royal Court of Emperor Akbar.

Due to this rajashray was given to the artists not only from Delhi but outside
Delhi at the Royal Court. Many artists used to perform at the Royal Court of Emperor
Akbar. The emperor was impressed with their performance or art he used to include such
artists to his Royal Court. We find a mention of a caste named Dhddhi in the Royal Court
of Emperor Akbar. The original occupation of this caste was to play charma vadya
(instruments made of leather). From this fact one can assume that Delhi gharana had

originated during Emperor Akbar’s period.®

There were many artists present in the Royal Court of Emperor Akbar. They were
playing various musical instruments. From this we confirm that the artists were highly
respected during Emperor Akbar’s period. Due to this during this period there was a
scope for development for the tradition of avanadhya instruments. If we think of the topic
tabla, during earlier period we hear more of use of pakhawaj at the time of vocal
performance of dhrupad-dhamar. At that time Sadarang and Adarang the two sons of
Khusaro Khan came up with new style khyal gayaki. This gayaki was melodious and soft
compared to dhrupad-dhamar. To accompany khyal gayaki pakhawaj was not considered
appropriate. Tabla was originated at that time. Ustad Siddhar Khan Dhadhi of Delhi
gharana put lots of efforts and hard work to improvised the compositions of pakhawaj
and introduced new style of tabla playing. The Delhi gharana came into existence with

his innovative ideas he composed new bandish.

2:3 The History of Delhi Gharana

Keeping in mind the above information and thoughts it is essential to do ‘The
Methodical Study of Ajrada Gharana’. In this we include questions like “Who laid the
foundation of Delhi gharana?’, ‘How was the method and style of tabla playing of this
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gharana?’ On the basis of this the researcher feels necessary to begin with the brief

outline of Delhi gharana.

2:3:1 Delhi- A ‘Apabhraunsh’ Word

Delhi is apabhraunsh of a word dehli. The original word dehli means ‘door

frame’ (Chaukhat). This means ‘the main entrance house is called chaukhat.’

2:3:2 The First Tabla Player from Delhi Gharana

The first tabla player of Delhi gharana was Ustad Siddhar Khan. He laid the
foundation of this gharana. Many books written on tabla do not agree with his name as
Ustad Siddhar Khan. In some books his name is mentioned as Ustad Sudhaar Khan.
Pandit Arvind Mulgaonkar has also mentioned his name as Ustad Sudhaar Khan in his

book tabla.

In their books ‘The Art of Tabla Rhythm’ by Prof. Sudhir Kumar Saxena and
‘Tabla Vadan Me Nihit Saudarya’ by Pandit Sudhir Mainkar state his name as Ustad
Siddhar Khan.

After reading various books by scholars on this subject we concluded that these
two names were of same artist. The description given about these two names proved to be
identical. It is also assumed that the style of tabla playing is invented by Ustad Siddhar
Khan of Delhi gharana.

After listening to several opinions and the discussion done with the scholars it is
concluded that —Ustad Siddhar Khan of Delhi was the first tabla player. He and his heirs
tried to establish a unique and independent style of playing tabla and successfully kept
pakhawaj different from them. Their style of playing tabla created a new baaj which is

known as Delhi baaj or paschim baaj.
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2:3:3 The Period of Ustad Sudhar (Siddhar) Khan

Ustad Siddhar Khan is considered to be the beginner as well as the founder of
Delhi gharana. First experiment of tabla was done by him. Making this statement is not
an exaggeration. Ustad Siddhar Khan was renowned tabla player of his period. With lot
of efforts he composed innovative bandishes of tabla. With his knowledge about this art
and with the help of his heirs and disciples, he tried to bring a revolution in the world of

tabla.

The information neither about birth place nor date of birth of Ustad Siddhar
(Sudhar) Khan is available anywhere. We can surely state that his period should be 1700
AD. Dr. Aaban Mistry has mentioned in his book-‘it is difficult to give reference about
his birth place but his period should be somewhere around 1700 AD’." If we throw the
light on the History of the Indian Music, we come to know that the Indian Music
progressed under various Royal courts of the kingdoms. Without going into deep study of
let’s say Ustad Siddhar Khan was there at the Royal Court of Delhi. He stayed in Delhi
and brought through development in tabla playing."

2:3:4 Independent Tabla playing Style by Ustad Siddhar Khan

From the above available facts it is tried to prove that 1700 AD should be the
approximate period of Ustad Siddhar (Sudhaar) Khan. During the period that he spent at
the Royal Court he created a haaj which he named as Delhi baaj. This evolution of baaj

brought uniqueness to Indian Music as well as the tabla.

During those times use of pakhawaj was very common. During that period
inventing a new instrument- tabla and to introducing a complete baaj was the greatest gift
to the Indian Music. It is very difficult to create a new instrument in Indian Music other
than that of pakhawaj, introduce it as percussion and introduce innovative style of playing

it.

Keeping in mind the above Ustad Siddhar Khan originated tabla and its style of
playing. Due to the propaganda done by him the growth of tabla and its playing style was
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possible. About this Pandit Sudhir Mainkar has stated that Ustad Siddhar Khan (Sudhaar
Khan), his heir and the artists of this gharana had developed an independent style of
playing tabla. They had successfully tried to keep the tabla playing style distinctive from
pakhawa;.

It seems the ancestors of Ustad Siddhar Khan’s gharana used to play and
instrument called dukkad. This instrument was mainly made of two vessels. To get
various sounds from this instrument mostly its edge was used. It seems that the playing
style of this instrument influenced the Delhi baaj. Due to this Delhi gharana was further

established as ‘chanti ka baaj’ and was recognized by that name.'?

From this we confirm that to create a sound two thin sticks were stroked on the
edge of the dukkad. In the similar way the fingers were used on the edge of the tabla to

create a sound. Due to this Delhi is called ‘kinar ka baaj’ or ‘bandh baaj’.

From the above fact it is proved that the style of playing of Delhi gharana was
influenced by an instrument called dukkad. At the same time one cannot forget the fact
that an established instrument of that period pakhawaj equally influenced the playing
style of Delhi gharana. The credit goes to Ustad Siddhar Khan who altered and
improvised the bandishes of pakhawaj and made them appropriate to be played on a

tabla.

2:3:5 Specialities and Playing Style of Delhi Gharana

1. The composition of Delhi gharana is soft and melodious. In the bandish of this
gharana, we observe a wonderful use of enormous quayeda, impressive fukda and gat etc.
There is a maximum use of chanti’s bols in the bandish of this gharana. In the bandish of
this gharana only two fingers are used to create sound like tita, tirakita, kdadhetita, dhati,

etc. Therefore this gharana is also known as ‘chanti ka baaj’ or ‘do ungalio ka baaj’.

2. Most of the compositions of this gharana are played using a forefinger (tarjani) and
middle finger (madhyama). In a banya also these two fingers are used. It is observed that

in the style of this gharana word tirkit is repetitively used.
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The Ustad of those times had started use of ring finger (anamika) in their playing
style. At that time while playing ta of tirakita the middle finger (madhyamda) was used;
immediately after it while playing #i also the same finger is to be used.

While doing so the movement of the fingers must be getting stuck. To give
solution to this problem ring finger (anamika) was used. Due to this playing this bol

become easy. Since then used of ring finger (anamika) is practiced.

3. In the style of this gharana no specific nikdas is used for high tempo, rather same fingers
and surface are used for the vilambeet laya, dugun and chaugun. This resulted into two
shortcomings follow:
I) It created deadlock in presentation of compositions.
IT) If it is presented with speed then the composition does not sound rhythmic and
melodious.

If it is insisted to present the compositions of Delhi gharana with speed then it is
observed that they lose their beauty. The players of this gharana, who were aware of the
disadvantage of speed, they presented their compositions in madhyalaya. In short, the

tabla playing of Delhi gharana is generally presented in madhyalaya."”

4) When we observe the playing style of this gharana the immediate fact comes to our
mind is that the style of pakhawaj playing does not influence it at all. This also proves
that nikas of this gharana is totally different from pakhawaj. Therefore the haaj of Delhi

gharana is not at all influenced by pakhawaj.

5) In this gharana main compositions like, peshkar, quayeda, rela etc. are significantly
used. These compositions are in expandable form and the compositions are simple, easy
and small in size. In these compositions there are few hidden vistar-bij. Once the
development and extension of vistar-bij were openly played then the varna of these
compositions came forward in the form of paltds and were expanded further.

While doing the expansion of these bandishes the different words or phrases were
used alternatively. Due to this we get to hear many new and melodious formations.

Sometime few melodious pieces of notations were created while doing these variations.
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The above things were considered while doing the expansion of quayedd of Delhi

gharana."

6) The composition of this gharana mostly composed in chatushtra jati or sometimes in

tishtra form too.

7) The quayeda of Delhi gharana are composed in such a pattern that they can be played
in dugun or chaugun laya. In this gharana the tradition of playing rau of quayeda is never

followed. The bandish played in vilambeet laya are similar to drut laya.

8) In Delhi gharana, when a solo performance is given bandishes like peshkar, quayeda,
rela etc. sounds very rhythmic and melodious, but at the time of performing the madhya
laya, the artists of this gharana are also take a help of purab baaj.

At the same time the tabla players of this gharana who had worked really hard to
achieve the style of this gharana and present only what they have learnt from the Ustad.
While doing so they perform rhythmic and melodious gat, fukda, mukhda, mohra etc.

They have also created their own compositions for the purpose of solo performance.

Prof. Sudhir Kumar Sexena gives a scientific principle for the fingers used for
playing tabla in this gharana. According to him the forefinger finger (tarjani) of our right
hand is more powerful compared to other fingers. It is exactly opposite in the case of our

left hand.

The forefinger (tarjani) of our left hand is the weakest than that of other fingers.
There are no difficulties faced while playing tabla in the style of Delhi gharana, as to
produce rhythm the use of right hand is done.

At the same time when the forefinger of left hand is used while playing banyaq, it
becomes difficult as the fingers become weak. According to Prof. Sudhir Kumar Saxena,
tabla playing should always be done at ease as well as pleasant. It should neither be harm

our body nor difficult to perform.
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These days the artists of Delhi gharana do not use two fingers as per the old
tradition but prefer using other fingers too. As per this method tabla playing becomes

convenient and easy."

2:4 Ajrada Gharana according to reference of the Promoter of Delhi

Gharana

It is said that Ustad Siddhar Khan Dhddhi (Sudhaar Khan) is the promoter of
Delhi gharana. He had three sons. 1) Bugara Khan ii) Ghaseet Khan and iii) unknown (his
name is not known yet). Bugara Khan had two sons namely Ustad Sitab Khan and Ustad
Gulab Khan. Two disciples of Ustad Sitab Khan were from Ajrada village.

They were two brothers; namely Kallu Khan and Miru Khan. They took training
from Ustad Sitab Khan and settled down in their village Ajrada. They worked really hard,
composed many new bandishes and established new playing style. These playing style

are recognized as creations of Ajrada gharana.

2:4:1 The Era of Ustad Kallu Khan and Ustad Miru Khan

It is a fact that the two borthers Kallu Khan and Miru Khan came to Delhi to
learn tabla. Both of them became disciples of renowned tabla player of Delhi gharana
Ustad Sitab Khan and took training under him. According to the thesis of Prof. Ajay
Ashtaputre, before Kallu Khan and Miru Khan, Miya Basant was also following this
tradition and the founder of Ajrada gharana is Miya Basant. This fact is verified. The
detail about the year in which these two became disciples is not known to anyone or the

history about their period is still unknown.

It is assumed that they came to Delhi approximately around second half of the

18™ Century. It is assumed so as 1700 AD is the period of Ustad Siddhar (Sudhar) Khan,
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which is proved in the beginning of this chapter. After that the third generation is of
Ustad Sitab Khan.

If the period of one generation is nearby of forty years then two generation is of
eighty years. With this calculation the third generation should be somewhere around 1780
AD. The period of Kallu Khan and Miru Khan is considered to be approximately 1780
AD. In his book Dr. Aaban Mistry has also mentioned their period as 1780 AD.'®

2:4:2 Development of Ajrada Gharana

The names of Kallu Khan and Miru Khan should be mentioned first, when we
discuss about the development of Ajrada gharana. These two brothers took rigorous
training for twelve years from renowned tabla player of Delhi gharana Ustad Sitab Khan.
They did lot of hard work to learn the style of this gharana. Then they came and settled in
their village Ajrada (Dist. Merath), of State Uttar Pradesh.

With lot of hard work and with the help of original handish of Delhi gharana, they
created innovative bandishes of their own. They taught all these bandish to their disciples

too. This way they contributed a lot to develop new styles of Ajrada gharana.

2:4:3 The Inclusion of ‘Adi Laya’ in Ajrada Gharana

As mentioned earlier, the tabla of Delhi gharana entirely depends on chatushtra
jati. Kallu Khan and Meeru Khan worked really hard and composed new bandishes. To
bring variations in their compositions they used adi laya. This is how adi laya was

included in Ajrada gharana.

It is a fact that when one needs to establish a separate identity and bring beauty to
any gharana, some new principles as well as innovative compositions are to be
introduced. To achieve the same adi laya is included in the playing style of Ajrada
gharana. Henceforth it was observed that the style of Ajrada gharana is dependent on adi

laya. These days this gharana is known as ‘adi laya ka baaj’.
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2:5 Purposes

The researcher is always trying to prove to be unique, to create one’s own identity
it is necessary to innovate and present something new to the masses. While doing so it
becomes essential to highlight the limitations in the work done by others. This helps to
establish own identity. To achieve this one has to keep own character aside and present

oneself in such a way that the identity becomes exceptional.

The Khalifa of Ajrada gharana Ustad Kallu Khan and Ustad Miru Khan did hard
work and created new and innovative compositions. They aimed to created innovative
compositions by highlighting the limitations in the style of Delhi gharana and thus

established a new gharana.

2:6 Necessities

The phrase ‘Necessity is the mother of all inventions’ is an indication of
successful undertaking of Delhi gharana. Immediately after completion of training of
Delhi baaj, Ustad Kallu Khan and Ustad Miru Khan went back to their native place
Ajrada. They had realized that Delhi baaj was played with two fingers i.e. middle finger

(madhyama) and fore finger (tarjani).

At the same time the compositions of Delhi gharana has many complications
related to speed. Therefore the bandish of this gharana can be played only in madhya
laya. They arranged the words of the bandishes that way, which were easy to play in
chaugun and athagun. They also encouraged use of ring finger (anamika) in

compositions and considered to play them on higher laya.

After that whichever composition composed were created in such a way that there
will be used of ring finger (anamika) and will be presented with speed. This experiment
gave this gharana tremendous success and identity. In this way the Ajrada gharana was

established.
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2:7 Experiments

With their experience Ustad Kallu Khan and Ustad Miru Khan had already
realized that in their style of tabla playing, to get better speed the use of other fingers is
required instead of only two fingers that were already used. They had also realized that to
bring the diversity in their style of playing new experiments were required. While doing
this they used the third finger in the style of Delhi and distributed the words to be played
among three fingers. e.g. tirakita was played using madhyama and tarjani. Here they

used ring finger (anamika) to play fa and played it with a speed.

They also introduced some new varna and made their own style different from
Delhi gharana. In these compositions they began to experiment adi laya which was not
there in the present form.'’The experiment of adi laya is done in the compositions
independent tabla playing. Due to this experiment the gharana of adi laya was also

recognized as Ajrada gharana.

2:8 Successes

The inclusion of adi laya they broke the monotony of Delhi gharana. They
introduced new bandishes and presented laykari to the masses. These experiments were
approved and liked by the masses. Whatever compositions presented by them were
attractive and different from Delhi gharana. This way the tabla playing of this gharana

made its own identity as well as was highly recognized in the society of music circle.

According to Prof. Sudhir Kumar Saxena; at that time establishing a new gharana
means the most difficult task, just like ‘Lohe Ke Chane Chabana’. The gurujan, seniors
and scholars of those times were too orthodox. Then any new composition or style was
to be presented before the heirs and disciples. After doing in depth discussion on such
compositions they were rejected or accepted. Their work was also presented in front of
the scholars and they were accepted too. The achievement of Ustad Kallu Khan and
Ustad Miru Khan is really appreciable that they established innovative style of playing

and a new gharana in such an orthodox atmosphere.'®
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CHAPTER-III

Farrukhabad Gharana’s origin and its development

In the second chapter the researcher has concluded by giving detail
information about the origin and evolution of Ajrada gharana. After mentioning
analytical evaluation about all the reasons of the origin and evolution of each gharana,

there is a mention of the origin and evolution of Farrukhabad gharana in this chapter.

3:1 The Origin of Farrukhabad Gharana

The Farrukhabad gharana is the origin of tabla playing which belonged to
village Farrukhabad. This gharana is not of completely independent style.' This
gharana is a disciple of Lucknow gharana. According Pandit Arvind Mulgaonkarji’s
opinion the Farrukhabad gharana was established along with Ajrada gharana.’ It is

assumed that this gharana was established somewhere after 1780 AD.

3:1:1 The Original Founder of Farrukhabad Gharana

Ustad Haji Vilayat Ali Khan, who was a resident of Farrukhabada, is
considered to be the original founder of Farrukhabad gharana. Ustad Haji Vilayat
Khan took education from khalifa of Lucknow Ustad Bakhshu Khan. He got all the
treasure of tabla of Lucknow gharana from Ustad Bakhshu Khan and his daughter
Moti Bibi (who was wife of Ustad Haji Vilayat Ali Khan). Moti Bibi herself was a
very good tabla player. According to one such story, it is said that when she married
to Ustad Haji Vilayat Ali Khan, the khalifa of Lucknow Ustad Bakhshu Khan gave
500 gat compositions to her as dowry. Then all those gat compositions became
famous as dowry compositions (Dahej ki gaf).” ‘Md. (Mohammad) Karam Imaam’
has mentioned in his ‘Madanool Mooseequi’ that Ustad Haji Vilayat Ali Khan was

neither son-in-law of Bakhshu Khan nor a citizen of Farrukhabada. During the time of
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Bakhshu Khan, he was in Lucknow and had taken education from him. There is a
possibility that his ancestor belonged to Farrukhabada.* During his lifetime Ustad Haji
Vilayat Ali Khan visited religious place Haj seven times. He always prayed to
Almighty to bless him that all his composition would be influential. Due to his visit to

Haj seven times gave him the name Haji Vilayat Ali Khan.’

Ustad Haji Vilayat Ali Khan was a man of religious thoughts. In a book
‘Madan-al Moosiqui’ by Hakim Mohammad (Md.) Karam Imaam there is a mention
that after going on a Haj for seven times, Ustad Hajiji stopped performing in concerts.
He continued teaching his disciples and also composed new compositions of tabla.

This gharana is especially well known as Hajiji’s compositions.°

In Ustad Ameer Hussain Khan’s words, “the concert that played even one

composition of Hajiji was considered to be the prestigious one”.”

During 1847 to 1856 Ustad Haji Vilayat Ali Khan worked with the last ruler
of Lucknow Nawab Wajid Ali Shah. In 1857 he retired from politics and left for

Rampur which was an important center of Music and Dance.®

Hajiji was not only a great artist but also the best teacher (Guru). In the era
when it was impossible to think of an educational institution, he had opened an

academy of tabla .’

Ustad Haji Vilayat Ali Khan was a very good tabla player, teacher and a
composer. He had already got lot many compositions of Lucknow gharana from his
wife. He had also learnt a lot from his teacher (Guru). Apart from that he had
composed many wonderful compositions of his own, which gave a different
dimension to Lucknow gharana. That completely established a new style of tabla
playing. This entirely became new identity in tabla playing and was known as
Farrukhabad style. From the above written statements it is very clear that in tabla

playing Farrukhabad gharana is a desciple of Lucknow gharana.

In this way due to his avocation of modifying and independent style of
instrument playing; Ustad Haji Vilayat Ali Khan did important changes in tabla
playing of Lucknow gharana and established Farrukhabad gharana. Actually Lucknow
gharana has a very strong bond with Farrukhabad gharana; as Farrukhabad gharana

had evolved from Lucknow gharana.
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Keeping in mind the above information and thoughts it is essential to do ‘The
methodical study of Farrukhabad gharana’. In this we include questions like “Who
laid the foundation of Lucknow gharana?’, ‘How was the method and style of tabla
playing of Lucknow gharana?’ On the basis of this the researcher feels necessary to

begin with the brief outline of Lucknow gharaana.

3:2 The Origin and Development of Lucknow Gharana

Among all the tabla gharanas, Delhi gharana is supposed to be ancient and the
first gharana. Except Punjab gharana, evolution of all other gharanas is associated
with Delhi gharana. The disciples of Delhi gharana settled all over the places.
Keeping in mind the musical atmosphere of that place and according to their ideology
the Ustads developed and composed the bandishes. They also brought varieties in it

and introduced few new styles. They also established some new gharanas.

It is assumed that the origin of Lucknow gharana took place 50 years after
Delhi gharana.'” So we can assume that time of origin of Lucknow gharana must be
from 1750 AD to 1760 AD. It is also assumed that the time of the promoter of Delhi
gharana Ustad Siddhar Khan was 1700 AD. On the basis of the above we can state the

origin of the Lucknow gharana.

The promoter of Delhi gharana was Ustad Siddhar Khan. When his grandson
Ustad Modu Khan started his journey of music then the condition of music of Delhi
was not good. Somewhere around 1739 Nadir Shah had already done a terrible attack
on Delhi. At the time of the attack Mohammad Shah Rangeele was the ruler of Delhi.
He was very sensitive and emotional by nature. He considered himself responsible for
the attack done by Nadir Shah. He was terribly in pain to see the oppression and
suffering his state and subjects. A thought stuck to his mind that he was always
engrossed into music and dance. He considered himself responsible for the oppression

and sufferings of his state and subjects.

Suddenly many artists became shelter less due to this and were forced to leave
the state. When Ustad Modu Khan decided to enter the field of profession of music

then he did not find the atmosphere of music in Delhi much suitable for it.
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In those days Lucknow was important center for music and dance after Delhi.
At that time Modu Khan and Bakhshu Khan, the two grandsons of Ustad Siddhar
Khan decided to go to Lucknow to try their luck. In those days Nawab Aasifudaulla
was the ruler of Lucknow. When he got the news that Modu Khan is in Lucknow, he
appointed him as an artist in his Royal court. Later Modu Khan called Bakhshu Khan
to Lucknow. After some period he also became associated with the Royal court of

Lucknow.!!

During those times the Nawabs of Lucknow had also given a shelter to dance.
Due to this the style of Lucknow gharana is influenced by dance. Along with kathak a
style of thumri singing also developed a lot in Lucknow. Lucknow always had a
stronghold on thumri singing and kathak dance. Due to these two; tabla playing was
influenced and got new direction. At that time pakhawaj was used to accompany
kathak dance. After he came to Lucknow Ustad Modu Khan had to face many
challenges in music. In the Eastern part of India pakhawaj was used to accompany
kathak but it was difficult to play tatkar, bhav-abhinay and dhrut laya on pakhawaj,
so tabla was used in place of pakhawaj. Modu Khan accompanied many musical
programs but he was never satisfied accompanying dance programs. He was very
brilliant, thoughtful and serious by nature, so he kept himself busy in composing new
creations. His younger brother and companions always teased Modu Khan for this
habit and called him ‘Par kata Kabutar’. But Modu Khan continued creating new
compositions as he wanted to make changes in his traditional style of tabla playing

and it was suitable for kathak accompaniment.'

To fulfill the above needs these two brothers came from Delhi to Lucknow.
They worked really hard to create new compositions for kathak dance and
experimenting accompanying tabla in kathak dance. These two Ustads while playing
tabla experimented use of its maidan instead of chanti or kinar. Along with it they
introduced a new method of using open hand on a lower part of syahi instead of
closed hand on left part (Danya) of the maidan. With this they tried to bring a sound
from tabla which was similar to a pakhawaj. Compared to the use of pakhawa;j this
tabla playing style gave comfortable seat, a great speed and use of all the fingers as
well as a palm. This successful experiment gave tabla its own importance while
accompanying dance. In the same order they also introduced maidan and syahi in

Delhi’s kinar style. They also used chakradar and paran along with mukhda, mohra
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and few small pieces of composition in their style of playing. Here with rhythm and
beat the quayedd and rela were also included. This way the Delhi gharana of tabla
came to Lucknow. It got a new form which is now known as the Lucknow style of

tabla playing.

3:2:1 The Playing Style of Lucknow Gharana and its Specialities

When we talk about style of playing and the specialties of Lucknow gharana it
is very necessary to note that this particular gharana is not only a ‘Nachkaran Baaj’
means it is not only a baaj to be influence with kathak dance. It is necessary to note
that when Ustad Modu Khan and Bakhshu Khan came to Lucknow from Delhi, they
realized that whatever tabla they had learnt in Delhi was of little use to accompany
dance. So after coming from Delhi to Lucknow, Ustad Modu Khan and Bakhshu
Khan brought some necessary changes in the style of tabla playing as it had an
influence of dance on it. They played it in such a way that it would be suitable to
accompany dance. The biggest fact is that it would be a cultural injustice to call
Lucknow baaj just as ‘Nachakaran Baaj’."” It is so as here only dance bandishes not
played. In this Modu Khan did some alteration in the style of playing and made it
useful for accompanying dance. He kept the top compositions of Delhi gharana as it
is. He used all the compositions of maidan and syahi. Due to this bandh baaj of Delhi
gharana got a new exposure in Lucknow. Along with the bandish of mukhda, mohra
etc. gat, paran, chakradar, tukda etc. were also used in this baqj. In this baaj style of
playing laggi-ladi was appropriately used to accompany fappa and thumri. In this
style of tabla playing along with quayeda and rela, laya-bant was also included. This
way tabla playing of Lucknow gharana totally got a new style of its own. The
Lucknow gharana and baaj have a very reach tradition. It has its own language,

literature and words of their own compositions of bandish can be heard.

3:2:2 The Style of Playing (Vadan Shailee) of Lucknow Gharana

1. From the above written statements we get the information that pakhawaj had a

tremendous influence on the style of playing of Lucknow gharana. Due to this
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according to pakhawaj, in Lucknow style of playing maximum use of a palm was
done to create sound. The maximum use of palm had given it a better resonance while
playing tabla. This style of playing was then recognized as ‘Thappi ka baaj’ or ‘khula
baaj’.

In this reference Pandit Sudhir Mainkar mentions that in Delhi and Ajrada
gharana style of playing tabla, the sound is created by the stroke of forefingers on top
or outer ring of tabla. In Lucknow gharana the use of palm gives better sound than the
use of forefingers. As use of forefingers reduce the sound (echo) to half compared to
the use of for palm. The less sound (echo) creation in this style was called as bandh

baaj or ‘chanti ka baaj’ or ‘kinar ka baaj’.

2. In this baaj the bandishes were composed in such a way that the varna of pakhawaj
could be played on tabla. This reduced the use of kinar. This style was begun to create

similar sound of pakhawaj by giving the blow on maidan and syahi.

3. This style of playing is also known as thapiyd baaj. In this manner the varnas can

be played forcefully and openly on tabla.

4. In Lucknow gharana the bols were played on banyd by using open hand on the
maidan. The main reason for this was the style of playing pakhawaj with open hand.
When a thought was given of playing it in a solo, it was not appropriate to give a blow
with open hand. Due to this slowly and steadily, the style of playing with open hand
on the banya was reduced. Due to this the solo tabla playing of Lucknow gharana

became popular as it was melodious and had variety in sound.

5. In this gharana to create sound from tabla more than one finger was used. In this
style of playing tabla along with tarjani (forefinger) and madhyamd (middle finger),
the use of anamika (ring finger) is also equally important. The maidan of tabla is
specially used for creating the sound. Some artists of Lucknow gharana also use their

thumb on specific beats."

6. Compared to Delhi gharana the quayeda of Lucknow gharana are longer in size and
their language of compositions are different. They are very difficult to play in speed
because in quayeda of Lucknow gharana the bols of maidan and syahi are used more.
The quayedas of Delhi & Ajrada gharana have great speed which is not heard in the

quayeddas of Lucknow gharana.
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7. In Delhi and Ajrada gharana the way of quayedds are expanded are not done so in
Lucknow gharana. The expansion of quayedas is done very less in a solo
performance. In this style of playing the artists of this gharana don’t use a quayeda
much, but they make maximum use of rela, rau, tukda, gat, chakradar, paran, fard

etc.

8. In Lucknow gharana the khule bols and the style of playing is similar to pakhawaj;
so most of its bols are played such as dhita-dhita, dhagetita, kadadhatita,
dhagedingatita, kdan, ghadan, dhet-dhet, katakata, titakatda-gadigana, trakadhet etc..

9. The artists of this gharana are highly influenced by dance. So in this style while

performing solo maximum use of padhant is done.

10. Similarly this style is highly influenced by thumri singing. So when this style is

performed in solo we get to hear maximum of laggi-/adi.

3:3 The Development of Farrukhabad Gharana

If we want to discuss the development of Farrukhabad gharana the first name
taken is of Ustad Haji Vilayat Khan. The further development of Farrukhabad gharana
was possible only because of his descendants and disciples. The maximum
development of Farrukhabad gharana was also possible as Hajiji got a lot of
compositions in dowry."” When Ustad Haji Vilayat Ali Khan was in Lucknow then he
was associated with thoughts of musical of that part. Along with that whatever tabla
was developed over there, keeping in mind that fact he was busy in trying to present
his own creations. But when he reached Rampur in 1857, he added different type to
whatever he had learnt in Lucknow and gave birth to different style of playing. This
was known as Farrukhabad gharana. At that time Rampur was supposed to be an
important destination of music and dance. At that time Nawab Yusuf Ali was the ruler
of Rampur. He was a staunch music lover. He had appointed many artists in his Royal
court. At that time Haji Vilayat Ali was also appointed as one of the artists of the
Royal court. After that many generations continued serving in this Royal court. So
Rampur Court has an important contribution in the development and success of tabla

of Farrukhabad gharana.'®
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Four sons of Hajiji namely Ustad Nisar Hussain Khan, Amaan Ali Khan,
Hussain Ali Khan and Ustad Nanhe Ali Khan had also contributed a lot in the

development of Farrukhabad gharana.

Ustad Nisaar Hussain Khan was living in the Royal Court of Rampur. He was
a very good artist who played tabla and pakhawaj. From their childhood, his younger
brother Ustad Hussain Ali Khan and Ustad Muneer Khan were his disciples and took

education from him.

His second son Ustad Amaan Ali Khan, who is very less known by their heir,
was suffering from leprosy. He got sick of his family members and left them and went
to Jaipur. There he trained his disciples. One of his disciples was Pandit Jiyalalji, who
was an artist of kathak dance. He trained himself successfully under Ustad Amaan Ali

Khan and acquired both the art forms.

His third son Ustad Hussain Ali Khan got education and training from his
father and elder brother. Among his disciples, Ustad Muneer Khan’s name is taken
with pride. He developed tabla in Madhya Pradesh, Uttar Pradesh and especially in
Maharashtra.

His fourth son’s grandson Ustad Maseetullah Khan was called as Ustad of
Rampur. After the demise of the Nawab of Rampur he withdrew his mind from royal
court and went to Kolkata. Then he stayed there for lifetime. His son Ustad
Karamatullah Khan was also a great tabla player. In recent years his son Ustad Sabir

Khan has developed Farrukhabad gharana in Kolkota.

Haji Vilayat Ali’s son-in-law Hussain Bakhash was a resident of Hyderabad.
He spread the art of Farrukhabad gharana in the western part of India. Due to one of
his heir Ustad Daud Khan, Farrukhabad gharana developed in Hyderabad. He is
known as ‘Dakshin ka Thirakwa’.

Among the disciples of Ustad Haji Vilayat Khan the main names taken are
Ustad Salari Khan and Ustad Chudiyawale Imam Bakhsh. Many people knew this duo
as disciple-student, two were brothers-in-law and some think them as ‘Guru-Bhai’.
Salari Miyan did publicity of chalan or chala style of playing and the peshkar played
in Delhi baaj, he also brought few changes in that and presented new composition,

Which is called as Farrukhabad gharana’s peshkar. These compositions were played
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many times by Ustad Thirakwa. His other disciple was Ustad Chudiyanwale
Imambakhsh. There is one folktale behind the name ‘Chudiyanwale’. When he
decided to be a disciple of Ustad Haji Vilayat Khan, Ustad Haji Khan’s wife gifted

him bangles when he was to emulate. He wore those bangles for lifetime."”

According the book ‘Tabale Par Delhi aur Purab’ by Shri Satyanarayan
Vashishta, the tradition was continued by Chudiya Imam Bakhsh’s disciples and his
heirs is known as ‘Bhatola Tradition’. There is neither a proof found anywhere about

this subject or the name of this tradition nor a single book has discussed this."®

Becharam Chattopadhyay of Vishnupur was a disciple of Hajiji. He took his
basic training in Vishnupur. His tradition is developed in Vishnupur and his tradition

is known as Vishnupur tradition.

Mubaarak Ali Khan of Patna was well known disciple of Hajiji, Ustad
Jahangeer Khan of Indore learnt from him. In Indore Farrukhabad gharana is

developed by Jahangeer Khan."
According to the above statements and the researcher’s opinion:

1. In Maharashtra the Farrukhabad gharana was developed by Ustad Muneer
Khan and his main disciple Ustad Ahmad Jan Thirakawa and his nephew
Ustad Ameer Hussain Khan.

2. In Kolkata Farrukhabad gharana was developed by Ustad Karamatullah Khan
and his son Ustad Saabir Khan and his main disciple Pandit Gyanprakash
Ghosh, Pandit Nikhil Ghosh.

3 In the west part of India and Hyderabad the Farrukhabad Gharana was
developed by Ustad Shaikh Daud Khan.

4 In Indore i.e. Madhya Pradesh the Farrukhabad gharana was developed by
Ustad Jahangeer Khan.

Though the tabla of Farrukhabad gharana that is heard and played today is
basically of one style, but many experts brought many changes in their style of
playing. Due to this it is felt that it is divided in four parts. As when we hear the artists
of these four regions performing the style of Farrukhabad gharana, their style of

playing and compositions differ from each other.
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After a deep study done by the researcher, it is observed that compared to all
other gharanas the tabla artists from all over India are associated with Farrukhabad

gharana.

3:3:1 The Period of Ustad Haji Vilayat Ali khan

According to the above written statement it is proved that Ustad Haji Vilayat
Khan came to Lucknow from Farrukhabad to learn tabla. He took training from Ustad
Bakhshu Khan. During the period 1847 AD to 1857, he was active in the Royal court
of Lucknow Nawab Wajeed Ali Shah. In 1857 he retired from his political carrier and
left for Rampur which was then an important center of music and dance.” This
gharana was established in the name of Farrukhabad which was a small town of Uttar
Pradesh. This gharana actually developed in Lucknow, Rampur and Kolkata. Haji
Vilayat Khan was resident of Farrukhabad, so the style of playing and the gharana got

its name as Farrukhabad gharana.”!

In his book ‘Tabla’ Pandit Arvind Mulgaonkar mentions that the period of
origin of Ajrada and Farrukhabad gharana is considered as same. On this basis we can
guess that, in the previous chapter the time of origin of Ajrada gharana is the year
1780. On this basis only we can say that the time of origin of Farrukhabad gharana
must somewhere around that time. On the basis of above written statement we can
guess that Ustad Haji Vilayat Ali Khan’s period must be after 1825 AD. If we
consider that, he took training from his teacher for minimum 10 to 15 years then we

can justify the above statements.

3:3:2 The Specialties of Farrukhabad gharana

If we notice the specialties of Farrukhabad gharana the first thing comes to
mind is that it is neither based on bandh baaj like Delhi or Ajrada gharana nor it is
influenced by purab baaj. According to Pandit Vijayshankar Mishra the style of
Farrukhabad is ‘Manikanchan Sanyog’ of Delhi and Lucknow gharana.” It must be
remembered that the specialities of Farrukhabad gharana of tabla playing has
influence of pakhawaj but does not have influence of dance style. While highlighting
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the specialties of Farrukhabad style once Ustad Ahmad Jan Thirakwa had said, ‘the
expansion of the compositions on tabla can be easily done by variety of instruments
but that finishes the purity of it.” From this point of view tabla of Farrukhabad
gharana is pure, as in this style of playing tabla the sound of tasha, nakkara, dhol and
khanjari etc. are not heard. This gharana is known as a complete gharana as in this the
arrangement of compositions is done in such a way that whether the compositions are

played solo or for any other purpose of accompanying, it is remarkable.

This gharana is a disciple of Lucknow gharana so the artists of this gharana
had technically learnt the thapiya baaj of Lucknow gharana and along with they also
had influence of chanti baaj of Delhi gharana on their style of playing tabla. As a
result in their style while presenting the compositions they started using maidan and
chant artistically. This made this gharana very attractive as it brought different

varieties in sound and made it melodious.?

According to deep thinking of the researcher it can be guessed that the
compositions of Farrukhabad gharana gave a new dimension. It also gave a new style,
thought and outlook for solo tabla. After studying all the specialties and compositions
the researcher realized that the artists of this gharana were not only excellent at their
art of playing tabla but they were also expert in composing wonderful compositions.

They came up as expert composers.

3:4 The Farrukhabad Gharana from the Reference of the Promoter

of Lucknow Gharana

The main pioneer of Delhi gharana Ustad Siddhar Khan had three sons.
They were 1. Bugara Khan, 2. Ghaseet Khan and 3. Unknown (name of third child is
not known). Ustad Modu Khan and Ustad Bakhshu Khan were the two heirs of this
unknown son. They laid the foundation of Lucknow gharana. That means the

foundation of Lucknow gharana was laid by grandson of Ustad Siddhar Khan.

After completing the education and training Ustad Modu Khan and Ustad
Bakhshu Khan came to Lucknow to earn their livelihood. Here also they worked hard

to lay the foundation of Lucknow gharana. At the same time Ustad Haji Vilayat Ali
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Khan came to Lucknow from Farrukhabad. Ustad Bakhshu Khan accepted him as his
disciple and began training him. Dr. Yogmayaji has written that Bakhshu Khan of
Lucknow had no son. He gave the entire knowledge and training to his daughter. Then

his daughter got married to Ustad Haji Vilayat Khan who was resident of
Farrukhabad.”

This way Ustad Haji Vilayat Khan became the disciple and son-in-law of
Ustad Bakhshu Khan. Ustad Haji Vilayat Ali Khan got 500 compositions as dowry.
On the basis of those compositions and the hard work that he done on training, he
created new compositions. Later these were known as compositions of Farrukhabad

gharana.

3:5 Purposes

The main aim of the pioneer is keeping in mind the originality and specialties
of the style of playing and to introduce something new and innovative style of
playing. On the same basis, according to his imaginations and thoughts, Ustad Haji
Vilayat Ali brought some changes and removed some shortcomings of Lucknow
gharana’s playing style. With this they introduced different style of playing to the
masses and put the foundation of a new gharana which was established as

Farrukhabad gharana.

Ustad Haji Vilayat Ali Khan thought that the style of playing the compositions
of Lucknow gharana had influence of dance so those compositions were based on the
dance style. The style of this gharana was also influenced by use of pakhawaj. So
while giving solo performance and accompanying with vocal and instrumental music
the same style was used, that was not appropriate for solo performance and

accompaniment.

Keeping in mind these facts he introduced new compositions to the present
form. With this new style of playing baaj came into existence which came to the
masses and was then known as Farrukhabad baaj. With this intention Ustad Haji
Vilayat Ali Khan gave birth to a new baaj of tabla, later it became popular as
Farrukhabad baaj.
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3:6 Necessities

Lucknow baaj was popularly known as thapiya baaj. In this style while
playing on banya four fingers are used to give an open blow on the maidan. This was
done to bring similar sound as pakhawaj. Tabla was also played with maximum use of
the maidan. The main component of playing a tabla is quayeda, but there is a

deadlock in playing these compositions by this style of Lucknow gharana.

He kept in mind the above facts he thought the necessity of introducing new
style of playing which must have easily removed all the shortcomings. In this way
Ustad Haji Vilayat Ali Khan gave birth to new styles of playing tabla, which was
popularly known as Farrukhabad gharana.

3:7 Experiments

Farrukhabad gharana had tremendous influence of Lucknow gharana.
Ustad Haji Vilayat Ali Khan mixed the Delhi’s style of kinar baaj and Lucknow’s
style of lau baaj on experimental basis and introduced a new style of playing tabla.
All the composed in the above style became popular as the style of Farrukhabad
gharana. In Lucknow gharana peshkar and reld was not used much. He had
experimented with these methods in his style of playing and introduced a new style
which became unique style of Farrukhabad gharana. The style of using rau of rela
was then adopted by the other tabla gharana. The artists of this gharana experimented
giving a stroke on different places on the tabla and banya and introduced new sounds
and compositions. They used the same words created new compositions. They
arranged these compositions in such a way that they were very easy to play and
melodious. The Farrukhabad style of playing a tabla is very melodious because in this
the use of maidan to blow it strongly while playing a bol tak, by using a forefinger
along with other four fingers, to use full palm to play the bol dhir-dhir, all this had
made these compositions very melodious. Looking at the nikas of this gharana Pandit
Arvind Mulgaonkar mentions that in this gharana many bols are such that they are
differently pronounced so their style of playing is also different. They are not played

the way they are pronounced.
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Ustad Haji Vilayat Ali Khan thought about whatever was not included in
Lucknow gharana and by his imagination he experimented and introduced new styles
of playing tabla in Farrukhabad gharana. This way the compositions of Lucknow
gharana differed from and a new style was established which is popularly known as

Farrukhabad style.

3:8 Successes

Farrukhabad gharana had influence of Lucknow gharana in which tabla
was played with dance style; Ustad Haji Vilayat Ali Khan broke that tradition and
presented new compositions to the masses. He took opinions and recognition from
masses about his style. Whatever compositions were composed and presented by him
were different and fascinating than Lucknow gharana. As a result, tabla of this
gharana became very successful, got a very high status in the society and it also set a

very high standard of tabla playing.
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CHAPTER-1V

Ajrada Gharana’s traditional style of Tabla playing

In the second chapter we have discussed about the origin and evolution about
gharana. This chapter has concluded the traditional playing style and specialties of
compositions of Ajrada gharana. On the basis of the domains of every gharana,
composition of Ajrada gharana and their specialties and traditional sequences are

discussed in this chapter.

First and the foremost gharana that was established in the history of tabla gharana
was Delhi gharana and then Ajrada gharana was originated. The formation of Ajrada
brought a revolution and energy in the field of tabla playing. The field of tabla playing
was unorganized, narrow, and to some extend undeveloped, but the formation of Ajrada
gharana gave it a new life. The artists of Ajrada gharana accepted and began to play
various chand (metre) and layakari those were slumbered. They also tried to present all
the varna those were not played in the field of tabla by arranging them in rhythmic
quayeda and started playing them in special style of Ajrada gharana. In the field of tabla
playing due to the formation of Ajrada gharana, the creation of beauty and aesthetics
came into existence. Essentially, Delhi gharana is the first and foremost tabla gharana,
but Ajrada gharana has made tabla playing the most popular, elite, astonishing and

exquisite.

4:1 The Beginning and Purpose of Traditional system of Tabla Playing

Since ancient times the percussion instruments are used traditionally in Indian
music. All these instruments have specific specialties as well as independent usage.
Since ancient times these instruments were used only for the purpose of accompanying.
Several percussion instruments were used for accompanying various form of music.

During those times drupad-dhamar style of singing was traditional as well as popular
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and to accompany it, pakhawaj was traditionally used. It is assumed that as time passed,
with the propaganda and popularity of khyal gayki, use of tabla came into existence.
This was because with soft and melodious khyal gayki use of pakhawaj was not
considered appropriate. It was confirmed that tabla was similar to pakhawaj and so it
became popular at that time. During those times tabla was used for accompanying the

vocal concerts as its rhythm sound was pleasing to the ears.

As time passed new things were discovered in the percussion musical
instruments. Even new Composition was composed. Along with that new methods of
playing the various musical instruments were brought into practice. During this process
tabla got its independent identity. After this it was developed and used for solo
performances. That gave birth to a new style. Since then the solo performances of
percussion instruments came into existence. Due to this originated the tradition of

gharana in the History of tabla.

Due to the determination and hard work of all the scholars various innovative
compositions were composed and originated new gharana. As soon as the gharana were
established these scholars continued developing new compositions and innovative
styles of playing for solo performances. These Ustads continued to introduce new
compositions. All the innovative compositions arranged by them were known by
different names. With these new compositions arose a about in which definite order
they should be put to the people in general. Such an intense thought process gave tabla

its independent form.

Every gharana has its unique tradition and independent style of playing. Every
tradition and style has its own existence depending upon the way it is executed as well
as its composed. Every gharana has their exclusive style of presentation. At the same
time it is also observed that the artists of the same gharana had created their own
identity by presenting the compositions differently. They may have variety in
presenting their performances their origin is the same. Still it gets uniqueness for their

order of compositions and their presentation.

In solo performance of tabla it is very important to know its aim as well as

system of presentation. While doing so it is required observe the system in which it is
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presented as well as the order in which the compositions are presented. This helps the
performer to present his composition in defined order. If the presentation is done
systematically it creates its own identity. The time of presentation of these
compositions on decided place has a meaning. The artist is trying to convey something
meaningful thought through his performance. The presenter has reasons for presenting
a particular composition first. If a particular composition is not presented at the
beginning the artist will always reason out the consequences of it. This systematic way

of presenting will help the performer to remain in leading position.

Every gharana has its own traditional methodology of presenting tabla solo
playing. The expert immediately identifies the gharana of the performer just by
listening to the style in which tabla is played.

4:2 The Dimensions of the Methodic Tabla Playing System of Ajrada
Gharana

The most important dimension of Ajrada gharana is its style of execution
(Nikas). Some of the rules of Delhi gharana were really very orthodox. The Ustad of
Ajrada gharana broke those rules and introduced new composition, style of playing
which made the presentation high speed and pleasing to the ears. At the same time all
the compositions were arranged with accurate speed. In the style of playing of Delhi
gharana use of fingers like tarjani (forefinger) and madhyama (middle finger) is done.
In the style of this gharana in both the danya and banya the above mentioned fingers
are used. Due to this in that gharana all the compositions can be presented only up to
the madhya laya. In the style of Ajrada gharana the used of anamika (ring finger) is
also done along with above two fingers. This gave the compositions uniqueness and

made them easy to play in drut laya.

In the style of Delhi gharana the varna na and na both were played by giving
the blow on the chanti by using tarjani (forefinger). In a situation where these two
varna were to be played one after the other the presenter’s hands get tired as maximum

strength was required while giving the strokes. The Ustad of Ajrada gharana changed
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execution of both the alphabets - na and na. They played na as with tarjani (forefinger)
same as Delhi gharana but they started playing na by giving a stroke on the end part of
using anamika (ring finger). The separation of both the alphabets made it easy to

execute na and na together.

Similarly in the word tirakita use of anamika (ring finger) was done to play ta
which made it easy to execute that particular varna. If we look at the scientific
principles then to play rau these two things must be remembered. As to play rau
maximum use of two bols dhingin and tirakita is done. It is assumed that the people
from Ajrada might have implemented this tradition of playing rau.' The tabla players of
Ajrada gharana so expert at playing the rau of any quayedd or reld that their

presentation used to be really pleasing to the ears.

The Delhi gharana was devoted towards the two basic principles of language i.e.
clarity and purity of the language. Since then till today the tabla of Delhi gharana is
presented in madhya laya and is persistence of following the above discipline. Opposite
the artist of Ajrada gharana were aware about the fact the beauty using madhya laya in
their presentation. To make the presentation very pleasing and remarkable they played it
with speed. To do this the artists of Ajrada gharana brought some important changes in
their style. In this style any composition was played on tabla with speed but without any
obstruction to the hands. To give speed to their presentation the artists of Ajrada gharana

introduced some important variations in execution of danya and banya.?

In Ajrada gharana has given equal importance to the danya as
well as banyd. Both of these were given equally weight-age while presentation of
performance. It was very important to have equanimity as well as sequence in the varna.
While presenting any composition the absence of the above might have created a
deadlock. This is the most important fact about style of presentation of the Ajrada

gharana.

The specialty of this gharana is to give equal importance to danya and banya in
the presentation of every composition. The notations in some of the compositions are
such that the stroke of danya and banya is given at the same time. Some notations in the

compositions are such that they played one after the other.’
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The artists of Ajrada gharana gave equal importance to danya (Right) as well as
banya (Left). According to the scientific principle farjani the forefinger of a right hand
has more strength than other four fingers. Based on this principle maximum use of
tarjani was done. For better result they changed the way banyad was played in Delhi
gharana. They did best use of three fingers - farjani along with anamika and madhyama
to play banya which resulted different from the playing style of Delhi gharana.
Opposite to this the forefinger of the left hand is very weak compared to other four
fingers. Due to this when the artists of Delhi gharana used banya while playing their
hands used to get tired very quickly. In this style of playing splitting the bols were also
very difficult.

To overcome this difficulty the artists of Ajrada gharana brought some changes
in the use of fingers in such a way that there was strength in playing the varna of
banyd. At the same time the use of the fingers were divided which helped the artists to
play the compositions easily in drut laya. In the style of Delhi gharana the banya was

played only in two ways.
To press and play the banya.
To keep the banya slightly open.

Other than this the artists of Ajrada gharana made the sound of the varna and
composition rhythmic and melodious to the ears. To do their presentation so effective
they not only made the use of banya but along with it they used ghaseet and kept the
banya open. Ustad Habeebuddin Khan used his thumb for ghaseet to execute better

sound.

The effect of tasha is heard in the style of Ajrada gharana. While playing tasha
only one stick is used repetitively to give a stroke. In this style many times similar word
like dhindhinagina is played. If this word is played in the drut laya, then they give a
sound as dhinnanagen which gives as the effect of tasha. My guru Prof Sudhir Kumar
Saxena used to say that during the procession of Taziya Ustad Habeebuddin Khan used
to play tasha by hanging it around his neck. He played all the compositions of tabla as

if he is playing on tasha. He comprised the baaj of tasha and used it in the form of rau
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while playing tabla. Due to this in the style of Ajrada gharana is highly influenced by

tasha.*

In the methodical playing tradition of Ajrada gharana all the compositions are
precisely arranged in tishtra jati for its independent existence. Most of the compositions
of Delhi gharana were arranged in chatushtra form. The Ajrada gharana experimented
and promoted use of tishtra form in the compositions and brought novelty in the
playing style. Due to this strange but new experiment and simplicity in the presenting

style Ajrada got recognition as Ajrada gharana.

While doing the introduction of tishtra jati in the solo performance special care
is taken about the laya. In this gharana when any quayedd is played for any
composition a special care of /aya was done while playing it on a higher speed. It is
easy to play a quayedd in dugun and chaugun in chatushtra jati compared to tishtra
jati. Even if we see the system of notation to form one matra of chatushtra form, four
letters are used. Use of three or six letters is done in tishtra form which dependents on

laya.

In the solo performance of Ajrada gharana the artist has to do the presentation in
a precise order. If his presentation of tabla is done in that particular order, it is
recognized as ‘The Presentation of Ajrada gharana’. The form is as follows: In the style
of this gharana peshkar is played in the beginning. This is followed by the most
important composition i.e. peshkar-quayedd, which is not found in any other gharana.
After playing peshkar-quayeda different forms of quayeda, rela, rau etc. are played. In
this the paltd of quayedd are expanded similar to it the expansion of other composition
is also done. After presenting the rau in the vilambeet laya complete tihai is played.
Then in madhya laya compositions like tukda, mukhda, gat, chakradar etc. are also

included. To end the performance a lamb-chad (prolonged) composition is presented.

If all the compositions are played in the specific order of presentation it is
considered as the style of Ajrada gharana. While playing tabla by the style of Ajrada
gharana if all these prescribed specifications are followed by an artist success is

definite. This statement is not at all an exaggeration
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4:3 The Method of Riyaz of Ajrada Gharana

In the field of music riyaz is considered to be the most important and essential
thing. Every gharana has its own and specific system of doing riyaz. Riyaz is the only
thing to which every tabla player gives equal importance. The artists of Delhi gharana
used to do maximum practice of quayeda. Before beginning the riyaz of any quayeda,

if it used to be big in size then it was divided into halves before playing.

The artists of Ajrada gharana followed this system of riyaz, at same time they
also introduced their own method. In their method they did riyaz of every word as well
as every group of word. For this they arranged a new composition which is popularly
known as Ikai. Only the players of Ajrada gharana only do its riyaz. While doing riyaz
the artists of this gharana convert any words into 7kai. In this composition the division
is done keeping in mind the tishtra form of Ajrada gharana. They have not only used
tishtra jati but also very skillfully used three-three beats. In this they have divided the
matra as ‘three-three-two’ and ‘three-two-three’. The division of these two beats is
played in the same manner in bhari as well as in khali. Sometimes this composition is
also played during the solo performance. If a quayeda is arranged giving importance to
a specific word then Ikai is played before presenting that quayeda. This is used as

experiment while doing the presentation.’
Ikai of word dhati

2ait22ait ign2ait 2Raitign 22aitign
X
2ait2ait ign2ait igntait taitikn
2
Taittait ikntait taitikn taitikn
0
2ait22ait ign22ait ign2ait 2aitign

3
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Tkai of word dhir-dhir

i63tk i2ri2r ik3tk 63tk

X

i2ri2r ik3tk i2ri2r ik3tk
2

i63tk i2ri2r ik3tk iZri2r

0

ik3tk 63tk itritr ik3tk
3

ik3tk itritr ik3tk ik3tk
X

itritr ik3tk itritr ik3tk

2

i63tk i2ri2r ik3tk iZri2r

0

ik3tk 63tk i2ri2r ik3tk

0

4:4 The Tradition of Ajrada Gharana’s Tabla Playing System

Every gharana has its independent style of presentation. That gives the gharana its
own identity. In the playing style of this gharana importance is given to baaj of tishtra
jati. Most of the compositions of this gharana are arranged in tishtra jati. Due to this
Ajrada gharana is popularly known as ‘Adi Laya ka Gharana’. This chapter evaluates the
sequence of presenting a solo performance of tabla as well as how it gained its popularity.
The pioneers of this gharana Ustad Kallu Khan and Meeru Khan adopted fishtra jati for
the first time. As a result this became the most important tradition of this gharana. Most

of the compositions were composed only in vilambeet laya. In the earlier times the Ustad
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of this gharana used to play quayedd and rela then they used to improvise them into
pechdar palte. Along with that Ustad Habeebuddin Khan experimented madhya laya to
play them. He added gat, tukda, chakradar etc. into the compositions. This gave a new
life to the compositions and they were presented with new dimensions. He had taken his
training of purab baaj form Ustad Muneer Khan. Due to this baaj of madhya laya was
established in this gharana. After the Ustad of this gharana used varieties in the existing
compositions like gat, tukda, chakradar, mukhda, tripalli etc. which provided a
foundation for this gharana. In the earlier times Ustad used to play quayeda and rela
maximum only to dugun laya or maximum up to chaugun laya. Ustad Habeebuddin Khan
did so much riyaz that his normal pace was equal to the dugun laya of other tabla players.
Ustad Habeebuddin Khan brought tremendous transformation into the method of tabla
playing of this gharana. It is a live example that till today his method is traditionally
followed by the performers of this generation. The followers of this generation have also
accepted the style of playing. Now the tabla playing method of this gharana is

traditionally recognized.

4:5 The Sequence of Composition and their specialties in Independent

Playing Method of Ajrada Gharana

The sequence of composition is discussed in this chapter. Hence in this chapter
the analytical discussion about exact sequence of compositions played in Ajrada gharana
will be done. While doing the same the exact order of each composition will be given in
detail. It is also stated here that in the earlier times the Ustad of Ajrada gharana had
presented their tabla only in quayeda and rela. Here in this chapter we will also discuss
how Ustad Habeebuddin Khan transformed the playing method as well as he presented
every composition in his independent and unique method. We will also discuss about

‘how it all began?’ in the later part of this chapter.

The tabla players of today’s generation have established a historical sequence of
presentation. If the performer follows this historical sequence while performing then it is

considered to be a presentation of Ajrada gharana. The playing method of this gharana
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has been divided into two parts. The compositions like peshkar, peshkar-quayeda,
quayeda, reld, rau etc. are played in vilambeet laya. The compositions like gat, mukhda,
tukda, chakradar etc. are played in madhya laya. In this chapter we will also discuss in

detail about the technical explanation about the ways to present these compositions.

4:5:1 Peshkar

The basic peshkar of Ajrada gharana is of ‘Kharwda Ang’. In the earlier times the
Ustad used to begin their performance only with a peshkar. The peshkar of Delhi gharana
begins with dha, the peshkar of Ajrada gharana begins with dhi. Dhi is the most
important word in Ajrada gharana. Similarly fifa ghidan is used in Delhi gharana. In
Ajrada gharana it is played as tit ghidan. In the earlier times the Ustad of Ajrada gharana
used to play peshkar as follow:

The Traditional Peshkar of Ajrada Gharana (Kaharwa Ang)

i6bgn2a 5ki6n 2ageai6. Siénk 2agei6. S2a2ait 2ageit. Sitnk
X 2
itknta 5kitn takeit Sitnk 2ageai6. S2aait 2agei2. Siénk
0 3

The tradition of this peshkar is similar to the form of a Kharwa taal. They used to
play palta of this peshkar and then end it with tihai. This peshkar was generally
presented in madhya laya, which made its chalan really melodious and pleasing to the

ears. After this all the quayeda and reld were played.

As the tabla of this gharana developed in place of this original peshkar, a new and
well-known peshkar is played i.e. ‘dhikda dhin dha dha dhin ta’ which is played by all
the tabla players of recent times. The artists of this gharana play palta of peshkar really
well. They play and expand each word of a palta so precisely which sounds very pleasing
to ears. After that they play some choot in place of khali and form 13" beat they begin
the peshkar -quayeda.
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Ustad Habeebuddin Khan always presented a peshkar in his solo performance that
he had learnt from Ustad Munir Khan. This remained as a fact only till he was not
honored as khalifa. Once among the tabla performers came up one question ‘who will be
honored as khalifa of Ajrada gharana?’ Here the researcher wants to express some
information taken from Prof. Sudhir kumar Saxena that — Once Ustad Habeebuddin Khan
was told by many tabla players to sit in front of them. Then he was told that if you really
want to be honored as khalifa then you will have to present the peshkar which you have
learnt from your walid (father). Keeping in mind their respect and on the request of the
community of tabla performers he presented a peshkar of kaharwa ang. Due to this he
was honored as khalifa. There were many compositions of solo tabla performances which

were presented in a form of a pair.

The researcher has tried to write most of all those compositions. All those
compositions are presented in form of a chapter according to their style of playing. The
compositions which are written down and they are given in the form of footnotes. This
thesis will help all the students as well as the tabla players of future generation to gain
more knowledge. All this information given over here is based on the excerpts of an

interview of Prof. Ajay Ashtaputreji.

Prof. Sudhir Kumar Saxena has presented this peshkar in a different form. He
created a new composition based on this peshkar which is composed in tishtra jati. This
complete peshkar on tishtra jati is arranged in such a way that its base is in the peshkar
of chatushtra jati i.e ‘dhikda dhinta dhadhinta’. This seems just an adaptation of peshkar
of same tishtra jati. He also used to begin his performance with a peshkar of chatushtra

jati. This used to be followed by the palta of same peshkar.

Then he used to begin a peshkar of tishtra jati with thirteenth beat. Then he used
to play palta of tishtra jati peshkar. It was followed by tihair and end of peshkar. After is
from a sam he used to again play the peshkar of chatushtra jati or from the same note of
tishtra jati he used to play a tishtra jati peshkar-quayeda. 1f they used to begin with
peshkar of chatushtra jati, then they used to again play palta in chatushtra form of

peshkar-quayeda, in this way they used to continue their performance.
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Most of the times, Prof. Saxena has presented this peshkar in his performances.
Over the years most of the tabla players of this period have followed and adopted his
style of playing in their performances by listening to him. The style that is presented in

the recent times is considered to the presentation of Ajrada gharana.

For this style of presentation the presenter has to have a deep knowledge of /aya,
as while doing so the laya suddenly varies which is very difficult to play. Though it is
difficult to perform but it is very pleasing to the ears as well as sounds extraordinary. It is
said that in today’s times the performers of Ajrada gharana have adopted and included

this style of playing as their own.

After a detailed study and deep thinking done on the subject the researcher has
come to the conclusion that Ustads of the earlier generation used to present their
performance by peshkar of chatushtra jati. After listening to the recordings of the all the
exponents of Ajrada gharana it is found that none of them have played in peshkar of
tishtra jati. But according to Prof. Sudhir kumar Saxena’s opinion, all the performers’
present peshkar, so it is being revised and keeping in mind main principle of peshkar of
tishtra jati, they presented their performances. This was considered as new concept by
the performers of this generation and that became the new form of presentation. The
artists of this generation of this gharana use this form of peshkar of the same form. This
statement is a fact and not exaggeration that the tabla players of Ajrada gharana begin
their performance in the above said form. It has become a tradition which is followed by
the performers of this generation of Ajrada gharana to present their performance by

combining peshkar of tishtra jati with peshkar of chatushtra jati.

‘Peshkar of adi laya’ — Composer Prof. Sudhir Kumar Saxena

i6SSKDi6S 22aSi6S2aS 2aSitS2aS 22aSi6STaaS

X

it3i6DaSn 2aSi6STaaS 2aSitS2aS 2aSitSTaaS
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ikDnkitn itnaiknatake itrik3take 5kitnaikna

it3i6DaSn 2aSi6STaaS 2aSitS2aS 2aSi6STaaS

After playing a choot, a part of khali is never played, rather this is only considered as part
of khali. At the same time it doesn’t sound proper if this is only played as kAali. This is a

uniqueness of Ajrada gharana.

4:5:2 Peshkar-Quayeda or Peshkar Rang

This composition is composed on the basis of the alphabets of a peshkar itself. So
it is known as peshkar-quayeda or peshkar rang. Since last 60 to 70 years the tabla
players of this gharana gives importance to this composition and present during their
performance. In this most of the words are included from words of tabla. In this quayeda,
palte are played so artistically that it sounds really pleasing and attractive. The types of
paltd included while it is played in this are as petch lagana, kulfi lagana, giraha lagana,
choot ka palta, kani ka palta etc. The most important thing to be remembered while
presenting this composition is a kafiya and radif it should include words like ginatinakina
or kinatake dhinagina. The tabla artists of other gharana change the kafiya and radif.
They play notes as dhatidhage tinakina or tatitake dhinagina. This takes away the beauty
of an original quayeda. In this quayeda the practice of Ajrada gharana of using one and
half matra is done here very artistically. If this is played as per the above described way
then it becomes appealing and also pleasing to the ears. The composition of quayeda in
Delhi and Ajrada gharana has a calculation of matras (beats) as 3+3+2 and 3+2+3. But in
this gharana the composition of a matras in this peshkar quayeda is divided into four and

a half and three and a half respectively.

The tradition of playing this composition is only of Ajrada gharana. The style of
playing this composition is slightly different than other quayeda. This quayeda can be

easily combined with peshkar. In this after the completion on palta of peshkar, a part of
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khali as choot is played followed by sam and then the entire quayeda is played. In this
Prof. Sudhirkumar Saxena has also composed ‘adi laya of peshkar-quayeda’. This ‘adi
laya peshkar-quayeda’ was presented along with ‘adi laya peshkar’. The palta of same
‘adi laya peshkar-quayedd’ was played with on khali with choot in chatushtra jati. That
was followed by peshkar-quayeda of chatushtra jati.® One must have an in-depth
knowledge of laya to present this form. While presenting this a laya is kept little higher
from the beginning. If we use vilambeet laya while playing peshkar-quayeda of tishtra
jati then the laya slows down, later when peshkar-quayeda of chatushtra jati is played in
a slow /aya it doesn’t sound appealing. Shri Sudhir Mainkar explains this in his book as,
“The sound that is repeated when a stick is hit on strings, a presentation of a similar
sound is produced with great speed is the style of Ajrada gharana”. Both type of peshkar-

quayeda is given in chapter six.

4:5:3 Quayeda

In every gharana a composition of quayedd is done. It is the most important
element for a solo performance. The performers of all the gharana use quayeda in their
solo performance. Most of the quayeda are composed in Delhi and Ajrada gharana. The
artists of the above gharana have the expertise and skill of presenting a quayeda. In both
of these gharana a special training is given about expanding a quayeda. We get to listen
to the expansion of qudyeda according to its rules and regulations in all the performances

given by the tabla players of these gharana.

In fact Ajrada gharana is considered to be a son of Deli gharana. On the basis of
the background of quayeda of Delhi gharana, the arrangement of words in quayeda of
Ajrada gharana 1) dhancha (outline) and 2) main quayeda is done. Due to the above two
components quayeda of Ajrada gharana becomes unique. Most of the quayeda of Delhi
gharana are composed in chatushtra Jati. The artists of Ajrada gharana innovatively
added tishtra jati in the existing quayedd to make it appealing and distinct. Quayeda of
Delhi gharana are composed in single step (ek charan) but in Ajrada gharana the

composition is in two steps (do charan). Compared to quayeda of Delhi gharana, the
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composition of Ajrada gharana has more beats. Earlier also it is stated that most of the
quayeda of Delhi gharana begins with dha. In Ajrada gharana quayeda begins with words
like ghe, dhin, dhina, ghe, gheghenaka. Along with these notes when dha is used there is
a quayeda produces melodious sound. When along with it a stroke of dha is added to it

while playing makes it very melodious and classy.

A presenter exchanges melodious sounds in a form of Vadi-Samvadi among the
above mentioned corresponding sounds and a note dha. The division of beats in a
quayeda of Ajrada gharana is different from Delhi and other gharana. In Delhi gharana
most of the beats is divided in chatushtra jati as 3+3+2 or 3+2+3. The same if followed
by Ajrada gharana too. In the similar form of Ajrada gharana a beat is further divided into

four and a half or three and a half. It sounds really melodious.

The step of a quayeda is big then also in its khali-bhari and its division is
composed in the similar pattern. The khali-bhari of quayeda of Ajrada gharana is also
very exceptional and superior. In guayeda of other gharana the varna that is played in a
bhari, the same khali varna is played in khali. The similar style is not followed in Ajrada
gharana. While a khali of qudyedda in this gharana different varna are presented

beautifully.

While quayeda is expanded it is presented by playing palta as per pure
composition of quayeda or from its half a portion of quayeda is opened. When all the
paltd of quayeda is to be played as per pure composition of quayeda then length of paltda
has to be large. That is why the quayeda is expanded from its half part.

Pandit Sudhir Mainkar writes in his book “Tabld Vadan Me Nihit Saundarya”
about khali-bhari of Ajrada gharana that; “Quayedd of any gharana is presented on the
principles of its khali-bhari at that time sound on the banya is created on a first beat.
Generally without a sound on the hanya or sometimes the sound is created on the left in a

khali contrasting words are also created.

While playing quayeda of Ajrada gharana variety of opposite sounds played to
add beauty to it. This style of presenting quayeda is a specialty of Ajrada gharana. This

way of presenting a thought is called as Farshbandi.®
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The Quaveda of Ajrada Gharana in which part of Khali is different.

2agei2. Sn2aS 2as66e nki2n i2Znaigna i2n2age 5Ki2nN i2naigna

X 2

i2ZNni2na igna2aS 2aS66e nki2nN i2Znaigna i2n2age 5kitn itnaikna

0 3

taketr ik3take itnitna ikntakdtrik3 taket3 takbk itnaikna
X 2

2agei2. SnZ22aS 2aS66e nkiZ2nN i2naigna i2n2age 5Ki2n i2Znaigna
0 3

In Ajrada gharana quayedd is divided in two stages as they are given above. In
this the part of khali is completely different from bhari. The words played at the
beginning of bhari are dhagena dhin. Normally takena tin words should be played in

khali. Here the part of khali is mentioned as taketirakita.

Here when palta is played, they are played and expanded in single /aya in a same
sequence. When they are played in dugun and chaugun then quayeda is expanded from
its half way. This way it is easy to play and sounds best. When khali is played differently,

its words are generally double than the beginning words of bhari.

When quayeda of Ajrada gharana are played, palta are expanded with different
style than other gharana. The traditional way of presenting a paltd was to begin with
playing dohara of quayeda. In Ajrada gharana the style of expanding quayeda is different
than the traditional style.

In this style the Ustads used own words like girah lagana, fanda lagana, kulfi
lagana, petch lagana, choot laganda, and kani ka palta. They understood the meaning of
these words and used them in palta. This was something very unique about Ajrada
gharana.’ It is said that quayeda of this gharana beats are divided and the base of laya is
different. Due to this the quayeda are expanded and paltd are played in the style as

discussed above.
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Ajrada gharana has a very different style of presenting quayeda. Every performer
of this gharana takes special care about making a performance appealing and pleasant.
The performers have acquired and adopted an independent style of presenting a quayeda
in five or three /aya. If quayeda is presented in three laya and is of chatushtra jati (sidhi
laya) then the performers of this gharana play thah laya (vilambeet laya) of quayeda and
then play a tishtra jati of same quayeda in dugun which is actually a main quayeda and

then expand palta of that quayeda.

If quayeda is to be played in five laya then the laya is kept low. Quayeda is
played in thah laya, it is transformed into adi laya, and plays a main quayeda in dugun,
and then dugun of adi laya and at the end the main quayeda is expanded by transforming
in chaugun. The above mentioned style was presented by Ustad Habeebuddin Khan. All
the performers of present generation have adopted this style by listening to his style of
playing. Most of the compositions of this quayeda which are arranged in tishtra jati are
composed by my guru Pandit Sudhir kumar Saxena. The most prominent quayeda of
Ajrada gharana is in adi laya. The middle laya of it, i.e. quayeda in sidhi laya (chatushtra

jati) is also composed by him.

Pandit Sudhir Mainkar mentions in his book ‘Tabla Vadan Mei Nihit Saundarya’
that no other gharana than Ajrada gharana use of yati (viram-punctuation) is done in main
quayeda. In general combination of words in quayeda is done without viram kriya (use of
punctiations). In the main quayedd of Ajrada gharana use of yati is done in an organized

way. The use of it makes a composition most striking.

I gathered one important fact while interviewing Shri Pushkarraj Shridhar that
quayeda of Ajrada gharana and their expansion is influenced by ‘Shero-Shayari’. This is
because the artists of those times used to perform in courtyard. They used to spend lot of
time at darbar itself. This is the reason the Ustads of those times were encouraged to use

lots of ‘Shero-Shayari’ in their composition.

In his book ‘Tabld Vadan mei Nihit Saundarya’; Pandit Sudhir Mainkar has also
mentioned that Ajrada gharana used a new system of showing khali differently which
was originated by the artists of ukat gharana due to the influence of ‘Shero-Shayari’. The

performers of Ajrada gharana considered their own quayeda as shayari. They knew

68



‘Antya Yamak’ (Radif) of a shayari and ‘Upantya Yamak’ (Kafiya) of the direct poesy.
They used present a poetry and present it on tabla in an artistically arranged

.- 1
compositions. 0

The quayeda of Delhi gharana are played only in dugun and chaugun. The artists
of Ajrada gharana had taken special care about its execution and how to play a
composition on a falak (high speed). The performers of Ajrada gharana not only kept in
mind the unique style of presenting a quayeda with athgun, but also introduced a
different method of executing the same with a high speed. Here is one example of

quayeda of Ajrada gharana.

Quayedda of Ajrada gharana

2aSKD 6et3 2aget rik3 2a22age geig i2ni2 Nnaigna
X 2

2a2age geg i2nig nién 2a2age geig itnit naikna
0 3

taSKD Ttet3 taket rik3 tatake kak itnit Nnaikkna

X 2
2a2age geg i2nig nién 2a2age geag i2ni2 Nnaigna
0 3

The above mentioned quayeda is played in dugun or chaugun only as per the
given notation. The same quayeda is performed differently in athgun. While executing it
some words are replaced as — kdadhetita as tirakita, gheghenaka as ghidanaga and dhin
dhinagina or tintinakina as tinnanakena or dhinnanagena. This sounds just like original

quayeda at the same time it’s ravish becomes attractive as well as pleasant.

After detailed study of all these facts and lot of thinking done by the researcher, it
can be concluded that a composition of a quayedd and its presentation style of Ajrada
gharana is more attractive compared to Delhi gharana. According to the researcher laya

of quayeda of Ajrada gharana is influenced by dhrupad-dhamar style of singing. In this
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style of singing the original /aya remains unchanged but presented different. In a similar
way while presenting quayeda original laya remains as it is and different laya is played in
a quayeda. It seems the style of this gharana is highly influenced by dhrupad-dhamar.
The other thing observed by the researcher is in this style of presenting a composition
maximum use of anamika is done while executing it. This is the most important

achievement of this gharana.

Earlier we have learnt that Ajrada gharana belong the category of paschim baaj or
bandh baaj. 1t is considered as a shishya gharana of Delhi gharana. In bandh baaj the
most significant playing style is quayeda. Due to this reason in Ajrada and Delhi gharana
maximum compositions are in quayeda. At the same time compared to any other gharana,
in Ajrada gharana the variety of quayeda are composed. Due to this, Ajrada gharana is

popular for its quayeda.

4:5:4 Rela

If we discuss about my subject it is observed that in re/a composed in Ajrada
gharana the words used are tirakita, dhingin, dhinaghidanaga, tinakidanaga etc. Along
with it the words that are included which may create hindrance while execution still can
be played easily in chaugun and athgun. In this gharana most of the rela that are played
are originated from quayeda. Any one part of quayeda is selected, can be easily played in
chaugun or athgun and which feels like played in a flow it is called a rela-quayedd. The
playing style of this gharana is influenced by tasha. Due to this the composition is also

done with similar sound effect. This is mostly used in rela.

In reference to this reld presented by Ustad Habeebuddin Khan is as follows:

2aSi6bng itrik3tk tki6bDasn 2aSi2Snas
X
2asigbng i6NiéDng itrik3tk itrik3tk
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taSikDnk itrik3tk tkikDasn tasitSnas

2asigbng i6nNiébDng itrik3tk itrik3tk
3

In this rela the word ghidan is not executed openly as purab baaj but it is played
on chanti as dhinan. This word gives an effect as if a sound is created by striking wooden
sticks on the surface of a tasha. Ustad Habeebuddin Khan used to play tasha in the
procession of Taziya as he was a renowned tasha player of those times. While playing
tasha he used to play many composition of tabla and specifically played a rela too. 1

gathered the above facts form the interviewing of Prof. Sudhir kumar Saxena.

The words which create hindrance are like nanakena, dhinaghidanaga,
gheghetirakita etc. The arrangement of composition is done in such a way that there is no
obstacle to a hand while execution of it. Relad with dhingin is practiced more paschim

baaj of Ajrada gharana along with purab baaj.

After discussing all the above the researcher realized that the reld of Ajrada and
Farrukhabad gharana are different due to the compositions of the varna (words), its
execution and its language. The rela that are played in Ajrada gharana are most of

originated from qguayeda. Farrukhabad gharana has composed rela independently.

4:5:5 Ajrada Gharana’s Tradition of playing system in Madhya and
Drut Laya

Ajrada gharana is popular for compositions in vilambeet laya as quayeda, rela,
peshkar, peshkar-quayeda, rau etc. From the time of Ustad Habeebuddin Khan madhya
laya came into existence in this gharana. The artists previous to Ustad Habeebuddin Khan
never played compositions like fukda, gat, chakradar, gat-tukda etc. in their presentation.
Since Ustad Habeebuddin Khan had taken training from Ustad Munir khan so perhaps he

had included madhya laya and made his presentation might have made his presentation
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very attractive. Prof. Sudhir Kumar Saxena and artist of today’s generation have also
included madhya laya in his performance.

If we talk about the compositions of this gharana then lot of importance is given
to the language of tabla. The style of performing these compositions is arranged in bandh
baaj. We don’t get to hear big compositions in this gharana rather we find compositions
like small mukhda, gat with one or two avartan, gat-tukda, chakradar that are composed
in the words of tabla etc. In these compositions there is very less or no use of varna of
pakhawaj. I had mentioned that rau not played in earlier times in Ajrada gharana. When I
heard and studied the recording of solo performance of Ustad Habeebuddin Khan I found
that he has played more rau based on quayeda than chalan. 1 got this information from
Pandit Pushkarraj Shridhar.

In the recent times the artists of this gharana present rau very artistically. A
formal training and guidance is to be taken from a teacher guru to present a systematic
execution of rau. This is because rela is a composed composition but rau, former training
and riyaz are required. It is difficult to play rau without the guidance of guru. Mostly
very simple gats are composed. There is very limited use of #ihat in gat compositions in
this gharana. The tabla presentation of this gharana sounds extremely melodious in
vilambeet laya compared to mandya laya and drut laya.

The researcher thought about composition of gat-quayeda he realized a fact that
the basic quayeda of Ajrada gharana are so melodious that the Ustads of that gharana
never thought about composition gat-quayeda. The quayeda of this gharana had all the
specialties and qualities required in a quayedda which are not found in the quayeda of any
other gharana. Due to this reason gat-quayedd is not practiced much in Ajrada gharana.
In this gharana gat-quayeda is very similar to quayeda. In this gharana there are very few
compositions of gat-quayeda. It is played very rarely. This composition is played after
the quayeda in solo performance. In a composition of gat-fukda of Ajrada gharana words
of tabla is used but its length is extended by maximum one to two avartan. In this
gharana this composition is not practiced much rather more than gat-tukda small pieces
of gat are used. Gat is purely composed with words of tabla, but in gat-tukda influence of
pakhawaj has also seen. So, in this gharana quantity of gat-fukda is very less. In Ajrada
gharana gat is based on the principle of khali-bhari and equally based on dugun or

chaugun laya. In a composition of gat of Ajrada gharana words of tabla is used but its
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length is extended by maximum one avartan. In this gharana only simple gat has
composed not a variety of gat has composed as in Farrukhabad gharana. The chakradar
is also composed in less beats rather than more. The compositions of this gharana are less
melodious compared to the compositions of Farrukhabad gharana. Generally the
compositions are arranged in variety of /aya but that is not heard in the compositions of
this gharana.

The researcher is associated with this gharana so with that reference I have
gathered information about the compositions from my guru as well as from some of the
departed Ustads and eminent artist of this gharana and tried to present the same in

forthcoming chapters.
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CHAPTER-V

Farrukhabad Gharana’s Traditional Style of Tabla Playing

In the third chapter we have discussed about the origin and development about
Farrukhabad gharana. This chapter has concluded the traditional playing style and
specialties of composition of Farrukhabad gharana. On the basis of the domains of every
gharana, composition of Farrukhabad gharana and their specialties and traditional

sequences are discussed in this chapter.

In the purab baaj of tabla playing Lucknow gharana was the first and foremost. It
is assumed that Lucknow gharana evolved after Delhi gharana. Farrukhabad gharana is
the disciple of Lucknow gharana. The playing style of Farrukhabad gharana is influenced
by the style of Lucknow and Delhi gharana. The effect of kinar baaj of Delhi gharana
and open thapiya baaj of Lucknow gharana is seen on the playing style of Farrukhabad
gharana. In composition of Farrukhabad gharana along with quayeda, reld, rau etc. of
bandh baaj, other compositions like gat, tukda, toda, chakradar etc. are artistically
included. This chapter has included the finer points of the specialties of these playing
styles on the basis of the playing style of Farrukhabad gharana.

5:1 The Dimensions of the Methodic Tabla Playing System of
Farrukhabad Gharana

The most important dimension of the system of Farrukhabad gharana is the
arrangement of every composition, maintaining the clarity as well as the purity of every
composition and to present each of it with proper sound. The artists of Lucknow
gharana practiced use of maidan in place of kinar. At the same time to get similar
sound like pakhawaj on the banya they used an open palm below the syahi. To this the

artists of Farrukhabad gharana used maidan along with kinar and used a closed palm on
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the banya. Due to this experiment the tabla played by Farrukhabad gharana was more
pleasing to the ears. The system of giving a blow (thap) by keeping four fingers
together is much practiced in Lucknow gharana. The artists of Farrukhabad gharana
used kinar along with a thap which gave a composition a speed. The tabla playing of
Lucknow gharana is much influenced by the kathak dance form as well as pakhawa;.
The artists of Farrukhabad gharana used the composition of pakhawaj as well as the
varna of into their playing style but there was very less influence of dance. Due to this
there are variations in the compositions of Farrukhabad gharana. In the Lucknow
gharana there were two ways followed-thapiya baaj and playing on the maidan-these
are not suitable for playing the quayeda in chaugun and athgun. Due to this in
Lucknow gharana the importance is not given to create quayeda as it is given in Delhi
gharana. There are very less compositions of quayeda in this gharana. Just keeping in
mind the above fact Farrukhabad gharana started using kinar and it was able play the
compositions easily with speed. The most important composition is quayedda the
compositions of which are heard only in this gharana. In this gharana one quayeda
generally of thirty-two beats and is lengthy. Previously the use of peshkar was not
heard in Lucknow gharana. The peshkar of Farrukhabad gharana is followed till date by
the artists of all other gharana in their performance. The sound similar to pakhawaj is
heard the most in the composition of Lucknow gharana. Most of the composition of this
gharana is arranged in chatushtra jati. Sometimes for variety different types of laya are
used. The composition of this gharana is played mostly in madhya laya or barabar
laya. In Farrukhabad gharana also the sound similar pakhawaj is heard. But the tabla
artists of this gharana have given strokes on various surfaces of tabla very effectively to
get better sound while playing the composition. Most of the composition of

Farrukhabad gharana have variety in /aya and sound in their composition.

As mentioned earlier the tabla playing of Ajrada gharana is somewhat influence
by a tasha. Ustad Ahmad Jan Thirakwa had said that; “The development of tabla takes
place due to the sounds of various musical instruments but while doing this the purity is
not maintained.” From that aspect the tabla of Farrukhabad gharana is pure as it is not
influenced by the sound of tasha, nagada, dhol and khanjart etc.' This is the most

important aspect of the solo performance. As the purity is not maintained in the solo
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performance till then the compositions played are not at its best. From the point of the
solo presentation the style of Farrukhabad gharana has different varieties in their
compositions. Whichever composition is arranged in this gharana are based only on the
rules of solo performance and that is always reflects in all their presentations. Pandit
Mulgaonkar had mentioned in his book as well as in his V.C.D. that “The Gwalior
gharana is popularly known for its ashtang method similarly Farrukhabad gharana is

known for its shodash ang (16 divisions).

In the earlier period there were solo performances in Lucknow gharana. At that
time peshkar and rela was not practiced but there was use of compositions such as
chala, gat, gat-quayeda, chakradar, paran etc. As it was also mostly influenced by
dance so compositions of dance were used maximum. But the artists of Farrukhabad
gharana thought that composition that are included and presented by Lucknow gharana
are very close to composition played on pakhawaj or for dance. So a thought was given
by them that as in a vocal performance while presenting any rdga the alap is prolonged,
on the basis of the same outline the peshkar was presented by Farrukhabad gharana. At
the same time they might have included vilambeet laya for composed peshkar. Then
they might have thought of bringing variety while presenting farshbandi in the separate
stages-as the beginning of it and their various /aya. After this they might have
experimented quayedd. The best specialty of this gharana was to hold the chala for
playing a rela. After that it was made more attractive by playing rau of a reld. After
this the artist used to play composition like gat, fukda, paran, chakradar etc. and
conclude the presentation by playing long paran or rau. If all these compositions are
played according to definite sequence then the presentation is done according to the

considered to be of Farrukhabad gharana. This statement is not an exaggeration.

5:2 The Method of Riyaz of Farrukhabad Gharana

Every gharana has well-known for its own playing style. The Ustad of every
gharana has done tremendous hard work to develop this specific playing style by doing

rigorous riyaz and presented it to the next generation. Riyaz is the most important aspect
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in every category of music. The artists of various gharana have developed and presented
their own style of riyaz. Hence every gharana is recognized for its unique and
independent method of riyaz e.g. the artists of Banaras gharana wore heavy wristlet
(kadd) at the time of riyaz. In artists of Ajrada gharana did riyaz of compositions called
Ikai. 1t is found that the Muslim Ustad did riyaz of chilld i.e. to do riyaz of a particular
composition only for forty days. It is observed that each and every gharana has followed

a specific technique of riyaz.

According to the point of view of the researcher Ustad Haji Vilayat Khan of
Farrukhabad gharana had arranged danya (right) and banya (left) of wood in his academy
and he trained his disciples to do riyaz on the same. Among the Muslim artists chilla was
the most prevalent method of riyaz. Therefore the most of the renowned tabla artists are
Muslims. The essential seriousness which is observed in Muslim artists is also found in
Hindu artists of Banaras, Lucknow and Farrukhabad gharana. During the interview of
Pandit Arvind Mulgaonkar stated that Ustad Amir Hussain Khan and Ustad Ahmad Jan
Thirakwa had completed chilla of twenty quayedae each and practiced them for twenty
hours at a stretch. This was practiced by them at a very young age and so the day of every
40"™ day a fixed chilla of quayeda was played. In addition to this Pandit Mulgaonkar also
told me that he had seen two chilla of Ustad Amir Hussain Khan Sahab.’

The researcher has also come across one more fact that in Farrukhabad gharana
one specific composition is arranged especially for riyaz called Murakkda. In this
particular composition one word or group of words are used and the same is played while

doing riydz.°

Murakka composed by Ustad Haji Vilayat Khan:

i2ri2r ik32aS itrik3 i2SnaS ik32aS ik32as i1trik3 i2Snas
X 2
ik32aS itrik3 i2SnasS ik3tk itritr itri2r i2ri2r ikttk
0 3
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Murakka composed by Ustad Hussian Ali Khan (Haji Sahab’s second son)

(It is played in madhya and drut laya in Teen-Taal. Notation is given in Ek-taal)

ighbng i2ri2r igbng itgng itritr ikDng taSikD nki2r
X 0

i2ri2r igbng iZ2ri2r igbng itSnas kKESS\ i2ri2r igbng

2 0

2asigD ngi2r i2ri2r igbng iZ2ri2r iZ2ri2r igbng idgtk
3 4

In Farrukhabad gharana equal importance was given to riyaz along with padhant.
While playing this composition rather than maintaining its speed more emphasis was
given to retain its purity and beauty of it. As sometimes while increasing the speed the
fingers are altered that changes the beauty of rhythm of composition. Pandit Arvind
Mulgaonkar has added further that in the playing style of Farrukhabad gharana both
danyd (right) and banya (left) is used and various alphabets that are produced are used.
Equal importance is given to the alphabets that are produced and sequenced in various

compositions and a specific style is adopted while doing riyaz.

5:3 The Tradition of the Playing System of Farrukhabad Gharana

To establish an independent presentation style of a particular gharana, the
selection of words and a group of words (phrases), and its proper presentation at a
specific stage is extremely important. As every gharana has its distinctive tradition of
presenting the compositions. Compositions of that particular gharana, two most important
features of composition are varna and layakari. In Ajrada gharana the use of adi laya is
done while playing a composition. Presenting a performance in that form is an
experimental and independent tradition of this gharana. In Farrukhabad gharana the use
of kinar baaj of Delhi gharana and /au baaj of Lucknow gharana is done very effectively.
This unique tradition of presenting is known as the style of presentation of Farrukhabad
gharana. The technique of presenting style of Farrukhabad gharana is a manikanchan

combination of Delhi gharanid and Lucknow gharana.” The promoter of Farrukhabad
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gharana Ustad Haji Vilayat Khan had actually learnt thapiya baaj of Lucknow gharana
from his guru and his style of presenting was also influenced by kinar baaj of Delhi
gharana. Ustad Haji Vilayat Ali Khan combined both these baaj in his numerous
compositions. These compositions were too different from the compositions of Lucknow

and all other gharana.

The introduction of these new compositions innovated by him presented a unique
style of playing which were known as a style of Farrukhabad gharana. Peshkar of
Lucknow gharana was not much recognized but peshkar composed by Ustad Miya Salari
Khan of Farrukhabad gharana is become a specialty of this gharana. The credit goes to
Ustad Ahmad Jan Thirakwa for making this peshkar popular. He always played this
peshkar into his presentation. Due to this peshkar the presentation of this gharana always
begins with vilambeet laya. Initially in the presentation of Lucknow gharana various
types of chala, chalan, rela, quayeda, gat, toda etc. were played. The performers of
Farrukhabad gharana started presenting farshbandi after peshkar. They also played
various types of quayedd, gat etc. The most typical discipline of this gharana is to play
quayeda and ‘reld ki rau’. This gharana is also mainly influenced by purab baaj i.e.
pakhawaj. Due to this most of gats presented by this gharana have the influence of
pakhawaj’s playing style. It is not wrong to say that in this gharana very few quayeda are

used in its presentation.

In Ajrada and Delhi gharana varna and language used to compose quayeda
similar form is not used to creations but the quayeda of Farrukhabad gharana are created
by using gat ang and different form of quayeda are composed. The performance of
Farrukhabad gharana always begins with peshkar in vilambeet laya, followed by
farshhbandi and quayeda. After this the compositions like reld, rau, chalan, gat-quayeda
etc. are presented by increasing /aya. After presenting the above the compositions like
gat, tukda, paran, chakradar, fard etc. are included by the performer in his performance
and they are presented in madhya and drut laya. In this gharana instead of quayeda, rela
and gat todd were mainly used. In this generation also the performers of this gharana
follows the same method of presentation. That has established as an independent method

as well as a unique style of presentation of this gharana.
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5:4 The Sequence of Composition and their Specialties in Independent

Playing Method of Farrukhabad Gharana

A most important speciality of this gharana is that it has made very intelligent use
of the kinar of the Delhi gharana and maidan of Lucknow gharana. Metaphorically, if
Delhi is the West and Lucknow is the East, then; the Farrukhabad Gharana under its
founder Ustad Haji Vilayat Khan and his disciples chose to bridge this vast gap in
between. Its playing style has the sweetness of the bandh baaj of Delhi and the khula
baaj of the Luckow gharana respectively. Therefore its playing style is unique in itself,
neither rigidly structured to the Delhi or the Lucknow gharana. Therefore it would be
absolutely proper to call Farrukhabad as an independent gharana.

If we talk about a solo performance of tabla of this gharana we get to know the
right path of its compositions and presentations. Now we will discuss how the

compositions are presented, their composition and their systematic way.

5:4:1 Peshkar

As discussed before the earlier tabla players of Ajrada gharana practiced peshkar
of kaharwa form in their presentation. But in the presentation of Ustad Habeebuddin
Khan’s peshkar of kaharwa form is never heard. Rather in his performance it is always
heard peshkar of Farrukhabad gharana. After this it is found that the performers of Ajrada
gharana have always presented a peshkar either of Delhi gharana or Farrukhabad
gharana. According to the subject of my thesis it is necessary to discuss the playing style
as well as playing tradition of Ajrada gharana and then the Farrukhabad gharana. We will

discuss in detail about this subject.

Most of the tabla players present peshkar in their performance that is primarily of
Farrukhabad gharana. The peshkar that was played and popularized by Ustad Thirakwa
around sixty years ago had different form. It is said that this peshkar was composed by
Ustad Salari Miya.® This composition was then inherited traditionally by Ustad Ahmad

Jan Thirakwa. The tradition of playing this peshkar in the same form was carried out by
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him so well that it is not only the most popular composition but till date it is played as it
by the performers of all the gharana. In this form except word dhir dhir, most of the
alphabets of tabla all other alphabets are used as it in the peshkar. The original
composition of this peshkar is given by Pandit Narayan Joshi in his book 4di Taal.

i2SKDiZna iITtRage 2ait2ait 2a2aitna
X
S2aiTt2a itha2ait 2aik3tki2. Naaitna
2

StaiTtta Staitna Taik3tkit. Taataitna

S2aKD22a itnai2na 2aitnai22. Na2aitna

The artists have made many changes in the original peshkar and now with that the
composition is played. It is still played in that form till date with those changes. Some
artists know this composition of peshkar as the composition of Delhi gharana. The two
organizations namely ‘Sangeet Natak Academy’ and ‘SdReGaMa’ have published the
performances, ideas and thoughts of Ustad Thirakwa Khan in the form of a C.D. In this
C.D. Ustad Thirakwa Khan has acknowledged this peshkar as the peshkar of Delhi

gharana.

When the researcher heard about it, he thought in his mind that if this composition
belonged to Delhi gharana then the composition should begin with the alphabet dhda, but
instead it is beginning with the note dhi. In Delhi gharana the method in which the
expansion of the peshkar is similar to the expansion of a qudayedd. The expansion of
peshkar of Farrukhabad gharana is independent and it does not have any restrictions at

the same time there is no discrimination while doing the selection of the words.

After thinking about the above composition of original peshkar it is known that in

this composition based on the principle of khdali-bhari. At the same time the words which
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are there in bhari are not used in the khali. The other most important quality in this
composition is- there is no letter in the fifth, ninth and thirteenth beats. In these places the
condition of anaghdat is created and made the composition very beautiful. When a
condition of anaghat is created in the vilambeet laya the composition becomes attractive

as well as pleasing to the ears.

Peshkar is expanded originally expanded with upaj ang or it is expanded by the
artists with his ideas or thoughts. On that basis keeping the original peshkar as it is many
of the performers use different alphabets, /aya etc. this makes their performance attractive

and give it a novel form. That establishes various ideas of the performer through their

playing style.

Ustad Ahmad Jan Thirakwa had experimented numerous variations of tihai, laya
and words in his compositions which have become perfect guidelines for the artists of the
coming generation. He had used tak ghidan very artistically, though it is difficult but very
pleasing to the ears. The peshkar presented by Ustad Ahmad Jan Thirakwa and a peshkar

presented by the artists of recent generations of Farrukhabad Gharana is as follows:

i2SKD i2SnaS SS22aS i2Snas 2astls 2astls 2asS22aS i2Snas
X 2

Ttki6Da Sn2aS ittRaS i2S2aS 2as5k  2astlsS 2as2aS  i2SnaS

There is another tradition of playing a second line which is as follows:

i2SKD i2SnaS SS22aSs i2Snas 2astlsS 2astls 2aS2aS i2Snas
X 2

Ttki6Da Sn2aS i2SnaS 2aStlS 2aSKD  2aSTtlS 2aS22asS i2SnaS
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After this when choot or badhat is being played then its khali is not played.
Sometimes from the ninth or the thirteenth beats bhari of quayeda is practiced in dugun

or adi laya. That sounds very ear pleasing an attractive.

After in-depth thinking and study the researcher has understood that the peshkar
is presented by various gharana in different forms. At the same time every performer

presents it according to own personality and beautifies it too.

There are lot of variations in a peshkar presented by Ustad Ahmad Jan Thirakwa
and peshkar played by various artists. But the peshkar played in those times by Ustad
Ahmad Jan Thirakwa is more popular as he was a popular renowned tabla player. The
concept of peshkar is not based on any particular composition. A performer can present it
with variations in it as well as according to his independent thoughts. As there are no
restrictions in alapi other than that of purity of a raag while singing, similarly there are
no limitations while presenting a peshkar on tabla an artist has to keep in mind the stress
on laya and alphabets of a composition, can beautify it and present according to his own

thoughts.

After studying all these things the researcher has felt that a concept of peshkar is
not abided by specific rules. After a proper guidance by a guru and precise practice does
not mean a peshkar is presented accurately. But a real presentation on a peshkar depends
on a proper guidance from guru, precise practice, listening to presentations of other
scholars and finding the finer points of it, intellectual thinking on it, its deep study etc.
After studying all the finer points should be included to make a peshkar worth its beauty
if a performer is enriched with proper training, guidance and intellect; with the help of the

above quality he can increase aesthetic of their playing of peshkar.

5:4:2 Farshbandi

Farshbandi is an ‘Arabic’ word. In this language ‘Farsh’ means to spread. To
spread anything on the floor or just to decorate a part of floor with some object means

floor is spread (covered with something). In tabla any group of bols are taken according

84



to their divisions and later played in the form of khali-bhari with theka then it is called
farshbandi. Many scholars feel that there is no difference in farshbandi and peshkar. In
farshbandi by keeping the same form of rhythm it is presented with any group of words,
any varna or any laykari. It is expanded entirely with upaj ang. Its presentation begins
with simple laykari, to continue with difficult laykari and then it is concluded with single

tihar.

Pandit Sudhir Mainkar explains farshbandi based on the principle of ‘Virodh Nad
Sangati’ (Music on opposite sound). When any artist studies thinks about different
rhythm on the basis of exchange of complementary and contrary music rhythm, then

when he presents any small composition by its expansion, it becomes really melodious.’

This composition was mostly played by Ustad Ahmad Jan Thirakwa. His disciples
too played this composition. This composition is either played after peshkar or it is taken
from peshkar and expanded the same while presenting. Use of various group of words or

small tihai made it melodious and pleasant.

The researcher interviewed Shri Amod Dandage, he stated that, “In the villages of
Uttar Pradesh when Nautanki was performed at that composition similar to farshbandi
was presented on dholak. Today we get to hear its similar form as farshbandi. Shri Amod

Dandage gathered this information Pandit Sudhir Panday.

According to the researcher’s opinion only the artists of Farrukhabad gharana
presents farshbandi composition. In that too this composition is practiced in the
performance of the artists belonging to the tradition of Ustad Thirakwa’s playing style.
The artists of Farrukhabad gharana presents farshbandi from peshkar, similarly the artists

of Ajrada gharana begins peshkar quayeda.

5:4:3 Quayeda

In this reference if we talk about the compositions of Farrukhabad gharana are
different due to their varna, standard of /aya, its presentation styles, types of words and

its execution, compared to quayeda of Ajrada gharana. Farrukhabad gharana belongs to
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purab baaj and allied with Lucknow gharana so its playing style is highly influenced by
pakhawaj. Thus in quayeda of this gharana most of bols like dhagena, dhatraka, kdadhe
tita, takdha tirakita, dhi dhi gina, dhigana etc. that are mostly played on lau and syahi’.
Due to the influence of Delhi and Lucknow gharana many times use of kinar is also done
but it is less compared to Ajrada gharana. This brings obstacles in presenting every
composition. If we look at the execution done by the tabla players of Farrukhabad
gharana, the selection of bols and style of presenting is done in slow speed and keep it in
high speed while presenting it. This is the main reason quayeda is generally presented in
chaugun laya. 1 have gathered the above facts and information from excerpts from the
interview of Pandit Arvind Mulgaonkar and Shri Amod Dandage.'® Most of qudyeda of
this gharana are composed in chatushtra jati and very few quayeda are composed in
tishtra jati. Most of the quayeda of this gharana are bigger, composed in ‘Teen Taal’ and

has thirty-two beats. They are played in two avartan."'

I interviewed Shree Pravin Uddhav for my thesis. He provided some important
facts about specialties of quayedd of Farrukhabad gharana. According to him in this
gharana the composition of most of the quayeda is based on gat ang. To support the
above fact Pandit Bapusaheb Patvardhan added that most of gat-quayeda are composed

in Farrukhabad gharana."

When we think about the expansion of quayeda of Farrukhabad gharana we
realize that it is not similar to Delhi and Ajrada gharana. They give more stress on upaj

ang while expanding quayeda.

Delhi and Ajrada gharana give more importance to petch, kulfi lagana, girah
lagana, dohara, bal, mukh, tihat etc. while expanding quayeda. All the above expansion
methods are not practiced in Farrukhabad gharana. Rather more importance is given to
mukh, laut-palat and tihai. While expand a quayeda more stress is given to upaj ang and
the power of imagination of the performer. In reference Pandit Arvind Mulgaonkar has
mentioned in his book ‘Tabla>—“In the baaj of Delhi and Ajrada gharana gives
importance to a sequence of mukh, dohara, bal, palta, tihai etc. This is not found in
quayeda of Farrukhabad gharana. The stress is specifically given on mukh, laut-palat and

tihai. It is found that there is no limitation on expanding quayedd but it depends upon
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spontaneous imagination of a performer. It seems while expanding quayeda Ustad
Ahmad Jan Thirakwa emphasized more on style of singing rather than its mathematical
structure. Every raag consists of @roh and avaroh. He established a unique system of
expanding a quayeda on the basis of similar framework. Generally a raag has specific
swar but it is also presented melodiously using different swar. Similarly he must have

made quayedda rhythmic using other words than original words.

After going into all the details we understand that while presenting quayeda,
performers of Farrukhabad gharana gave more importance to maintain its purity. The
artist not just merely selected bols of quayeda in athgun. They kept it in mind and
expanded words of quayeda in dugun and chaugun. Quayeda are in gat ang so there are

minimum chances of their expansion.

The researcher has understood from his study that; “A quayedd is a composition
which has a combination of vowels and consonant words, which ends with an
arrangement of words like tinna dhinna, tina kina, dhina gind, tin tina kina, dhin dhina
gina etc. A tabla performer of every gharana presents it according to own understanding
and knowledge. The presentation of quayedd depends entirely on a personal thinking. An
expansion and reduction of quayeda totally depends upon the knowledge and capacity
and style of a presenter. The beauty of quayeda depends more on its presentation i.e. its
expansion rather than its original composition. The expansion of it depends upon the

gharana a presenter belongs to and the knowledge he has acquired.

5:4:4 Rela

A tabla of purab baaj is highly influenced by pakhawaj most of composition and
its presentation style of just like pakhawaj. Playing a reld@ originated from pakhawaj
itself. Most of the rela were played on pakhawaj and then practiced on tabla too. If we
talk about rela in purab baaj of Farrukhabad gharana then while expanding it the use of
maidan and syahi along with while playing dhir-dhir with full palm or use of kinar is
done so effectively that it sounds balanced and pleasant. In rela of this gharana too words

like tirakita, dhir-dhir, dhin gin, ghidanaga, kitatak etc. are used. In a composition of
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rela use a word dhir-dhir is common which makes it attractive, pleasant to hear and
recognized. In this gharana a rela is played using a word of any chald or chalan then it is

termed as reld. Then its rau is played or it is played in dugun or chaugun laya.

The varna of this gharana are different from Ajrada gharana. In Ajrada gharana
execution is done in bandh baaj and it is done with open hand khula baaj in Farrukhabad
gharana. Tirakita is the key word of rela. While presenting this word, the presenter of
Ajrada gharana distributes it among the fingers like madhyama, tarjani, and anamika. To
play ti madhyama is used, for ra tarjant, ki is played with closed hand and nails on a
banya with tip of finger and fa is played using anamika. The artists of Farrukhabad
gharana play the same word differently. They use madhyama and anamiaka to play ti,
tarjant is used to play ra, to play ka an open hand i.e. by striking a palm and fingers on

the upper portion of a syahi and madhyama and anamika is repeated to play ta.

After discussing all the above the researcher realized that the reld of Ajrada and
Farrukhabad gharana are different due to the compositions of the varna, its execution and
its language. The rela that are played in Ajrada gharana are mostly originated from

quayeda. Farrukhabad gharana has composed re/a independently.

5:4:5 Farrukhabad Gharana’s Tradition of playing style in Madhya and
Drut Laya

This gharana belongs to purab baaj hence most of the compositions of this
gharana were arranged in madhya laya as well as in drut laya. This gharana is the
disciple of Lucknow gharana thus it’s playing style is influenced by pakhawaj as well as
dance style. Therefore most of the compositions in this gharana are gat, tukda,
chakradar, gat-quayeda, gat-tukda etc. All these compositions have a perfect blend of
diversity of sound, tune, appropriate pauses (yati) and sequence of words. The
compositions of this gharana give equal importance to varna of tabla as well as
pakhawaj. These compositions are influenced by variety of verses (chanda) and poetry
(rhyme) in these compositions.

There are varieties of gat in this gharana. The arrangements of these compositions

are based on swiftness of nature and speed of daily events. Specific names are given to
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these compositions. In the composition called fukda most of them are big and generally
played on pakhawaj, from these compositions selected pieces are rearranged as a new
composition and they are played on tabla. Various tihat are used in fukda. In this gharana
due to the absence of quayeda compositions are arranged in gat-quayedd. In this
composition gat and quayedd both are used. Ustad Shaikh Dawood Khan and Ustad
Jahangir Khan used to play this composition in their presentation. This composition can
be expanded as quayeda but variety which is found in the palta of quayedd is not heard in
the expansion of these compositions. In this gharana very big and lengthy chakardar are
composed. In this composition instead of using more beats, the emphasis is given on
maintaining its attractiveness. There are different varieties of in the compositions of
chakradar. In these compositions the use of tihai are done very attractively.

Once conducting a detailed study the researcher concluded that in Farrukhabad
gharana the diversity that is found while playing the compositions in madhya laya and
drut laya which does not exist in Ajrada gharana. The researcher has put in lots of efforts
to gather all these mentioned compositions from the scholars and artists of this gharana

and attempted to present them in the next chapter.
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CHAPTER-VI

Similarities and Differences between Compositions

(Bandish) of the Ajrada and Farrukhabad Gharana

In all the three divisions of Indian Music, there are gharana, their independent
styles and compositions. Time and again when we try to assess various historical
developments, we come across several similarities, resemblance as well as variances.

When we scientifically study this process, we can call it as a comparative study.

We can do comparative study of culture of Indian and Western Music, living
being and verve, nature and wrath, similarities and diversities; at the same time we
can compare Western Music and in Indian Music too. We can compare North Indian

Music (Hindustani Sangeet) and South Indian Music (Karnataka Sangeet).

The researcher has decided to the comparative study of Ajrada and
Farrukhabad gharana. According to the subject are there any similarities and

differences are there in these two gharana?

The researcher will do subtle study the similarities and differences of these
two gharana. He will give the modest analysis of the comparative study of these two
gharana and mention all their specialties over here. There is a comparative analysis of

playing style of both the gharana and their compositions.

6:1 Comparative Analysis of Compositions and Playing Style of
Ajrada and Farrukhabad Gharana

To understand the subject of the thesis of the researcher, it is important to
study the baaj and playing style of Ajrada and Farrukhabad gharana. The
development of various baaj or development of its playing style is actually associated
with make of a tabla. The sound and rhythm of tabla changed over the years as there

was a change in its construction over the years.
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These new baaj were originated to comprise all these specialties that have
developed over the years. This can understand as during the initial creations of
compositions of Delhi gharana. Banya was smaller and danya was bigger. Due to this
it was appropriate to keep less sound of banya.

However, with increasing size of banya, it was possible to bring novelty by
indentifying its sound. This resulted into more use of banya in Ajrada gharana.
Initially the players of Lucknow gharana used to play thapiya baaj, when they heard
compositions style of Delhi gharana for the first they were influenced with it and
adopted that style by doing required changes in it and started using lau in place of
thap.

After this playing style with lau and chant was blended according to the
requirement of the understanding and imagination of the player and with the
combination of khula (Eastern) and bandh (Western) baaj the playing style of
Farrukhabad gharana was established. In this manner the playing style of Farrukhabad
and Ajrada gharana was established. We will do the comparative study about baaj and

compositions of the playing style of Ajrada and Farrukhabad gharana.

6:2 The Comparative Study of Tradition and Playing Style of Ajrada
and Farrukhabad Gharana

1. In fact all the gharana are originated from Delhi gharana. Ajrada gharana is
considered to be son of Delhi gharana. The two brothers of village Ajrada-Ustad
Kallu Khan and Ustad Miru Khan learnt from their guru Ustad Sitab Khan and went
back to their village Ajrada. However the fact that, the pioneer of Ajrada gharana was
done by Miyan Basat, which is already mentioned in the previous chapter.

After reaching their village they modified the existing playing style of Delhi
gharana and composed various compositions to establish a new gharana, which is
popularly recognized as Ajrada gharana.

The pioneer of Delhi gharana-Ustad Siddhar Khan’s grandson Ustad Bakhshu
Khan and Ustad Modu Khan went to Lucknow from Delhi and settled down over
there. At that time Ustad Haji Vilayat Ali Khan was also in Lucknow. Ustad Haji
Vilayat Ali Khan learnt from Ustad Modu Khan and Ustad Bakhshu Khan and settled
down in his native village Farrukhabad. There he created innovative playing style,

which is popularly recognized as Farrukhabad gharana.
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2. Ajrada gharana falls under the category of paschim baaj means under the bandh
baaj. In this gharana mostly varna of tabla are used and mostly fingers are used while
playing tabla.

The tabla of Farrukhabad gharana falls under the category of purab baaj. This
gharana has the influence of pakhawaj. Due to that we get to hear varna of tabla as
well as pakhawaj. Therefore while playing tabla use of fingers and entire palm is

done.

3. Chanti is used maximum in the plying style of Ajrada gharana. The bols of maidan
and syaht are also used in along with chanti. Though it is less in Ajrada compared to
Farrukhabad gharana.

Farrukhabad gharana falls under the category of khuld baaj, so in this gharana
maximum use of maidan is done. Along with chanti baaj of Delhi gharana, we get to
hear utmost use of lau of Lucknow gharana. The playing style of Farrukhabad

gharana is the precious combination Delhi and Lucknow gharana.

4. The artists of Ajrada gharana concentrated more on execution and gave importance
to playing any composition is drut laya. They thought that though presenting anything
in madhya laya is melodious but they also realized that if the same is presented in
higher speed then it will be more effective due to more speed.

To get this kind of result the artists of this gharana brought some important
changes in the playing style of Delhi gharana that any composition can be presented
with great speed without stopping a hand to any part. Compositions of this gharana
are more influenced by speed.

The artists of Farrukhabad gharana have the influence of thapiya baaj of
Lucknow gharana and chanti baaj of Delhi gharana. Due to this the compositions of
this gharana have the influence by the style of lau and chanti. This type of playing
style sounds really melodious and has varieties in creations of other gharana in it
which makes its presentation appealing.

The artists of this gharana not only played these compositions in drut laya but

also importance to preserve the aesthetic value of each composition.

5. In the playing style of Ajrada gharana there is maximum use of different

compositions like guayeda, rela, and rau etc. The earlier Ustad kept their presentation
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limited to madhya laya and never included drut laya in their presentation and even if
they were using drut laya in the composition it would be in the form of small mukhda,
mohra, gat, tukda and chakradar.

Ustad Habeebuddin Khan had also taken the training in purab baaj of tabla
from Ustad Munir Khan who was the khalifa of Farrukhabad gharana. By using this
gat tukda of Ajrada gharana the artists have made their presentation very melodious
and attractive.

The playing style of Farrukhabad gharana already had the influence of
pakhawaj so from the beginning while playing tabla drut and madhya laya is used.
Various sounds were generated by giving a stroke on danya (right) and banya (left).
Varieties compositions were arranged by using these sounds. It is assumed that in this
gharana, tabla is played only in drut and madhya laya; this is not true because in
Farrukhabad gharana we get to hear various compositions of quayeda.

In fact Farrukhabad gharana has tremendous collection all the varied materials
required for tabla playing of various styles. Therefore this gharana is known as a
complete gharana. In Ajrada gharana the composition of qudayedd and rela are
maximum but in madhya and drut laya-e.g. gat, tukda, chakradar etc. are less

compared to Farrukhabad gharana.

6. Bandh baaj is the soul of playing style of Ajrada gharana. Therefore, the artists of
this gharana can successfully accompany with string instrument as well as vocal
recital. The use of khuld baaj which is required for accompanying of Dance
performance is not found much in the artists of this gharana.

In the playing style of Farrukhabad gharana we see a combination of both
khuld baaj and bandh baaj. Therefore the artists of this gharana can flawlessly

accompany any type of music performances.

7. The artists of Ajrada gharana were mostly performers. They have concentrated
more on performance. In this gharana, we find fewer composers and teacher.
Therefore this gharana did not develop much.

The artists of Farrukhabad gharana came forward as well-known performers,
composers and teachers. They have composed various new compositions and also
taught traditional compositions to their students. Thus the artists of Farrukhabad

gharana are more popular compared to other Gharana.
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8. The researcher has done extensive study and found that the origin and place where
the gharana developed both are different. Undoubtedly only Ajrada gharana is
considered son of Delhi gharana and not Farrukhabad gharana. If we look into the
beginning of Ajrada gharana then we find that this gharana came into existence after
60 years of Delhi gharana i.e. its time is considered to be somewhere around 1780.
Farrukhabad gharana came into existence after this. One thing that is commonly

noticed is both these gharana belong to Uttar Pradesh.

6:3 The Comparative Study of Compositions of Ajrada and
Farrukhabad Gharana

Formation and introduction of a baaj is the fundamental function in the
creation of a gharana and its compositions. In the modern period it is practiced for the
playing style. Still the main question has remained unanswered that who plays an
important role in the creation of baaj? Is it varna or method of playing varna?

After analyzing the playing style, compositions and system of various gharana
we came across the answers. The playing style changes due to the modification in the
execution of varna and combination of group of varna. The identifying and
differentiating a baaj depends upon the execution of varna and use of appropriate
group of words.

Baaj means to play a specific group of words in a particular form, to play
similar varna in different execution method or to use different place of tabla while
playing a particular varna. It is obvious that new words are introduced when an
innovative playing style is developed, depending on it innovative compositions are
composed. In this manner new baaj, new compositions and the playing style are

created.

6:3:1 Peshkar or Peshkara

According to many renowned scholars peshkar or peshkara are the names of
one composition. However my guru Prof. Sudhir kumar Saxena and Shri Pushkarraj
Shridhar think that these two have different meaning. According to them peshkar
means the one who presents and peshkara means a name of a particular composition.

A person who presents this particular composition can be called as peshkar. A
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composition that is presented is known as peshkard.' In the earlier times the
musicians who were associated only to the field of playing a tabla were also called

peshkar.

There are very few rules and restrictions in peshkar. Though while presenting
it every gharana has established its own specialized method. While presenting a
peshkar every performer is particular about what he has acquired, his aesthetic vision,
observation power and the thought process. The life of an expandable composition is

khali-bhari.

If this khali-bhari is played according to the discipline of technique and rules
of quayedd then it reduces its creativity. There are no variations in this presentation as
it is done on the basis on fixed rules. Sometimes from a peshkar we can make out
what a presenter is going to present next. In peshkar other than that of existing words

and group of words, different words can be used for giving expansion.

According to Pandit Sudhir Mainkar “7Taal is made of sections (vibhdg) of beat
as well as is related to the words of notations. Similarly it is also based on
compositions arranged in the slow /aya and also the compositions arranged in a
various expanded forms”. According to the views of some of the scholars this peshkar

was named as ‘Jahali-Laal Quila’?

Prof. B.L.Yadav has a different opinion about peshkar. According to him
“Peshkar means a quayeda of a special category. The palta of this comes on a sam
after playing tihai. In this also palta and tihai can be played as in quayeda. The
performers of Delhi and Ajrada gharana always present a peshkar in their solo

performance.’

When tabla playing initiated in an independent form, the performers of those
times possess in depth knowledge of music. They were not only well acquainted with
khayal gayaki but they had also done through study of that form (khayal gayaki).
They had also thoroughly studied the power of sound created on tabla, its limits and
limitations, they created and practiced varieties of compositions by keeping in mind
all the minute details and also developed a theory to present those innovative

compositions.
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Peshkar is one such developed composition of playing tabla among those
innovative theories. Peshkar is one of the most distinctive compositions of presenting
in tabla in various styles of playing. This composition and similar to this are not

played on pakhawaj. This is invented by talented tabla players.*

The presentation of peshkar is similar to presentation of @lap in vocal singing.
While playing quayeda some rules have to be followed but such rules are not
followed while playing peshkar. In peshkar most of the paltd are played only from the
upaj ang. In this there are no restrictions of playing palta. It is not necessary or there

is no rule that whatever is played in bhari has to be played in khali.

While composing a peshkar, a composition is arranged in such a way that
most of the words are used of danya as well as banya. Generally in peshkar words
like-dhin, kda, dhad, tit, ghidan, ghdan, kitatak, tinga tina, ge, traka, tak, kadan,

dhindhinagind, etc. are used.

According to the definition given by Pandit Arvind Mulgaonkarji “Peshkar is
a composition which reflects ideas of a presenter that includes all types of words,
importance of layakari, bols beginning and ending of with vowels, use of different
laya between every two beats etc. The composition that has above specific qualities
which is played by the presenter at the beginning of the solo performance is called a

5

peshkar”.

Every gharana has its own peshkar. Every presenter begins his performance
with peshkar. The exception to this rule is the performers of Banaras gharana. They
do not begin their performance with peshkar. Due to this it becomes very to identify
from which gharana the performer belong to. Sometimes as soon as the peshkar is
played by the performer, it is possible to know from which guru he has taken the

training.

Peshkar is such a unique composition by which it is easy to judge the
knowledge of performer, his thoughts, the depth of the knowledge acquired, ideas and
liking for the subject.
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6:3:1:1 Peshkar of Ajrada Gharana
Composition: Peshkar, (Traditional Composition), Received from: Prof. Sudhir

kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.
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The renowned Ustads of the earlier period of this gharana used this peshkar.
Ustad Habeebuddin Khan played this peshkar only once, when it was throughout in
his birdadari as to who will be Khalifa and it was discussed also at that time, all the
players of his biradari was present & their presence when he was asked to present the
traditional composition of peshkar, he played this peshkar, when he presented many

pairs of such composition, he was awarded the designation of Khalifa.

6:3:1:2 Peshkar of Adi laya
The artists of Ajrada gharana used to present peshkar of sidhi laya followed
by peshkar of adi laya. After playing the part of choot they used to begin peshkar of

3t beat. This follows by palta of peshkar of adi laya on 12 beat.

adi laya from 1
peshkar of sidhi laya is played and the on 13" beat peshkar-quayeda is presented. The

peshkarofadi layais as follows:

fasefas grsfasens ersfasens EIMEAGIM

X

faeferersa CIMEAGIM ersfasens ersfasars

2

foreerfaa GIEEINIED forforedren TR crTToRHAT
0

feferers arsfersars sfasens esfersars

3

6:3:1:3 Peshkar of Farrukhabad Gharana

Composition: Peshkar, Composer: Miya Salari Khan, Received from: V.C.D
of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati: Tishtra and
Chatushtra, Type of laya: Vilambeet & Madhya.
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In this peshkar a part of khali is not played. The part of khali is replaced by

kidanaga of 17M beat of the composition. Sometimes while expanding the

composition half part of peshkar is played as khali-bhari. Ustad Ahmad Jan Thirakwa

never played half peshkar. The artists of Ajrada and Delhi gharana presents this half

composition of this peshkar and expands it as by altering a quayeda.
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6:3:1:4 Farshbandi
Composition: Farshbandi, (Traditional Composition), Received from: V.C.D
of Ustad Ahmad Jan Thirakwa, Jati: Tishtra and Chatushtra, Type of laya: Vilambeet.
After playing the palta of this peshkar the artists of Farrukhabad gharana
begin to present farshbandi. The tabla players of Farrukhabad gharana presents
farshbandi in the similar manner the artists of Ajrada gharana presents peshkar-

quayeda (peshkar rang). Itis like this.
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6:3:1:5 Comparative study of Peshkar
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Peshkar composition is mainly played in solo performances of both the

gharana. In both the gharana, this is played with faal in the beginning of the

performance. It is heard in the tabla playing of Ustad Habeebuddin Khan, Ustad

Thirakwa and Ustad Amir Hussain Khan of Farrukhabad gharana. There is a

limitation in peshkar of Ajrada gharana. Though this composition can be extended

but has some restrictions. Opposite to this in Farrukhabad gharana this composition

104



considered to be the prolonged one. The researcher mentions a reason behind this as,
in Ajrada gharana peshkar is not played as extended as peshkar-quayeda. The tabla
players of this gharana present peshkar very appealingly as there is no peshkar-
quayeda in Farrukhabad gharana. In Ajrada gharana there is a specific form of
playing kaharwa ang peshkar. This type of form is achieved in the tabla playing by
Ustad Habeebuddin Khan. Farrukhabad gharana has done extensive study by using
its ability on this and realized the necessity of use of various layakari, group of words
and chand (metre) etc. This element is a seen only in tabla players of recent times and
not in the earlier Ustads. The researcher has observed that while playing peshkar of
Ajrada, titisused instead of tita. Itis assumed thatitis done as there is a use of 'Baaj
of Tasha'. However Farrukhabad gharana continued use of tita of Delhi gharana
without changing it. According to Prof. Sudhir Kumar Saxena's opinion Ajrada
gharana began the use of tishtra form in peshkar. However much importance was not
given to tistra form in Farrukhabad gharana as there was different /ayakari in its
playing.

There are fewer similarities and more differences seen in both gharana. After
the extensive study the researcher has found that in both gharana peshkar has a
superior place. Therefore today also peshkar is played in both gharana. However
recent generation artists of Ajrada gharana play peshkar of Farrukhabad gharana.

Although it is found that the artists of both gharana expand it differently.

6:3:2 Peshkar-Quayeda | Peshkar Rang

This composition is composed on the basis of the varna of a peshkar. So it is
known as peshkar-qudayeda. Further, according to the gharanas, I have especially in
mind, a peshkar is to be followed immediately by a particular type of quayeda called
peshkar-quayeda, which is one of the many kinds of quayeda that distinguish the art
of'solo playing. There is a reason why this particular gudyeda is called what it is. The
point is that it is made to build upon some tufts of alphabets which occur in the format
of peshkar.® But, as is the norm in respect of other quayeda, only the basic bols of the
quayeda are used differently. Yet, the other rules which determine quayeda in general

do not have to be followed conservatively in playing a peshkar-quayeda. Further,
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every quayedd comprises two lines. The first one starts from sama and ends at khali;
the second one begins from khdli and ends at the sama. It admits of pretty speedy
playing, quite unlike a peshkar which has to wear a reposeful look on the whole.
Further, not only in respect of its form and content, but also in its manner of playing,
this quayeda differs from gharana to gharana. In this most of the varna are included
from varna of tabla. In this quayeda, palte are played so artistically that it sounds
really pleasing and attractive. The types of palta included while it is played in this are
as petch lagana, kulfi lagana, giraha lagana, choot ka paltd, kani ka palta, etc. Butin
this gharana the composition of a beat in this peshkar-quayeda is divided into four and

ahalfand three and a halfrespectively.

6:3:2:1
Composition: Peshkar-Quayeda /| Peshkar Rang (Traditional Composition),

Received from: Prof. Sudhir kumar Saxena, Jati: Chatustra, Type of laya: Vilambeet.

gisgeYl  dramE gmteEr gt fierenfor fReurhen mam fofeRn
S~~—0 0 — S~—0 o0 _— S~—0 o0 _—

S~——o_— ~—  — S~ _— S~——0o_— S~ _—
X 2
qisFedT  dldehd drehfadT  drehiadT feerenfar fereurfien e fernfien
S~——o_— S~ _— S~ _— S~ _— S~  — S~ _— S~——o_— S~ _—
0 3

Toel — ¢

gisgedl WA gmieEr gmieEr ferensfor freurhen tmam feenfien
S~ 00—

X 2

gUEET  damEr grnedr orer ferensfor freurien THam faafeR
S~~—0 0 — ~—

0 3

qissedl  didiehd dTeRfddT drehtadr  feRATarsfar feredritar shadres faanfeRn
S~ _— ~—

X 2

gEEET demEr griedr greAr ferensfar freurien TRam fomnfien
S~——0 08— ~— —

0 3

Yedl — R

gisHe]  AUWE gierdedy  dumd Al eanssewm <fama fRefien
S~—0—]_— S~—0 08— S~—0 08— ~— ~——

X 2
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gisdedn  damEr frErser dume e arsaen
S~— S— S~— S— S—
0 3
disded]  didiehd  didiged]  didiehd fadTfeRT  dIssedT
S~— S—— S~—— S~— S—— S——
X 2
gisdedl  damEr fREsar fame R aissen
S~— S~— S~—— S~— S~—— S~——
0 3
Ueel — 3 (Petch Lagana)
gisdedl  EEE YUTYET UTHG TRdls dedrien
S~— S— S—— S~— S—— S—
X 2
dis#edl  <idiehd  dReRidAT 9P JRUTS FeYTieT
S~— S— S—— S~— S—— S—
0 3
ueel — ¥ (Kani ka Palta)
gisFedl  WIYEE GERFET YT ECaCC I i
S— S— S~— S— S~—
X 2
SR e | I 715 1 S 0511151 N 1511 N 1 & ) > S 31 i 31
S~— S— S— S~— S— S——
0 3
disded]  dldiehd  dTehfadl  dTehAld qHeF  Shdmdldl
S~— S~—— S— S~— S— S~——
X 2
grEadt el hurier THYm derfr AeRuien
S~— S~—— S— S~— S— S~——
0 3
qcel — & (Choot Lagana)
ISFSHT dremE Brser
X
REGIMGLET TSFSET SiCIE
2
qrsaedr NIGIET! RICAREI
0
derarsiaifere ISFSHT NIEIKC
3
qeel - §
ISFET e STTRMAT
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qrsekedl

gisFeYT  EmE

asfn g

gurfeEr  fiETem

dehdrsfatfere IS
\/ \/
ferferest STTTRAT
\/ \/
eTsFEe famE
\/
NiGIET] RIEARE
\/ \/
derdisfatfere RINIGIED
\/ \/
foferesat STTTRAT
\/ \/
ST femE
\/
faetg
RIS UGl S GGl LR
2
3
2
s ol e s

IEARINEESH
\/

et

e
fimem Rrfien
gISFSET e

g

Ustad Habeebuddin khan played this quayeda in all the concerts. This

quayeda is played with peshkar. The artists of Ajrada gharana present this quayeda

Whatever types of paltas are there, are played.

The presentation of the adilaya of this quayeda is seen in the play

performance of Prof. Sudhir kumar Saxena. The composition like this.

fimfa

2

gqISFS YTl

X

e

Tifern
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qis#e drdidr kAl ST frfer qiftr ey EltE

0 3

6:3:2:2 Comparative studies of Peshkar- Quayeda and Farshbandi

In both gharana the solo tabla presentation always commences with a peshkar.
It holds a same importance but the compositions of both gharana are different and
distinct. The significance of peshkar is similar in both gharana.

When we talk about Ajrada gharana peshkar-quayeda is presented
immediately after peshkar. After detailed study the researcher has come to the
conclusion that the composition peshkar-quayeda is an expandable in itself. This
composition is extremely witty (purva sankalpit). Every tabla player presents this as
the most appealing composition. This composition is expandable though the earlier as
well as the present renowned artists have not played peshkar composition in
expanded form. However the peshkar-qudayeda has its own identity in itself. Peshkar-
quayeda has its significance in Delhi gharana too but it does not get its due importance.
If we observe the Farrukhabad gharana then peshkar-quayeda was never played or
not played over here. After a detailed study the researcher has concluded that the tabla
players of this gharana give lot of importance to peshkar composition that they never
realized the merit of presenting peshkar-quayeda. The presenter highlighted the
expandable composition and played it successfully by comprising all varna in one
composition and played it with a /layakari. The artists of this gharana have worked
successfully for this. The other reason for not including peshkar-quayeda could be
compared to Ajrada gharana the artists of Farrukhabad gharana gave more weightage
to rela and gat. It 1s but obvious that compared to Ajrada gharana quayeda was not
presented much in solo presentation of Farrukhabad gharana.

One fact is concluded after a lot of consultation that in the methodical playing
tradition of Ajrada gharana if any artist presents a performance as per the tradition of
Ajrada gharana, he will positively present peshkar-quayedda in his performance. If he
goes on expanding a peshkar and not give attention towards peshkar-quayeda then

the former Ustad termed such artists as disciple without a guru. This proves that
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peshkar-quayeda is the most important composition of Ajrada gharana. However
this composition does not exist in Farrukhabad gharana so the artists of Farrukhabad
gharana present peshkar with a farashbandi composition at the beginning of their
performance and by adding variety of group of words and layakari present it further.
Sometimes they include quayedd in that same farashbandi and expand the same in

their performance.

6:3:3 Quayeda

Quayedad is originally a Farsi word which means a 'Law'. A quayeda means a
composition presented according to its principles. A quayeda is a composition which
is never played on pakhawaj or other instruments. A quayedd is exclusively played on
atabla. A peshkaris compared with a musical language of alap; similarly quayeda can
be compared with various raag in music. In a raag the swar are absolute and based
totally on definite rules; a raag is presented based on those specific swar and its rules.
Similarly while presenting a quayeda definite bols are used. The same bols are
expanded in the form of palta. While expanding a raag use of other swar is not
permissible similarly while expanding a quayedd it is not permissible to use other
words than the prescribed ones. But sometime for increasing aesthetical value use of
other words are permissible.

According to Pandit Sudhir Mainkar quayeda means path (lesson), in Urdu
language. In Urdu language path - 1 (lesson-1) and path - 2 (Ilesson-2) were termed as
quayeda - 1 and quayeda - 2. Due to which this style of composition was recognized
as quayeda. During that time in this a path of tita alphabet, a path of tirakita alphabet
or a path of dhati alphabet all these were known as tita ka quayeda or tirakita ka
quayeda. According to their opinion the definition of a quayeda means “use of
planned, definite and consonant words or group of words. The composition has
complementary words, end with accurate vowels, which can be expanded, with
proper sections (vibhdg) of taals, comprises khali-bhari and with artistic rhythm that
can be normally presented in madhya laya”.”

A definition of quayedd given in a book 'Tabla Vignyan' by Pandit Nandlal

Sharma is, “Quayedd means an arrangement of group of words is done on the basis of
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taal’s divisions (vibhag), khali-bhari and the expansion of the words can be done
easily, is called a quayeda.”®

Pandit Satyanarayan Vashishtha writes in his book about 'Delhi aur Purab' “a
composition with consistent and prearranged group of words is a quayeda.”

'"Tabla' a book written by Pandit Arvind Mulgaonkar in Marathi language in
which a definition of quayeda is mentioned. “Quayeda is a main form of tabla playing
in which the first alphabet (mukh) is vowels, and bols of mukh is only expanded,
which are essentially played in according to a definite order and which includes khand
and khali-bhari”.!°

Pandit Girishchandra Shrivastav defines quayeda as “According to Arabic
language a word Kaid gives a term quayeda. This means restrictions of use of words
and which is composed and played on the basis of specific rules and regulations”. This
is the most important component of tabla playing. The training of tabla begins with
quayeda. This is also presented in most of the solo performances.!!

After studying all the above definitions given by various scholars the
researcher thinks quayeda means composition of series of bol, which should be
divided on the basis vibhag, it has Nishabda and Shashabda Kriya (khali-bhari) that

should match with taal's khali and bhari, the selection of bols and their combination

can be expanded.

6:3:3:1 Quayedas of Ajrada Gharana
6:3:3:1:1
Composition: Adi laya quayeda, Composer: Prof. Sudhir kumar Saxena,

Received from: Prof. Sudhir kumar Saxena, Jati: Tishtra, Type of laya: Vilambeet.

mﬁ%i@%@@uﬁﬁm

S~— S— S— S~— S~—
X 2

qrdrt dTehd foen GIET ferTen BB B T
S~— S~— S~— S~— S~— S~— S~— S~—

0 3
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Chatushtra jati of above quayeda
o gritEm Afee grewier TEEmE fotee
~——  — ~——  — ~——  — ~—  — S~ ___—

~—

ey

~—
X 2

s G P P G P L A
0 3
Double speed of adi laya quayeda
CIEINIBINE] IEECIe] foreRemeT EIRIGEIET)
X
SIGINIGIES] ISEEDIES! IGEERIL 1) CIICEITE]
2
CIEINICIE] IEEERIE] ICEER I 1] CILIGEICTI]
0
RIGISIGIET] INEETIET foeremeht gmRAETRET
3
TeeT - ¢
SIS IEEER 1G] I EED B ecy
X
BIBINIBIHE] IEEE e IEECRIRIkI| TTTTRT
2
IGINIGIES] IGEETIGI] GIEEINECY GIEGIREC)
0
BIBIBIE] foreram fereRemah TR
3
el -
IR foreram= fereRemaTh iR
X
BIUEIGEED fereRama ferenemeTh T HTToRAT
2
RIGISIGIET] IGEEGIET] fereRarart G faHTToRT
0
BINEIRECY fereRam= ferenemeTh T RETET
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IEREPILE]

[ERERILE]

ICEERIEINI|
~——

Tedl — &
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ICEERIE NI
\_/

#ISSSSS

ST HTToRAT

\_/

gssiaaes
\_/

#ISSSSS

CRIGEIES
\_/
erssiaen
BIBINIBIE)

grssirs
\_/

IEEERICI]
\/

CIEINIEIKE]
\_/
EINDEED
\_/
IEEER NI
foreRam=

IGEERICIKII
\/

The main specialty of this quayedad is that here the use of chanti is prominent

i.e. chanti is used prominently. Here what happens is equivalent sound of the sound of

tasha is felt. It is believed that as the awe of tasha is seen on the compositions of the

Ajrada gharana.

6:3:3:1:2

Composition: Quayedd, Composer: Prof. Sudhir kumar Saxena, Received

from: Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.

IS

~—_ —
X

i

qrsart
\_/

0

IS

~——
X

qrsart
\_/

GIEAGE]
\_/

frem  famide g e
2
3
gedl - %

gt fice e e
2

il 2 S S

3
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qrsart
\_/

BINDEN

Jeel — R

feam e
o, e
e e
3
Yedl - 3
i oy
2
T
3
Yol — ¥
s e
2
afim S
3
TUedl — &
fimfre i
2
fimfre i
3
e gt
2
fere i
3
TR - §
ity e
2
i e
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eTfaesn

fireamt

fireamt

fiesamt

feream

feream

Joeamt

feream

fireamt

fiesamt

feream

feream
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L 5 A A A S L1

X 2
0 3
X 2
0 3
o1
X

While making this qudayeda, the special playing style of Delhi gharana is
much more effectively seen. In this quayeda tita is played in both the styles here

simple tita andreverse fita isplayed.

6:3:3:1:3
Composition: Adi laya quayeda, (Traditional Composition) Received from:

Prof. Sudhir kumar Saxena, Jati: Tishtra, Type of laya: Vilambeet.

HISHTSHTS TSEET ferereT Tt
X
GEIREIuE] GIETAINSS fererErT IGEIRGIES]
2
AISATSATS GINEETCT IGEEERED IGEIGEIETIN
0
KEJRCIUE] aferesise fereremm Teraferfimn

3
This is the main quayeda of Ajrada gharana. The Increasing part ( badhant)

and chatushtra jatiis developed by Prof. Sudhir kumar Saxena. It is like this.

Quayedd's badhant
ISETSTS STSEEAT IEREERH [ERICEUREL

X
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KEICEIuE]

\_/
2

IREIEEITE]]
~_
0
IEIEETE]]
~_
3
qrSarsdars

~_

X

TREETH

\_/
2

IECIREIRE
\_/
0
EEICEITE]
\_/

3

X
o
2
Srfrnfrfys
0

IE T2 NEGIED

~_ @
3

AISSATSSAISSdIS

~ @
X

RIETGINEIIES

~ @
2

feferrfifem
\/
0

ICTASINERICY

~ @
3

dferesrise
\/
ISEET
\/
GICTCINSS
\/
GINEEGCT
GIETAINSS
TSEEAT
\/

qferesss

ferererT

ICEIESURE]
-~

IEIEEITC]]
S~

ferererm

Chatushtra jati of above quayeda

TSEETIRA
\/
R INCCE P
\/
ferfemenses
\/

FECING DR

~_ @

RINEETCARE]

~ @

FEGINSIRECED

~ @

fermfrrenses

~ @

ECINSBER )

~ @
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Double speed of adi laya quayeda

HTSHTSHTSHTSEE
\/

X

BEIECINELICTAING
\/

AISATSATSATSShoheTeh
\/

2

REAREIRERIETAS NS
\/

TSTSUTSUTSEBATT

\/

0

REJCEIUERICTAING
\/

AISATSATSATSShohTeh
\/

3

BEIECIUELICTAZINGS
\/

BINCINGIS
v
X
IEEICEIItE
v
2

qsdisdrs

~—
0

IREIEEITC])
~———

3

HISYISHTS
v

X

GTSTIAT

~—
2

ICRIEEUREI]
~———

0

SISO

afereense

~—

RINGE=CY

GICTACINGS

ISHET

IESIEEUREI

SISO
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IECREEUIBEIBE e
\/

IRREEEHIREINEIET]]
\/

feraferfan
KEIRERED

IERIEEUSE]

[RRIEEUSE]

HISHISHTS
v

ISRIEEUREI]

~—

REIEERED

~—



feraferfan
~——
3

AISATSATS
~———
X

GINEETED
~———
2
ferferirEn
~——
0
TR
~——

3

HISHISHTS
v

X

LEIREINEN

RIETA NS

GIREETED
v

TSHET

GIETAINSS

IS
LETRINS
RETRINS
e
GISEESES
BIETGINS
RETXINS

RIETA NS

RIETAINSS

RIETGINGS
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IECERE]

[ISSINGIN
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RIETAINSS

IRRIEEUSE]
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HISHISHTS
v

X
GEACEILC

v
2

HISSYISS
v

0
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v

3

GIETACINSS

~—
X

RIETAINSS

IETGINGS

KEQDEITES

RIETA NS
v
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GIETINSS
v
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RIETA NS
v

GICTACINGS
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IECERE]

GIETAINS

~——
e
IETGINGS

~———

IECERE]

Terama

fereream
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GIETAINSS

~—

#ISSSSS
v

IRRISEUSE]

~—
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~—
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RIETCINSS HISSSSS HISUTSHTS SO
v v

ferErem ferferfimn KEJREIuE] RIETAINSS
0

GIETCINS gIsSdfhe ISSHTSS GICTACINSS
3

o1

X

For making the presentation of the quayeda more attractive fist of all the
original /aya or base laya is being played. Then chatustra jati of quayeda means
quayeda of sidhi laya is played. After that the adi laya is doubled and then it is
expanded.

If the execution of this quayeda is to be discussed then, for playing this
quayeda in chaugan ghidanaga is played in place of gheghe naga, dhinnanagena is
played in place of dhindhinagina and takdhin is played in place of takdhinagina . In

resonance of dhin the whole word of dhindgina is accommodated.

6:3:3:1:4
Composition: Quayeda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.

A s AW e R e e e

X 2
ffm frs st o fee fem ettt
0 3
N ek G ey e e w o i
X 2
0 3

Half portion of quayeda

X 2
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TS
\_/

SASATS
\_/

fimens
\_/

ST ENIEES
\_/ \_/
dISsheh  IohfdH
\_/ \_/
IS qufee
\_/ \_/

\_/@v
3
~——— @ ~— S~
2
e fi

Rl

The adi laya of this quayeda is composed by Prof. Sudhir kumar Saxena. It is

like this.
i

~——

X

fm

s
~——

SIS
S~——

ISl ST
~—— ~——
ST ST
~—— ~——
qarsdan Seheh
~—— ~——
CINCH] ST
~—— ~——

Different form of composition

q_ F

o
qAHFF T
frafee, AL

T T T
2
K A L A i
3
T FE T
2
T T 3
3
THA, T g
2
forafr  frem g
3
L 5 . L )
2
st feem -

3

ICCUREN

il

There is also one quayeda in the Farrukhabad gharana like this quayeda. Many

compositions are such that what happens suppose a composer likes any particular

composition, by using same language and same bols creates a new type of

composition and thus a new composition is innovated this way. On account of this
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base only the quayeda of Farrukhabad gharana resembles with the quayeda of Ajrada
gharana. Researcher has received this quayeda from Shri Amod Dandage. It is like
this.

The specialty of this quayeda is that the division of beats are 4 2 + 3. To
listen this is very pleasing and attractive. The expansion of this quayeda has been

done under the Farrukhabad quayeda.

Farrukhabad form

fystq  avHen STHTS ISEE TRieA fmum weeitE TR
~——— ~——— ~——— ~——— ~——— — ~——— — ~——— — ~———
X 2
forrfier ensens g femfeer fmem seftm ammes foerfeRan
S~—— S~—— S~—— ~—— ~—— — ~——— — ~——— — S~——
0 3
5 5 A ] SO PG P i 205 S s 53
X 2
ISEUERITRCIRCINS o femfoem fimmam geRfem gmees fEEn
~—— ~—— ~—— ~—— ~——— — ~——— — ~——— — ~——
0 3

qeel -
Binei) STYT afgsa gISTTS  UTHY STUTS ST e
S~—— S~—— S~—— S~—— ~—— — ~—— — ~——— — S~——
X 2
B STHTS gisty e et fmwm seefa IGCUETI
~—— ~—— ~—— ~—— ~——— — ~——— — ~——— — ~——
0 3
RIETIG SdTeh qfdsa qrsdars GIETIG SIS dISheh ECate
~——— ~——— ~——— ~——— ~——— — ~——— — ~——— — ~———
X 2

LA 5 O P A P 5 P 8

T SIS SHTSS SYTSS YOET  SHES ST ot

X 2
L T, 5 O 5 A L O 5 P
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frrerd
Tl s wen FiE faie gsss, Rk s
X 2
St P emsss avRfr swns. s Fm S
0 3

grsss  foEfrr fiemens ssfom R ensss gmHAfg STHTS

~  — ~ @ ~  ~  ~  r ~N - ~__ -  ~ -

X 2

IS qufem fmfer ensss REREr fimmens ssfem e
0 3

a1

X

The main feature of this quayeda is that here the part of khali is acquire
different then other quayedas whatever boles are there in this khali are shown by
experimentally the different bols and khali is played. But when paltds are played at
that time, they are played by using the half portion of the quayeda. By keeping the
original status of the qudayeda originally where khali comes, there itself many eminent
artists uses same khali.

While presenting this quayeda, first of all sidhi laya is played then from 9"
beat or 13" beat adi is played and again on coming to sam, using sidhi laya it is

expanded.

6:3:3:1:5
Composition: Adi laya quayeda, (Traditional Composition) Received from:

Prof. Sudhir kumar Saxena, Jati: Tishtra, Type of laya: Vilambeet.

fiss @R mss @R g dwm fER aEm

~—— ~—— ~—— ~—— ~——
X 2
CIIE) Tfehe fass It CIGE Bl feafa 1Rt
~—— ~—— ~—— ~—— ~—— ~—— ~—— ~——
0 3
fdss GIET] qiss GICT RIGE? hdoh faafa ATt
~—— ~—— ~—— ~—— ~—— ~—— ~—— ~——
X 2
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frf

T

Quayedd of chaturshtra jati (sidhi laya) has been composed by Prof. Sudhir

kumar Saxena. Itis like this.

fessen
\_/

fgssumE
\/

fgssum=
\/

fassdre
\/

fgssame
\/

3

Double speed of adi laya quayeda

ISSUT
\_/
fassam
\_/
AISSATR
\_/

fassama
\/

HISSUT
\_/

ISSUT
\_/

RINGIER
\_/

ISSYT
\/
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HAATS sssdl HATS qisfhd dideher el
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fassama
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fassama
\_/
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\/

ISSUTH
\/

fassar=
\_/

TS SEAT
\/
ferferTfET
\/

ISSUT
\/
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1SS
\/

ELUIEEIC]
\/
IEEICEtE)
\/

femfemfn
\/



fassam=
~———

AISShdeh
v

HISSUT

fassama

ISSET
~——
fassam=
~———
fassuamifa
~———
fassuar=
~———
LINSGICT
fassdreR
fassamfa
~———

fassam=

ISSUTH
v

IRSIEEUREI]
~——
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HTSSET
v

IRSIEEUREI)
~——

IRSIEEUREI)
~——



IS feraferfimn ISSSSS fassam

IS STATENT et STATENT
3
ferafermf ISSEAT Teraferafirn ISSEAT
X
feraferafian ISSSSS fassama TISSUTI
2

TATEAT feraferfra TqTEAT feraferfia
0

ISSEAT et ISSEAT et
3
B
X

This is the most popular quayeda of Ajrada gharana. Usually, most of the
table payers play this quayeda. The main specialty of this quayeda is that of
punctuation that we incorporated in this quayeda. Majority players play this quayeda
in single or double speed. But the players from Ajrada gharana present this quayeda
in three types of /aya. First of all adi laya is played then it is played in sidhi laya and
then the adi laya 1s doubled and expanded.

While paying this quayeda in single laya the na of dhdgena word is played by
striking the tarjani on the chanti but when this played in chaugun, same na is played

by striking the ring finger. So that playing in fast tempo it becomes more convenient.

6:3:3:1:6
Composition: Quayedda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.

gISSS ssfere TS SSSS ssfere e TR ferfere

X 2
s ssss. st iR gew fefe gfe feber
0 3
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ssfe TS

qrsss
\_/
X
qRids SSSS
\_/ \_/
0
gISSS ssfereg
\_/ \_/
X
gISSS ssferg
\_/ \_/
0
qrsss ssfere
\_/
X
ISSS ssfere
\_/
0
1SS ssfere
\_/
X
Tfere TS
\_/ \_/
0
qarsss ssfere
\_/ \_/
X
o o
qJhfohg  AohidS
\_/
0
1SS ssferg
\_/
X
Eiee) BIiPcy
\_/ \_/
0
disss . _ssfhe
X
ECAGE] BIPED
\_/ \_/

ssfere
\_/

qfgs
\_/

qfes
\_/

qufers

EUIEN

ssferg
\_/

ECAGN

ssfere
\_/

BUICS
\_/

Rt

Frfre

SSSS ssfere
S~——— ~— —
2
TE amEe
S~——— ~——— —
3
Yeel — ¢
ssfere EIDN
~—— —
2
SSSS fergm
S~—— ~—— —
3
ssfere qRids
~—— ~——— —
2
SSSS fergam
~—— ~——— —
3
Ueel = R
ssferg EUISES
S~S~—— ~——— —
2
e BIEED
~——— ~——— —
3
ssfore qohiche
S~—— ~—— —
2
e BIiPcy
~— — ~—— —
3
qeel - 3
ssferg s
S~———
2
e BiiPcd
~—— —
3
ssfwre. Ffds
2
TfRE BIPED
~——— —
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o
REILE
v

Torfers.

S
Qi S
Sofs

ferfere

EUICN
v

e

forferg

WUEZE?
v

Nilli

Tfygs
v

RIS
~—— —

S~—}—

KGR

IRGUR!

ssferg
\_/

ssferg

Fenfien



ssfere
\_/

ferferg

incorporated in this quayeda.

“chld- dlehaAch
~——— —

IRRLE)

IRRUES])

The main specialty of this Ajrada gharana is that of punctuation that we

From the above mentioned quayeda by removing the punctuation, a new

quayedd in traditional way composed. Prof. Sudhir kumar Saxena played both

quayeda simultaneously. Itis like this

RIS
S~——

S~———

fomferg

NS

Nllia

Frem
2
g frfre
3
FHEE e
2
e femfre
3
Yeel — ¢
T frem
2
e frfrg
3
THE T

frafm e
EUIRE BIPEy

fmfm e
TR
GEEEGIEZED

Fnfien
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Tedl — R

Jem frm FEm fem
2

fafe e e fErs
3

Fem fom = G
2

fafe TR oo fefe
3

geel - 3

Fem fem aww fete
2

@\/vf\\/
3

e fem aww I
2

ik A s 5 A G
3

qedl — ¥

From e i awe
2

Prfm. e ff fefre
3

Trew qofds THE JE
2

3

frrerg

~——— —
ffre. Ffem
il PR 5
~——— — ~——— —
UGS
U P 2
Ui L
TR fdH k%5
Ui
frmfers. 3
il P 55
~——— — ~—— —
P i
f\\/ ~—— —

il

Ll

fenf



sk s
0

frtr o
X

) g
0

o

X

6:3:3:1:7

EISSS
S~S~————

grsers  feream
S~S~——— S~S~———

3
gISSFE  HISTS
S~S~————

2
oA umEes
~S~——— S~S~———

Tt

H1SSS
~S~————

T

HISYTS
S~————

HISSHE
S~S~———

S~—

CINSIS
S~S~———

Composition: Quayeda (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.

Frremy

ISSH e G 1 0 S e o S L 1 D3
S~—— S~—— ~—— ~— — ~——— — ~—— —
X 2
L1 PG i N B 5
0 3
qIsseh dohfdl  hdoheh REARE hclohoh
~—— S~S~——— ~—— ~—— —
X 2
gsms. e frben g fefo
0 3
Yeel — ¢
gISSH RUICS SSSH S ETC]
~——— ~——— ~——— ~——— —
X 2
IR I e | fomferr A ferfern
S~—— S~——— S~—— ~—— —
0 3
qIsseh KEALM SSSoh qhfds  hdehh
~—— ~—— ~—— ~—— —
X 2
CINCINIR et | fomfomr T ferafern
S~——— S~——— S~—— ~—— —
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fimem

S~——

Frtten



IS

\_/
X
1SS

\_/
0
qrsseh

\_/
X

¢ISSH
\_/

Teel — R

2

TRy S S F R g e
3

O SSSE TS FOEE TS SSE TS
2

SR I PO PN . A Ul
3
qedl — 3
2

L PG5 P PG Pl s PG L O Gl
3

TEE FOEE TEHE IR O FORE T
2

T FORE TS FOH A EE
3
qeel — ¥

il PG P s O G G
2

i PG L5 P A M Gl
3
el — 4

L L PO PG L P G M Gl
2

THE FOEE TR IS M s R
3
qecl — &

S N O G 5 PG L Gl
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i T2 PG L T 1.5 ARG ARG . G M 51

s T FEE JE fisss F JiE s

X 2
Haed  dIRE gISSS IS TE hdey ARE gISSS
1] 3

Haed  dIRE HISSS ELER) RUICE] gISSS ISSH ARE

X 2

ELE e gISSS ELER) SUICE] gISSS ELER) SUICE]
0 3

o7

X

In this quayeda more importance is given to banya. In this quayeda, ghetaga
and ketaka, though these sounds are contrary to each other are used so effectively and
in beautiful way that it sounds very melodious. To listen this is harmonically and

pleasing to ear.

6:3:3:1:8
Composition: Adilaya quayeda, Composer: Ustad Tullan Khan (brother of
Ustad Kale Khan), Received from: Prof. Sudhir kumar Saxena, Jati: Tishtra, Type of

laya: Vilambeet.

LT 5 LG L1 S 1L 2 PG L N L )

ey REwm wmftm gmfae gamHem st umEe fofeen

~  — ~ @~ ~  r  ~ ~ m ~ -  ~ -

0 3
fqqares faadres dmeefdd dTeRfde. dmeHAdl Fehfdd GIEEEIBGEUETII
X 2

guer fmem umftM uamfde gmHem FRA gmEes foATeRn

~  — ~ @~ ~  ~ ~ - ~_ -  ~ -
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The adi laya of this quayeda is composed by Prof. Sudhir kumar Saxena. It is

136

like this.
feren ReE ST ItE BINic] 2y EEaE]
Ss———— S— Ss———— S— S———— S———— Ss————
X 2
AT e T e gt eIt Tehfd
S— Ss———— S— S———— S——— S————
0 3
foan i RIET i RIEAK] FIED Tohid
Ss———— S— Ss———— S— S———— S———— Ss————
X 2
AT e AT e B ZYgm Fehtd
Ss———— S— Ss———— S— S———— S———— Ss————
0 3
Khali is never played when portion of choot is played.
Ui A i PR 5 L P LG A 5 P
X 2
YT REYT gERE gifde 9T SeR(eM "TEeh
~——— S~—— — S~—— — ~——— ~—— — ~—— — ~—— —
0 3
diefdd dlohsleh fadTfer]  drekfde. dTohdd FEARE RIEEE?
S~——— ~——— — S~——— — ~—— — ~—— — ~—— —
X 2
greamE fREym gEite umfde gmEsr SR 9mEes
~—— S~— — ~—— — ~—— — ~—— —
0 3
qeel - ?
fomum fomum frym ffmam fram gmftm gmEe
~—— — ~— — ~—— —
X 2
foram REam geRm gmifae gmHAer St amEe
S~—— S~—— S~—— S~—— ~—— — ~—— — ~—— —
0 3
foqarer faaares foqaee faadres foqdee dekfad Ao
~—— ~—— ~—— ~—— — ~—— — ~—— —
X 2
YT REYT gERE gfifde 9WHEeT SeRid "mEeh
S~—— S~—— S~—— S~—— ~——— — ~——— — ~—— —
0 3
qeel - 3
fomfem PR gmRm fmam RERE gmR amEe
S~—— S~—— S~—— ~——— — ~——— — ~—— —

i

Ll

Rl

IRRUTS])

KAL)



e e
e
e e
FohfeEr fmfere
fmares e
i frag
o v
e g
qisfar feprre
TR fef
e
form e
fome
o s

UL k| S G PR 1.
3

s fEE S e
2

NULL P P i .1
3

qecl — ¥

arfde. g FEEE res
2

avffe AV FEEE A
3

TEE g TR S
2

e UL AR
3

Portion of choot

e AU FEE O
2

LT i PO s P .
3

fofer g T S
2

arfTe g FEER A
3

qecl — &

e giRE TR v
2

e, SMRR Resm o smie
3

e T T T
2

e AT fredm e

e

et



Jcel — ©
gream femam o gmftm amifae YT

X 2

dlehdieh  fdddieh  dieRidd. diehide SMIaX

~—_  — ~—  — ~—_ — ~—  — ~—  —
0 3

el - ¢ (Tkavai)

grif_ fReam gmfad . fAiRenm amifw

~  — ~ - @~ @~ @~ -

grif foheam gmifd . foAiRen dmeRfaR

~  — @ ~ - @~ @~ @~~~

ueel — % (lkavai)
TR G G G i
X 2
TR frews  fue G i
0 3

geel — %0 (lkavai)
wf G G e i
X 2

(LSS S A S 11 PR 1 U A 1

~— — ~—_ — ~—_ — ~—  — ~— —
0 3

faers

138

room sy
froom,
Fream, Ao
room, s
fream, g
I IO

feFmfimr esss
v v

SSSS ferem
v v

Jofie - emsss
LI

ICELRIE]

B

IRGURR!



RCLEE A CRIG !
(1}

Nl s
X

UL A KR!
0

o7

X

6:3:3:1:9

HISSS SSSS ferem
\_/ \_/
3
AR REIET GIsss
\_/ \_/
2
grsss gnifde grEen
\_/ \_/

feemT
v

IRGUR!

Composition: Quayeda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.

BINUEBINS
\/
X
KEACELIN
\/
2
TR
0

GEACEEIM
\/

BINGEqDE]
\/

BINGEDE]
\/

CINGEIDE]
\/

BINGEDE]
\/

ferferfier
\/

RINGEAG]
\/

Termfermfm
\/

ST

139

TS SEAT
\/

IS SEAT
\/

TS SEAT
\_/
qISSohdeh
\_/

ISSEIAT
\_/



BINUEBIN
\/

KEACERIN
\/

arsferars
\/

GEACERIM
\/

CIMUERIN
\/

KEADEBIN

KEADEBIN
\/

feraterfiEn

\/
KINGEARE]

\/

IRRIESUTEI)
-

BINGEIDE]
\_/

BINGEIDE]
\_/

GINGEAGEN
\_/

BINGCIRE]
\/

BINGEDE]
\/
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ISSEIAT
\/

AISShdeh
\/

TS SEAT
\/

IECIREIGED
\/
TSSEIAT
\/
qISShdeh
\/
qISShdeh
IECIREIGED

TS
\/

ICRIESUTEI]
-

IRRIEEISE]



TS SEIT
\_/

KEACERIN
\_/

AISShdeh
\_/

KEADEBIN
\/

BINUEBIN
\/
X
sssss
2

IS SEAT
\/

(1}

BINGEqDE]
\/

ICEIEEUTE]
-

BINGEDE]
\/

#ISSSSS

IGEISRLES])

\/

HISSSSS
\/

ISSET
\/

TSSEAT
\/

femfermfer

\/

#ISSSSS

(ELBRUES!)

\/
HISSSSS
BINUERIN
\/

#ISSSSS

TS
\/

IGRISRUES])

\/

L

BINUEBIN
\/

#ISSSSS

TS SEAT

\/

BINGCIRE]
\/

ISSEAT
\/

In the portion of khali, a different types of bols comes in this quayeda. It is

also called portion of choot. Many artists of the other gharana do present this quayeda

in their performance.



6:3:3:1:10
Composition: Quayedd, Composer: Ustad Chand Khan, Received from: Prof.
Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.

AR SSSUT NETAINPCD ferfirmemifae TSR AT
X
B E T ED IECICEIUEICIT fefereumifae TR TR
2
qmfdsssdreh IGNETRICELD GEUETIGIEA G RIEEEIRGIERI]
0
ymifaeferedeh femfemrfimrem ferfereumifae TSR (RATRHT

The small form of this quayedad is also received from Shri Pushkarraj Shridhar
the composition is also composed by Ustad Chand khan. Before playing the original

quayeda, small portion was being played and presented. The small from is like this.

@ Tk Eﬂf_‘aﬁ IUEIGED f&'ﬁlﬂ ﬁ\mﬁ RELE GEIES]

~—_ — ~—_ — ~—  — ~—_ —
X 2

aﬁqaﬁﬁzﬁﬁqﬁmﬁﬂmﬁqﬁmﬁmﬁaﬁmf@

~  — ~ - @~ ~_ @ ~ -  ~ - ~___~-

0 3
ueeT - ¢

AHISSSTH fasssuamEes ferfianemifae CIIFEIEEntE
X

gmfafereden ferferfamem fofeoreamifae BINPEaREICTI
2

qeRfdSSSTeh fasssdrehes feferaarenfae RIEFCARCIEEI]
0

afafeRedeh ferferamfmrem ferfereamifae CINEEACEIITEN
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IGETGEICM
\/

IGNETAINFED

IRRIBEITEIEI]

ferrfrTemifae
\/
IEAREC T

ferframamifae
\/

EEAREIITC])
~— .



IGANGIRGGIED
\/

ISETHIEFED foferaarenfae
\/ \/
feraferframem fefereamifae
\/ \/

oz

IRETAIIEED fermfierensss
\/

ISSSARIUS ssymifatfere
\/

fiFTesssTh ferfTesss
\/ \/
ferfrensss ECICEHTUEIRIN
\/ \/

RIECIEEITEI]

EEICEIUEILIN
\/
TSR EHTIHET
TRTISSST
\/

SSARIETRAT

This quayeda, though belongs to Ajrada gharana, is mostly played by Ustad

Ahmad Jan Thirakwa. The specialty of this quayeda is that, this quayeda is not played

like other quayedd i.e in barabar, dugun or chaugun laya. After playing this quayeda

in barabar laya or dugun laya, rau is always played. It is played in this way only and

then it gives melody and increasing the aesthetical value. Many artists of Ajrada

gharana and of other gharana s also presents this quayeda in very typical way greatly.

For playing this quayedd the proper knowledge of how to play rau is essential

and must. After playing three or four paltas of this quayeda in barabar laya or dugun

laya,immediately rau is being played.

6:3:3:1:11

Composition: Adi laya qudayeda, (Traditional Composition), Received from:

Prof. Sudhir kumar Saxena, Jati: Tishtra, Type of laya: Vilambeet.

a2
X

ffa zam

2

144

This quayeda is made with reference of Delhi gharana.

LG 1 117 S |1

~_— @ S
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X 2
freen RELG] THL T4 e BILE]] LU I |
0 3

Uedl — &
grIfd CeLll ffa zam forfa 2fie L] e
X 2
grIfd Eeull fofa zum AT GLEl CLE| RUES

X 2
i zm o fal @m A gem o gm Fee
0 3
foers
W e fmm zm Ak @ omh afe
X 2
KL AR A1 AL O A A
0 3
o7
X
6:3:3:1:12

Composition: Quayeda of word Kata, (Traditional Composition), Received

from: Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.

msmsw&m@@w@mﬁqﬁmﬁm

X 2
RIS Fdfchd  fadrRd fAfaaT hdsha fRfem wafim ferfirn
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gISTls  hdlE fHTeRd
X

hclohd hdlohd ExItc)
0

qIsdls chdishd fdHTeRd

\_/ \_/

X

hclohd helohd FHANH
0

gISTTS  hdlM  fRETSHT
X

qISals  hdiohd  faeTsdl
0

gISthd [HRMET hdehd
X

qIshd foeAfdaT  Shdehd
0

gIshd fERAT fHTeRa
X

qIshd feeAfaar  fordTeRa
0

gIShd. FERAT dlfE
X

qIshd foeAfddT  shdfed
0

gISTTS  hdld MR

Yeel —

fommera fmfem
S~————

3
forafaar shdehd
~—— ~——— —

2
fommeRa fafemn
S~—— —

3

Teel — R
EcutcER e te|
~——— ~——— —

2
ESIEEBRGCICT
S~—— ~—— —

3

qeeT - 3
ffer THdehd
S~—— — ~——— —

2
fpafam wdeed
~— — ~——— —

3

qeet - ¥
AT wdeed
~—— ~—— —

2
forafam hdeed
~—— ~—— —

3

Ueel — &
oM FYTehd

2
IEISIE G CIE T
~— —

3
IS IS
S~——— ~——— —
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HISYTS

HISHTS

WEIEIS
v

fenfien

Fnfien

IRGUR!

Fnfien

RIRIN
S~——



hddTS
\_/
SSSS
\_/
hdHlS
\_/

SSSS
~———

firrens
\_/

EGIUE]
\_/
ISHTS
\_/
HALTS
\_/
SSSS
\_/

hdlS
S~——

AL

HISHTS
~———

EIEIN
S~——

AL
i

formte

H1Sehd
~
3

1Sehd
~——— —

G1Sehd
~—— —

Foemren

LG

H1Sehd
v
TSehd
v
g1Sehd
v
1Sehd
v

g1Sehd
~——— —

GIS
v
GBS
v
S
v
S
v

1Sehd
~——— —

SSSS
\_/

IWEICIN
\_/

#ISSS
S~———

H1Sehd
S~——

In Ajrada gharana the quayeda is composed by giving importance to any

particular word. This quayedd is composed by word kata. Word ta is sounded by

playing in the center part of syahi with middle finger.

6:3:3:1:13

Composition: quayeda of word Gadigana, (Traditional Composition),

Received from: Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.

firrsa
\_/

X
HISYTS
~

IETING]
\_/

BINCIN

NS

BRI
\_/
CINUIT
\_/
qIShid
\_/

CINITS

~—

INNNY
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RICOINY TISHTS
\_/ v
2
RICOIN TISHTS
\_/
3
hAdIS qrsdrs
\_/
2
RICOIN HISHTS
\_/ v
3
geel — %
Tfem g1SSS
\_/ v

e

IEUE]

~—

BIIPC

~—

BIIPC)

~—

i
v

dlehach
~—— —

BINCIN

A



fiFTsa
\_/
T ING]
\_/

firrsa
\_/

fiFTsa
\_/
fiFTsa
\_/
T ING]
\_/

firrsa
\_/

firrsa
\_/

ISETS
\_/

IETING]
\_/

BINCIN
~——

BINIIT
\_/

BINOIN
\_/

qIShid
\_/

BINCIN
~——

RS

RERINS
S~——

CINUIE
\_/

dISSS
\_/

CINIITS
\_/

CINUIT
\_/
I
\_/
KINEAG
\_/

IRl
\_/

#ISSS
\_/

CINUI
\_/

qISSSS
\_/

I
\_/

BINUITS
\_/

CINUIES
\_/
qIShid
\_/

grsTe
\_/

TS SIS
\_/ v
3
EAGET] qrsss
\_/
2
TS HISHTS
3
qcel — R
TS CINUIT
2
TS ISHTS
\_/ v
3
FAAIS  dISHIA
\_/
2
TS ISHTS
\_/
3
Uedl — 3
SSHTS Tfe=
v
2
TS 1SS
\_/
3
SSATS EanCT]
\_/ v
2
TS BINCIM
\_/
3
Jcel — ¥
TETS ISHTS
2
TETS HISHTS
\_/
3
FAAIS RINUM
\_/
2
TS HISHTS
\_/

e

RERIS
~—— —

&1SSS
~——— —

TR

~—

GINSIS
~——— —

HISHTS
~—— —

SSHIS
~— —

dlehach
~—— —

T

T

A

ICEURE])

T



Jhew, ST s, TR gsms  fEm o evew e

v \_/
X 2
firisa wfemm gISTe TEHETS gISElS T UWEeR foATieRT
0 3
Hfdehd  dISHd HAdTS Hfdehd  dISAIS  hidehd  dThdsh  ToHTIeR-T
X 2
firisa wfemm gIsTie TS gIsyls T gmEes (ETEET
0 3
firrsa nfema CINUIT TS gIsgrs T 1SS nfema
X 2
1SS nfema 1SS firrsa e gIsTfe TS ISETS
0 3
nfems 1SS nfems 1SS Tifem gIsss  fETSd ifem
X 2
BIRIE TEETS TISLTS M= ISSS e eIsss e
0 3
B
X

This quayeda is composed by giving importance to word gadigana. In this
quayeda also the gatikana is stroked in the place of gadigana with the first finger
(tarjani) tin is played openly by striking in the central part of syahi.

6:3:3:2 Quayedas of Farrukhabad Gharana

6:3:3:2:1
Composition: Quayeda of Zulana chand, (Traditional Composition),

Received from: Prof. Sudhir kumar Saxena, Jati: Mishra, Type of laya: Vilambeet.

L PG PG PR AR P P PR .

~— —
X 2
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ERL

S~——
0

Tele FeA.  feer few  Jwfee  gem

3

i

Similar to this quayeda, there is one quayeda in zulna chand of Ajrada

gharana. Itislike this.
RUEIENCUES AN
X

Je TR dee
0

HF Hrfde MR
X

R Hrfde MR
0

TR AR @
X

UL LG L5
0

NP s A
X

0

HFfG ZHRML MR
X

TG T T
0

ame o gmfee faesm

fiefae _amH

geeT — ¢
forfimr v
2
fofen faeen

qoel - R

formfren foreen
2

faarferm faeen

UeeT - 3

forfiey faeem
2

faaiferr faean
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Flfe. oFH_ difde  wgm e

fefem arm amfee  swm S

Tt 1SS AT THTAe 1SS

i iR eWw o dmRe s
qi fe _mss i smifie

gEET e 1SS T e

Composition: Quayedda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Vilambeet.
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Jrem T
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S~ — S~ —
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~—  — S~ —
T ferrfern
~— — ~—  —
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ferarfirn

In this quayeda, the second line of the quayeda is presented in different way

thatalso included in this quayeda.
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6:3:3:2:3
Composition: Quayeda, (Traditional Composition), Received from: Shri

Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Vilambeet.

frerst forem qESS aisfere Amfed grsers foersd fasas
~——— ~——— ~————— ~———— ~————

~————— ~———— ~—————

X 2
freist fhed® dEsS gisfere wIfed grsens foerst f9gsAS
~———— ~————— ~———— ~————— ~———— ~———— ~——— ~————
0 3

qectl —
frersd faem qESS LSS ferem TESS ferem
~———— ~————— ~———— ~———— ~——— ~———— ~———— ~—————
X 2
et faem qHSS gisfre Ffem eisens e fdsAs
~———— ~———— ~——— ~———— ~———— ~———— ~———— ~————
0 3
fheiss fFeT® @@ss. fReTw a@ss fheT®s  _d&ss  fheTs
~———— ~———— ~——— ~———— ~——— ~———— ~———— ~————
X 2
forgrsa T qESS aisfere e BINGIN freem  fasis
~———— ~————— ~——— ~————— ~———— ~———— ~———— ~————
0 3

Jedl — R
frelsa e frewm qESS frem  frewm asss feream
~———— ~———— ~————— ~——— ~———— ~———— ~——— ~————
X 2
fretst e da&ss gisfre Tt ensens freAm fdsAs
~————— ~————— ~——— ~————— ~———— ~———— ~———— ~————
0 3
fRglsA fheds fohedss d@&ssS fhedsr  fhe  d&ss TR
~———— ~————— ~————— ~——— ~———— ~———— ~———— ~————
X 2
fretss foem qHSS gqisfre . oA arsans freAm fasIS
~———— ~————— ~———— ~———— ~———— ~———— ~———— ~————
0 3

qeel — 3
fretss forem REIRES ENGED GEIRES T feream qohdeh
~———— ~————— ~———— ~———— ~———— ~———— ~———— ~————
X 2
fretss forgam qESS aqisfere e grsens T fasTrs
~———— ~————— ~——— ~———— ~———— ~———— ~———— ~————
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fhedr  dehihe  Tohdeh dehiehg  Hehdeh

~————— ~————— ~————— ~———— ~————
2

ferem qESS gisfere i esens

~———— ~——— ~————— ~———— ~————
3

Jedl — ¥

fergam qESS e EAESS SHKED

~————— ~——— ~————— ~———— ~————
2

Teregam qHSS ersfere Jofer ETISETS

~———— ~————— ~———— ~———— ~————
3

fheT®  d&SS fhedsh  d®fhg  Ta®

~———— ~——— ~———— ~———— ~—————
2

ferem qESS aisfere e esens

~———— ~——— ~———— ~———— ~————
3

Jodl — &4

e d&ss gisfre AA drseTS

~————— ~——— ~————— ~———— ~————
2

SEACEINN 11> - < e grsars

~———— ~————— ~———— ~———— ~————
3

fheTss  d&ESS qisfre Ffd drsdrs

~————— ~———— ~————— ~———— ~————
2

qhfEg  TIEE Aas foregm arsdrs

~————— ~———— ~————— ~———— ~————
3

fremr a®ss ferg qESS CINEES

~————— ~———— ~————— ~———— ~————
2

qHSS gisss  faeisA eI @&ss

~———— ~———— ~———— ~———— ~————
3

BUGE] ssals T THSS DINM
2

fremr a®ss gisfre ATas SSHUTS
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~———— ~————
ssferg BASED
fergam fgs1S
~———— ~—————
Teream IBRSIN
~———— ~————
fereTm fasis
~———— ~————
fregr fasars
~———— ~————
fergm fgs1S
~———— ~————
EGED SSHTS
e d®ss
~———— ~———
frerss T
~———— ~————
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6:3:3:2:4
Composition: Quayeda, Composer: Ustad Ameer Hussain Khan, Received

from: Prof. Ajay Ashtaputre, Jati: Tishtra, Type of laya: Vilambeet.

IS gfafene arsfeream feraferafimn
X
feraferarfian gmfafene ersfeream feraferarfimn
2

REGEGED feraterfirn qehdehdeh ferferrtrT
0
ferferfian gmfaRfeRe rsferem feafeafern
3

AISTATSH GIEARRET GIMEGED IEIGEICTI
X
ISEIRGUETI IEAGRIET EINEESED ISEIRGUETI
2

qehdehdeh IGEIGEIETI qehdehdeh feraferafin
0
ferferfimn gmfafore BINBECH] ferferfimn
3

qeeT - ¢

ISTTST gmfaRfeRe esfere ferfernfan
X

gmfaRfere ersfeream feraferfrn gmfaRfeRe
2

BINUECH] Teraferfien qohdehdeh feraferafn
0
ferferimn gmfafere BINBECH] femfemmfern
3

AISTATST ATehfafeRe KINEESED IGEIGEIETI
X

GIEAGKIET qisfereten fefeafern BIEAGRIET
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v
X

Freamfem
~——

ferfirTfere
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IRRIEEUAEI)
~—
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v
X
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v
2
ersferem
v

0

GIIRRET

~——
3

ersfeream

~—
X

IRRIEEURE])
~——

arsfeream
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v
IEEIREItE
v

KINEESCD
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~—

ersferem
v
ferfemTtn
v

BINBECH
v
IEEIREHE
v
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IRRIEEUREL]
~—

160

rsfeream

IRRIEEUAGI)
~——

CIMBESE
~—

arsfeream
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v
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v
ferferfiEn
v
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v
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~——
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~——
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~——
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~——
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~——
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~—

arsfeream
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6:3:3:2:5
Composition: Quayeda, (Traditional Composition), Received from: Shri

Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Vilambeet.

frerem  foem  wefm fofae TRm Refre e feie

~ — ~

foogear  foeas el fofrs TRm el wRm fnfen

~  — ~ - @~ @~ @~ -

Teel - ¢
G P P 5 G RS PO Gl
X 2
G s G AL SO Gl G P Gl
0 3
~—— @ — @ @ ~— @ ~— @ @ — - @ —_ @ ~— @ @ S~
X 2
5 P P G P AL P il
0 3

Teel — R
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X 2
femeq  fwefte  afte wsfas e fras Fe
0 3

el — 3
e O PP L TG il L B i
X 2

gisels Fediiie  faegedt  faeam faefe A afad AR
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3
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In this quayeda, as the sequence of the bols goes on increasing it is called

'Badhd hua quayeda'.
6:3:3:2:6

Composition: Quayeda, (Traditional Composition), Received from: Shri

Pushkarraj Shridhar, Jati: Tishtra, Type of laya: Vilambeet.

gr dfere fomfa AL TR kD fomte RUREL

X 2

BT el ferfey GURE GER) EGED fomfa RUEZI
0 3
GIEZII afere fomfa e dentd Ideh fefa EIETI
X 2

BT BT Tty T TR EGED ety T
0 3

Just like this quayedd, one more quayedda is composed in Ajrada gharana by
binding the words only. In above referred bandish takita and ghetaga, both are used.
In the Ajrada gharana quayeda dhatraka and natak both these wods are used
separately. But its form is similar. In Ajrada gharana quayeda its expansion is given
indetail. Only to know the difference, it has been given the form of quayeda here. It is

like this.

T CIEED ferafer RILIEI GEQE] ERED femfer RUREI

X 2
JTe dm feR M owmR . A 3
0 3
TH e R o =R T B 3
X 2
PP A L 21 G P L P Ll
0 3
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feraferfirn
\_/
GEACEIEEI
\_/
ICEICEIREN]
\_/
GEACEICEl
\_/
fiMTesss
\_/

#ISSSSS
\/

KEARERED

REJDEICE
\/
IUEICINS
\/
HISSSSS

firmensss
\_/

GEJCE]
\/

LB

~—

IRRIEEURE])

firTensss
\/

SGEIRE
\/



6:3:3:2:7

firensss
\_/

SSAhIYA

SSAh{YA

KEIEERED

KEICEIREI

IERIEESE]

Composition: Quayeda, (Traditional Composition), Received from: Book

'"Tabld ke Gharane, Vadan Shailiya evam Bandishe'author Dr. Sudarshan Ram pg.95,

Jati: Chatushtra, Type of laya: Vilambeet.

CINET
~————
X

RINET

~—

0

TS _fEreT qqss HISHTS
~———— ~——— ~—— ~———

2
qHATS fheTs  ddss CINCIM
~————— ~————— ~————

3

qeel -

qEens fereem qqsS IS
~————— ~—————

2
IS forgm qqss EISTS
~————— ~———— ~——— ~————

3
qhdls fhgdsr  ddssS q1SSS
~————— ~———

2
&SSS fergm qASS ISHTS
~————— ~———— ~———— ~————

3

Jeel — R

qeels _foren qqss ferem
~————— ~———— ~————— ~————

2
qEels  foren qqss RISCIN
~————— ~———— ~———— ~————

3
GEGINS freT®  ddss EESED
~————— ~———— ~———— ~————
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GERIN

RERIN
~———

GERIN
~————

GERIN
~————

EEIS

GERIN
~————

GERIN
~———

GERIN
~———

dshdlS

GEXIN
~————

GERIN
~————

fergm qqss gisars e fsws e
~————— ~———— ~———— ~———— ~———— ~————
3
qecl — 3
Frem  gawms  frewm @R Fd dshie
2
qqEe AIAd. =ises e fasts  foheT®
~— ~———— ~———— ~———— ~—————
3
fheds  dadis fhed®  ddfhs Tohd ensfere
~————— ~——— ~———— ~————
2
dafrs Fmdq. eisas fream fasms  frem
~———— ~———— ~———— ~———— ~————
3
el - ¥
2
ES qqss gisens e fasts freTs
~———— ~———— ~———— ~———— ~————
3
fhgTh 4SS fhedsh  ddfhe  THIHS Thd
~————— ~———— ~————
2
fergm qqss gisenms e fsws e
~———— ~———— ~———— ~———— ~———— ~————
3
Joel — &4
ferem qqss RINEIN e fasws freem
~———— ~—— ~——— ~———— ~———— ~————
2
frem ddass.  mswms frewm fiswms BT
3
fhed  _ddss_ @Isdls fhgm  faswis foreTa
~————— ~———— ~———— ~———— ~————
2
fere TqASS gisars e fOsws e
~————— ~————— ~———— ~———— ~———— ~————
3
ferem qqss &ISSS ferem TqASS LN
~———— ~———— ~———— ~——— ~————
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6:3:3:2:8

HISSS CINET
~———— ~————

gISSS fergm
\_/ \_/
2
gISSS fergm
\_/ \_/

qqss CIN

qqss IS

TAASS &ISSS

CINE T CO 1
~———— ~————
frem qqss

Composition: Quayedd, Composer: Ustad Karamatullah Khan, Received

from: Book 'Tabla-Vadan ki Vistarsheel Rachandaye' author Shri Jamunaprasad Patel,

Jati: Chatushtra, Type of laya: Vilambeet.

ferfeReam
S~
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Ferfaifere

RIEIRRETS

REGIMGLET
\/

REGIMGLETS
\/

Fsursiatfere
\/
REGIMGLETS
\/
Fsarsfaifere
\/

qaharsafere
\/



foefereensfax
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qerdisfaifene
qendisfatfene
EELIMIRET
\/

qerdisfatfene

efaifeRe
RETIMIEET
EIMGRETGED
\/

RETIMETGED

REIMGEET
GIMGUETGED
\_/

GETLIMIRETS

Frzmstotee
REDIMGRETS
\_/

IERGIMIRETS



grsssiatfere
\/

6:3:3:2:9

ferferefém

forferesam
\/
eeTfaiishe

REGIMGLET
\/

REGIMGETA
\/
HISSSSSSS
\/
GEGINGIET
\/

grsssiatfere
\/

EUN AT

ESSIISS

Kaililia
gTET

~N_

grsssiatfere
\/

RETIMKEET

RELIMIEET
\/
arsssfatfere
\/
TS
\/
ersssfatfere
\/
eerfatfene
\/
forfepeam
aefaifehe

KETIMGLIC T
\/

Composition: Quayeda, (Traditional Composition), Received from: Shri

Amod Dandge, Jati: Chatushtra, Type of laya: Vilambeet.
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0
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X

SIS gISHY Aohfd

SIS KINEED
\_/ \_/
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i
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~———— S~—
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HIFHT
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3
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S~— 2\/

frfe oy
3
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Tst

BINDE]

HISYTS
~———

HISHTS
S~——

ferfrT
BINEES

ST
\_/

LS

SAdIS
~———

SHYTS
~— —

SIS
S~——

EISSS

ferfirn

Frfe, e
3
frem ftrs
2
frtrs - e
3
Teel -4
s
2
e
3
Js5s TR
2
frm fm,
3
ferets
s
2
o
3
sfer - P
2
femrfen _ensfem

ICELRE]

IRRULL
NEIN

INNN

e,

BINDE]
\_/
ST

fast=

BINDE]
v

T

LU

In this composition the beats are divided as 42 and + 3'%. This composition is

mostly played in dugun or chaugun. There is no separate way to execute this quayeda.

This is played in a similar manner on higher as well as on lower /aya.
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6:3:3:2:10
Composition: Quayeda, (Traditional Composition), Received from: Pandit

Arvind Mulgaonkar, Jati: Chatushtra, Type of laya: Vilambeet.

fofify ol febn adfn s fefn i S

~—  —
X 2

asms frems sfR s gmey feefm owifm e

0 3

frafafa forardt fmfae ardifem daeeefa foefem o faifeem

~  — ~ - @~ ~ @ ~ ~__ - ~__ -  ~ -

LS L PG A L N L A Gl

Teel — §

ﬁ\mfaﬁ frardt  fimars ardifm arsardt fiens ardifm et
frfafy fmadt fafm adifm gaeefa foefim adifm foafen
frafafa foradt feAars ardifer aisadt feaars ardife faafee

fafafy frodt fAfRE odif| geeely fefi| o[ BElEn
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gISYTS
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ferqedt

BRI

fimens

fimens
\_/

IEEIKII

IEEIK

BINGIES

BINGIE
\_/

IEIDE]

#ISSS

i e
3
e i
2
SR e
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eeT - ¥
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s e
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i e
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s fef
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R Fe FEs  gERE o Gef s fEeE o e

X 2

At gy fefm gsum wfufae fRas gawewfa faefm
0 3

o7

X

In this a qudyeda permutations or ghumak is used in a very artistic manner. The
main maidan which is the main factor of Farrukhabad gharana is used very artistically

in this quayeda.

6:3:3:3 Comparative study of Quayeda

Quayedd is considered the most important composition in solo tabla
presentation. We have already explained about this in the previous chapter. In every
gharana quayeda is presented after playing peshkar. Quayedd is the most important
composition of playing style of both Ajrada and Farrukhabad gharana. If we look at
the principles while doing the comparative study in this chapter we didn't find any
difference on theory side. Though whatever variations are found in are seen in
presenting (Practical) side. If we observe then quayeda of Ajrada gharana are unique
compared to other gharana. The distinctive fact about qudayeda of this gharana, it is
presented in bhari from sam to sam. In the second avartan a part of sam to sam is
played in khali. The earlier Ustad considered qudayedd of this gharana lengthier
composition compared to others. If we look at this quayedd we find that in quayedd of
Ajrada gharana most of them begin with a note dhin. This does not mean that in this
gharana quayedd does not begin with dha. One more thought comes to the mind that
people have a misconception in their mind that qudyedd of Ajrada gharana are only in
the form of tistra. If we hear the tabla playing of Ustad Habeebuddin Khan we observe
that equal importance is given to both tishtra and chatushtra jati in presentation of
quayedd of Ajrada gharana. Many quayeda are played with a beginning note of dha
that makes it more attractive. If we observe the specialties of quayeda of Ajrada
gharana one thing becomes clear that if tabla player begins presentation in tistra form

then later he alters it in chatushtra form. After this the origianl qudayedd is presented in
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dugun and it is continued by playing palta, bal, kulfi, fanda, petch etc. The tradition of
this gharana is quayedd begins with chatushtra form then it has tishtra form too. This
is not the specialties of Ajrada gharana but the study of the researcher confirms that
one particular quayeda can be played with five different layakari. This tradition can
be cleared perceived in the tabla playing of Prof. Sudhir Kumar Saxena. If we hear
tabla playing of Ustad Habeebuddin Khan then we observe that in some quayeda
there is no khali instead of khali the following words are played-takena tin, tin nan,
tintinakina, ghenaktin etc.

This quayedd can be converted in a rau by changing the style of'its execution.
This rau sounds very similar to quayeda. The importance gives to the ring finger
anamika for playing this quayeda on the highest speed (falak). The earlier Ustad used
to know it as 'Tabla of Anamika'. At the same time while playing tabla Ustad used to
call it as 'Tabld of Na-Murad'. This was called by these names as it was not a style
which can be acquired simply by listening to it.

Sometimes the tabla players of other gharana have heard and played this
composition or attempted to memorize it or sometimes some talented players used to
alter it before presenting. We have confirmed this through practical approval.
Alteration of quayeda depends on the ability of the artist. The legendary artist
sometimes altered quayeda either on the fifth, the ninth or the thirteenth beat while
presenting it. According to the legendary tabla players of Ajrada gharana quayeda is
the soul of solo tabla playing as the heart is crucial organ in a human body. They
always insisted that quayeda is the most important aspect of solo tabla performance.

Quayeda is the most important composition of traditional tabla playing of
Farrukhabad gharana. If we compare quayeda of Ajrada gharana then at first it
becomes clear that in the methodical tabla playing tradition of this gharana there are
very less quayeda are played in Farrukhabad gharana. However special importance is
given to peshkar and gat too. The main reason behind this change must be as this
gharana is categorized under khula baaj and it is entirely influenced by pakhawaj. The
quayeda of this gharana are generally not lengthy but few quayeda are of thirty two
beats. In this only part from sam to khali and khali to bhari is played. Then also this is

an expandable composition. In quayeda of this gharana a part of khali and bhari can
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be clearly figured out. That means no other words used as a part of khali. The other
specialty of quayeda of this gharana is they are always played in ekgun, dugun and
chaugun and not in any other laykari. In quayeda of Farrukhabad gharana very few
words of kinar are heard and more used of the words palm are found. Very few
quayeda which are played as rau. If we go little deep into this guayeda we observe that
the word tin is executed on the right side of the syahi. However due to the influence of
pakhawaj the effective and resonance words are produced. The other specialty of
quayeda of this gharana is in khali any words other than tind, tina kind and tin tina

kind are also used. Then also it is called guayeda and not gat-quayeda.

6:3:4 Rela

This word means speed. When the water in a stream or ariver flows with speed
it is termed as reld. Keeping this in mind we can say that when any composition is
played in a speedy rhythm and sounds as a flow then it is termed as rela. Mostly reld is
smaller in size compared to quayedd or it can be similar to quayeda. There is less
number of words in relad compared to quayeda. Due to which while expanding a rela
more paltd can't be played. Quayeda is composed using different words. These words
are arranged in a sequence to form a composition. Rela is formed using fewer words.
Same words are repeated to arrange a rela. The most important thing to keep in mind
to present a reld is execution of words. If the words arranged in reld are not understood
and studied carefully or if they are not played in a predefined sequence or if a
performer has not done enough riyaz of a particular rela then its execution becomes
difficult and movements of hands becomes difficult. The most important thing about
reld is its riyaz. Without riyaz makes its execution difficult. Reld is a flair composition
adopted from pakhawaj. Rela are regularly played on pakhawaj. Rela is difficult to
play accurately on pakhawaj compared to tabla as to play pakhawaj an artist uses his
entire palm. Whereas an artist uses only fingers to play tabla which makes it easy
compared to pakhawaj. While playing rela easy combination of words is used. In reld
words are arranged in chaugun and athgun as they become easy to execute. The

exception to this rule is the words like — tirakita -tirakita , dha-dha, dhinagina etc.
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When above bols are arranged in a reld and proper riyaz is done for their execution
then their composition can be played in chaugun and athagun.

Pandit Sudhir Mainkar defines reld in his book 'Tabld Vadan Me Nihit
Saundarya' as-“A rela means arrangement of words in a composition that are
complementary, speed of circle, swift movements, consonants, based on the
principles of khali-bhari and co-related with rhythm”.!2

In his book 'Tabla' Pandit Arvind Mulgaonkar has technically defined rela as-
“In a rela the while composing group of words the first letter is a vowel and last letter
is consonants, between a gap every two beat maximum consonant should be there
before the vowel, there has to be rau in at as it has to be played in dhrut laya. In this the
expansion is done like a quayedd and has freedom of laut-palat”."3

Prof. B. L. Yadav has given a definition of reld as—“There are many paltain a
quayeda. Among those a particular palta is arranged beautifully or bol of a particular
palta are repeated and can be reduced and is played as a rela. In this manner rela is
divided into two parts.

1. A palta which can be taken out from a quayeda. This is also known as 'rela
ofaquayeda ang'or 'reld-quayeda’'.

2. That can be played separately”.'*

Shri Girishchandra Shriwastav writes in his book 'Taal Parichay'-part-3,
“Reld is basically belongs to pakhawaj and is accepted in tabla playing. There are two
types of rela.

1. Rela created from quayeda

2. Independent rela '°

If we think about rel@ we come to know that most of them are based on a word
tirakita, as this word itself'is bol of duguni laya. Reld is one such composition that is
always played in a high speed. If rela is to be defined in short-“It is a combination of
khali-bhari, is played in drut laya, stanzas composed that can be played smoothly and
can also be defined as very ordinary and simple compositions. So an appropriate rela
of tirakita exists in this composition. Similarly dhir-dhir word is also used in rela and

after tirakita arela with dhir-dhir also exists. Dhingin (in this the execution of letter

na is played by anamika on the edge of syahi) is used maximum while composition a
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reld, which is practiced in both baaj. Perhaps tirakitatak and dhir-dhirkitatak are
two bandh bol compared to very effective dhingin. Hence there must have been a
hesitation using that word while composing re/a. Shri Mukund Bhale states about a
rela arranged with this word; “seniors must have describing composition of this word
as 'Rang-Rela'”” Rang-Reld means a feel of rela. '

Now-a-days very few rela exist with a word dhingin and composed in both
types of baaj and these give a sense of a flow when played. It is very important to
mention here that rela with tirakita are practiced in all gharana but rela@ with dhir-dhir
are mostly practiced only in purb baaj. According to the technique of presentation, a
rela with dhingin is practiced more in paschim baaj of Ajrada gharana along with
purab baaj.

It is very necessary to have technical knowledge of execution of rela.
Sometimes for an echo and to give an effect of a flow a reld is played by changing its
words so that it does not sound as broken; e.g. A word ¢a tirakitatak is played; ke is

used with 7@ to complete and ga is played in place of ka to maintain its echo.

6:3:4:1 Relas of Ajrada Gharana
6:3:4:1:1
Composition: Rela, Composer: Ustad Shammu Khan, Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Madhya.
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Ustad Habeebuddin Khan used to play this composition. Itis observed that the

very good use of the banya and the danya is being done in this composition. In this

reld tirakita is played with two fingers. Moreover for palying keke also finger is being

used.

6:3:4:1:2

Composition: Rela, Composer: Ustad Habeebuddin Khan, Received from:

Shri Pushkarraj Shridhar, Jati: Tishtra, Type of laya: Madhya.

rsferea
\/
X

arsfeream

~N_
2

darsfereae
\/

0

ersfeream

~N
3

ASEETGED

~N_

feafergam

qehsierersT
\/

181

grsfsars
\/

forforeden (ferferfere)
\/

darsfasdrs
\/

faforeaes (ferferfone)
~



femfeream
~———

RINEEGED
v

ferafergam
~——

Teel — R

182

ersfeream

qarsferersT
\_/

GINEESED
\_/

EMEENE
\_/

EMEEIN]
v

CIMEASIM
v

EEMCERS
\_/

SNETED
~———
REMNEES

darsfdasdrs
\_/

EMEEIN]
\_/

CIMEEREI

IGETAED

~—

gsfsdrs
\_/

ISR TGED

~—

arsferee
\_/

feferedeh

~—

arsfsars
\_/

IGNETAED

~—

gsfasdrs
\_/

ISRETGED

~—

gsfersdrs
\_/

rsfsars
\_/



EEMETIRG]
rsfereamn
v

CIMEERH]

rsfeream
~——

arsfeream

CINEERED
~———

CIMBESE
~—

CINEESH
v

fefergam
~——

LETGED

~—

grsfesars
v

SETED

~—

ferafergam
~———

et = 3

183

LEMEEINS]
\_/

qhsierersT
\_/

qastargrst
\_/

ISETAED

~—

GEMNEEING|
\_/

GEMEEING|

~—

GEMPEIRT]
\_/

REMEEISI
\_/

arsfgsars
\_/

arsfgsars
\_/

arsfsars
\_/

IGLETGED
\_/
arsfasdrs
\_/

arsfasdrs
\_/

arsfsars
\_/

CINGEET
~—

BINENIM
\_/



&ISSSSS LENEEN CINENUS

2

GEMEEN CIMENUS &SSSSS
0

IGRETSES REMREINT] arsfersars
3

EEMEERE arsfersars ¢ISSSSS
X

arsfersars ISSSSS CINMPESH]
2

LEMEEINI ensfersars ESSSSS
0

ensfersars EISSSSS EMESIS
3

B

X

6:3:4:1:3
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Composition: Reld-Quayeda, Composer: Prof. Sudhir kumar Saxena,

Received from: Prof. Sudhir kumar Saxena, Jati: Tishtra, Type of laya: Madhya.
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6:3:4:2 Relas of Farrukhabad Gharana

6:3:4:2:1
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Composition: Rela, (Traditional Composition), Received from: Prof Sudhir

kumar Saxena, Jati: Tishtra, Type of laya: Madhya.
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Ustad Ahmad Jan Thrirakwa has performed this reld in almost all of his

concerts —as itis heard.

6:3:4:2:2
Composition: Rela-Quayeda, (Traditional Composition), Received from:

Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya.
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Same like this bandish, one bandish is also being composed in Ajrada
gharana itis like this. In these bandish dhir-dhir is played exactly in the central part of
syahi by fingers.
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Composition: Chalan, Rela, Rau, Composer: Miya Salari Khan, Received

from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:

Chatushtra, Type of laya: Madhya.
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6:3:4:2:4

Composition: Gatang Rela, Composer: Ustad Nisar Ali Khan, Received
from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:

Chatushtra, Type of laya: Madhya.
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6:3:4:2:5

Composition: Gatang Rela, Composer: Ustad Hussain Ali Khan, Received
from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:

Chatushtra, Type of laya: Madhya.
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6:3:4:3 Comparative study of Rela

This is the most important composition in tabla playing. In both gharana this
composition is played with tremendous importance. This composition is played in
madhya laya in solo tabla presentation. Tabla players of both gharana present this
composition in the middle of their performance. Only an expert tabla player (artist) is
able to play this composition very aesthetically.

If we observe rela of Ajrada gharana then it is the most melodious
composition arranged using minimum words. This composition is arranged with a
single word which can be extended by using different beat. In this composition in
place of khali the bol of tasha are applied. However due to few characters this
composition can be played as rau. If we observe its execution it can be termed as reld
and rau. The word ghidanaga is used maximum in this composition so it sounds
appealing due to its pace. The artists of this gharana also call this as reld-quayedda. One
more specialty of reld is it can be presented by sorting some beat similar to quayeda.
This makes the composition very melodious and lively. It sounds melodious only ifit
is repeated two to three times. However it is not necessary that every tabla player
presents it. While presenting rela of this gharana whichever composition is played at a
lower place the same is played on top by just altering the execution i.e. by showing the
change of anamika (ring finger) and madhyama (middle finger). If the execution of a
tabla player develops it precisely then this composition is the most accurate in itself. If
we look at the history of playing style of this gharana, then the artists earlier than
Ustad Habeebuddin Khan never had speed in their presentation which was there in the
playing of Ustad Habeebuddin Khan. This confirms the above given information.

If reld@ of Farrukhabad gharana are studied in detail then according to the
researcher these rela have maximum number of words. However the use of maximum
words most of these compositions are presented in ekgun, dugun or chaugun. It is
never termed as rau or ravish as compared to Ajrada gharana. There is unusual
reverberation (echo) in rela of this gharana. If due to echo this composition is played
on the palm. There is modification in its execution too. This composition can be
expanded so if we think about khali-bhari then in this composition we clearly see

khali just like quayeda. Compared to Ajrada gharana there is no influence of tasha or
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any other percussion instrument. However after through study the researcher has
realized that due to added use of palm and notes like dhir-dhir it leaves the impact of
pakhawaj. If we observe the history this tradition is going on from beginning. This is
very evidently observed in tabla playing of Pandit Anindoji and not much difference
is found in the execution. It is different thing that if these compositions are played by
giving khali-bhari, four beat are removed and are converted into ravish. However a
complete extensive composition like rela is played on a great speed (falak) and it is
not termed as rau. These compositions have not more punctuation (avagraha) or not
at all. This composition is played with equal speed. This is observed in tabla playing
of Ustad Ahmad Jan Thirakwa and erstwhile artist Ustad Amir Hussain Khan. The
researcher has gathered the information from the interview with Pandit Arvind
Mulagaonkar that Ajrada gharana has a tradition of playing quayeda-rela similarly
Farrukhabad gharana has the practice of playing gatang rela. This is neither quayeda-
rela nor gat-quayeda. This rela is composed by using similar words of gat. This can
be one reason why this rela has reverberation. To get the confirmation about this the
researcher has studied few similar rela and put those facts in his thesis.

The researcher has also studied that the existing tabla players begin their solo
performance with chalan. They convert the same into a rau or reld. They are
becoming successful due to these attempts. This is a different tradition of solo tabla

performance.

6:3:5 Gat-Quayeda

The concept of gat and quayeda are taken under consideration while
composing this composition. This composition cannot be prolonged, so the same is
repeated twice or thrice to present it melodiously. Though gat-quayeda is a
composition which can be prolonged like quayeda but the original form of quayeda
does not exist in it. Kafiya and radif are considered the most essential elements in a
quayeda. The basic form of quayeda is known from words like- tina, dhina, tind-kinda,
dhina-gina, tintindkina, dhindhinagina etc. This is not so in gat-quayedd, as the
completion of khali-bhari ends with any letter. However this composition is known as

gat-quayeda as it can be extended.
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Gat-Quayeda is mostly practiced in purab baaj. The gharana that comes
under the category of this haaj give more importance to gat than quayeda. Due to this
the artists of this baaj play gat-quayedda in place of quayedd in their solo
performances. Gat-quayedda can be extended though the varieties that exist in
extending a quayeda are not heard in gat-quayeda. It is not easy to play gat-quayeda

on higher tempo. Gat-quayeda is generally played in dugun or chaugun.

6:3:5:1 Gat-Quayedas of Ajrada gharana
6:3:5:1:1
Composition: Gat-Quayedd, Composer: Ustad Tullan Khan, Received from:

Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya.

asfe frem fem fafe Ffm fem fem fefm
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6:3:5:1:2

Composition: Gat-Quayedd, Composer: Pandit Hajarilal, Received from:

Shri Pushkarraj Shridhar, Jati: Tishtra, Type of laya: Madhya.

e D . S S .
X
RICLRERIR) firfatfere CICLEEIE WEISEIE)!
2
GISEUES] EZ I GISUETIGE ESIGEUET))

194



RIEUGEIRE IEIESUAG)
~—

6:3:5:2 Gat-Quayedas of Farrukhabad Gharana

6:3:5:2:1

Composition: Gat-Quayeda, (Traditional Composition), Received from:

Pandit Suresh (Bhai) Gaytonde, Jati: Chatushtra, Type of laya: Madhya.
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Composition: Gat-Quayeda, Composer: Ustad Haji Vilayat Ali Khan,

Received from: Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Madhya.
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The badhant of this gat-quayeda is composed by Prof. Sudhirkumar Saxena. It

is like this.
dferesn
SN~— _—
X

fora

ECIt fereema EJEEED
SN~— _— SN~— _— SN~—_—
FE Lrfrfpers L2
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\/ \/

This gat-quayeda is played as dodhari gat. It is like this.
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The badhant of this gat-quayeda is also played like this.
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Many typical variations can be made from this gat-quayeda out of which one

fromis given here.

6:3:5:2:3
Composition: Gat-Quayeda, (Traditional Composition), Received from:

Pandit Suresh (Bhai) Gaytonde, Jati: Chatushtra, Type of laya: Madhya.
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6:3:5:2:4

Composition: Gat-Quayeda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Madhya.

S~S~—— S~S~——
X 2
gisfore RN LT BISSNY fasas grssia asfds EIRTIN
S~S~—— S~S~—— S~S~—— S~——— S~—— S~S~—— S~S~—— S~S~——
0 3
dqisfere deRfat ferfore KEQGLS fefore KEQGLS ferfere RINGIN
S~S~—— S~S~—— S~S~—— S~——— S~—— S~S~—— S~S~—— S~S~——
X 2

gisfore deRER ferfere CINSIN fasas CINNES ENEN AISTS
S~—— S~—— S~S~— S~—— S~S~—— S~—— S~— S~——

0 3
o7

X

197



6:3:5:2:5
Composition: Gat-Quayeda, (Traditional Composition), Received from:

Pandit Suresh (Bhai) Gaytonde, Jati: Chatushtra, Type of laya: Madhya and Drut.

frem  Fefde  fem  fme fefs g fem B

X 2
gy Fes fEm feen SRR B fem
0 3
X 2
mie  Fms  fEm fAe R B GeEm B
0 3

6:3:6 Gat

In all forms of music gat is a commonly used word. In all forms of vocal,
instrumental as well as dance composition in gat is used. In every category of music it
has a different meaning. In solo presentation gat composition is the most important
thing. Asin khyal gayan a composition is incomplete without antara, similarly a solo
tabla presentation is incomplete without compositions like gat, gat-tukda, gat-paran
etc. As in a verse the most important thing is poem and shero-shayari likewise gat is
important in a composition of tabla. When a gat is used for accompanying, if we keep
in mind the beauty and a place of composition it makes it really melodious. Although
while composing a gat a composer must have thorough knowledge of words, meter
(chand), combination of words, yati, execution, layakari, appropriate combination
between danya (right) and banya (left). Without above knowledge it is impossible to
compose an accurate and meaningful gat. Gat is also a composition that is played on a
tabla like quayeda. 1t is not used in any other instrument made of leather. The words
used in their composition are obviously melodious and pleasant as they are to be
presented on a tabla. In various gat composition is presented. Every gharana has

variations used in words and language while composing such gat composition. Many
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times we may find few similarities in selection of words while such composition is
composed. In tabla playing, gat is one such style which is decorated entirely with
poetic language.

Gat composition is associated with speed. As entire universe is based on
variations in speed similarly gat is based on speed. In a way flow of water, the sound
of clouds during monsoon, a dancing peacock, a slithering snake, a bouncing ball, an
art of flying a kite, a style of conversation between two people, using various rhythms
etc. have precise speed. Keeping in mind all the above facts a gat is composed. All the
ascetic, caste and planets that are described in science of rhythm are used while
composing this particular composition. This gat composition ends on the last beat of
taal and theka. Once this composition is completed there is a tradition to play such a
composition twice while presenting tabla. Gat is a small composition. It has to be
composed in such a way that it can be presented artistically. In its composition the
framework of words should be rhythmic so that it sounds melodious to the audience.
There has to be variety in it. Due to this there is a system that gat is played twice. When
a particular composition is composed with twenty four beats, it is played in tritaal, it
will come on khali. Itis played twice and ends on asam.!”

According to definition given by Pandit Arvind Mulgaonkar “Gat is a
composition which ends before sam, which can be repeated and it has a concept of a
natural outlook of speed.”!®

According to the views of Pandit Girishchandraji “Gat is a composition which
is composed with soft words, which has no paltad and is different than quayeda,
tukda, paranand peshkar. Gatis generally without a tihar. "’

Prof. Sudhir Kumar Saxena writes in his book “The art of Tabla Rhythm”;
“The word gat is an abbreviation of ga#i which means movement. It never ends with
tihai. It does not admit of any improvisation. Gat is composed of pure tabla bols. A gat
ends quietly, so to say without specific amad that is; without a distinct, self-evolving
access to sam which is shorter in range than fukda. What is striking about it is rather

the grace of undulating movement.?°
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6:3:6:1 Gats of Ajrada gharana
6:3:6:1:1
Composition: Simple Gat, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Madhya or Drut.

frm . gtm Fifde. frem e fewa frew

X 2

Jomfm e e awide fsa wwm o fmem o Ffe
0 3

o1

X

Frem  fmam mEtm fewm fmem mwhm geew o fefrs
X 2

L 1 L G5 G O PG S G )
0 3

o1

X

6:3:6:1:2

Composition: Simple Gat, Composer: Ustad Habeebuddin Khan, Received
from: Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya or Drut.

BINGED ferens GEJCE] gTifae
X
EINS CINMETLED ISSMETRED arsfafereds
2
Losstrer® Tsfrerhitn Bpenslls sss
3
Kl Nl T Hrew
0
T
X
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6:3:6:1:3

Composition: Simple Gat, Composer: Ustad Chand Khan, Received from:

Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya or Drut.

CINIPINS ssfim A
S~ — S~  — S~  —
X
RIS, iR NUGIESIS
2
GISSMETSED GISSMETKED ATSSSATSSS
0
qehdrsfatfere CINIEIE] CINIEIE]
~— S~ — S~ —
3
o
X

6:3:6:1:4

B
v
Trederdisss
v

TreTerfaifene

-

Il

Composition: Mod-Mohar Gat, (Traditional Composition), Received from:

Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya or Drut.

ISR sfis. s
X

FSHTSH fgsens IEESED
2

TISSTE BINEN TehRTd

0

frears

v

It can be explained like this. Suppose our friend or relative comes to our home

and stays with us for some days when time of departing comes, normally we say

insistently to our relative to stay more for one or two or three days. In this styli mood

the composition is made.
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6:3:6:1:5
Composition: Dumuhi gat, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Tishtra, Type of laya: Madhya or Drut.

BINBEED] feremsen ferafergam feraferfra
X
IEESUIEES EUBIIPC) feraferem ICEIREItE)
2
AT RS SSSSS Freamfem Tergamfem
0
EINBECH] feremes ferferem ICEICCITE]
3
6:3:6:1:6

Composition: Dumuhi gat, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Tishtra, Type of laya: Madhya or Drut.

arsfeream IEASINEES ENIEESI TR ATMET
X
Tereamfys qrsfeream feafimem TR ATRMET
2
TR ensfErea fasssss IEESHICS
0
grsfereamn fgsTisfere TRAEYT ECIREIE

6:3:6:2 Gats of Farrukhabad Gharana

6:3:6:2:1

Composition: Simple gat, Composer: Ustad Haji Vilayat Ali Khan, Received

from: Pandit Arvind Mulgaonkar, Jati: Chatushtra, Type of laya: Madhya or Drut.
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qISSS GISSS e TESS
S———— S————

S~— S——

X
ferem THRETS e qESS
S— S— S~— S——
2
fergm RELIN STHTS fergm
S~— S—— S~— S~—
0
TS s frem B
3
feream fess® fesars feream
S~—— S— S~— S~——
X
feream qESS ferem qRTS
S—— S—— S~— S——
2
SSHTS fereqm fgs1S fergm

S~— S~— S—
0
GERIN SSHTS fergam fgs1S
S~— S~— S~— S—
3
o
X

6:3:6:2:2

Composition: Simple gat, Composer: Miya Salari Khan, Received from: Shri

Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya or Drut.

qIsss EMSSS fFrem qESS
S— S— S~— S~ _—
X

ESSS forgm qESS fergam
S— S~— ~— _— S——
2

qHTS feregm qESS ferem
S— S— S~——— S—
0

ferfer feream 1S feream
S—— S—— S~——
3

dfehee SSHIS e CELES
S— S~— S~— S—
X
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f‘iﬁg Fream fsT1s fergam

s Gl GRS s
0
BritR frem fosms N5
3
b1
X

6:3:6:2:3

Composition: Simple gat, Composer: Miya Salari Khan, Received from:

Pandit Arvind Mulgaonkar, Jati: Chatushtra, Type of laya: Madhya or Drut.

qavrsss 1SS ferem TESS
S~—— S~—— S~— S——
X

forem RELIS feregm qHSS
S—— S—— S~— S——
2

fergqm RERIN STHTS fergm
S~— S~—— S~— S~—
0

GERIN STHTS fassm fesars
S— S—— S~— S——
3

ETGED fassm fasars ETGED
S— S—— S~— S~—
X

foafore RETIM E] foreeh
S~—— S~—— S~— S—
2

fergam TSRS SEUTS fergm
S~— S~— S~— S——
0

RERIN SEYTS fassa s
S— S— S~— S—
3

o

X
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6:3:6:2:4

Composition: Dumuhi gat, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Madhya or Drut.

fergam feafim
S~—— — S~—— —
X

T EEJLE]
~—— — ~— _—
2

qRIS SSdh
~—— — ~—— —
0

fergam femfia
~—— — ~—— —
3
FES Jasts
X

qIShS ERE
S~—— — ~—— _—
2

fergam feafim
S~—— — S~—— —
0

T ECIiC
S~—— —

3

T

X

6:3:6:2:5

SIPED

fgsas
~—— —

fasrs
S~—— —

T
v
e
v

‘dehSS
~—— —

fasas
v

EAGIN
v
T
v

ICELREI
S~— —

Composition: Simple gat, Composer: Ustad Haji Vilayat Ali Khan, Received

from: Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya or Drut.

ETIN qisssfatfere
N—_— S~
X

ferferferesns eurssierfer
\/ \/

2
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darsssusiat
\/

IETCINEEINS
\_/

IETGEINS
\/

faswefdsars
\/



faswefdsars
\/

0

[RABRETLI
~—

3
o7

X

eyrssierfen
\/

BEGIMGLET
\/

foReeseTss
\/

arsfaferedasn
\_/

faswefdasTrs
\_/

Similar form of composition (joda) of above composition

ETING

X
Lerfrss

2

fasefasTrs
\/

0

ferferferesns
\/

3

6:3:6:2:6

qisssierfer
\/
s
ETGEINAET

~—

eyssierfer
\/

SS
N

E ISR
\/
REIMGC T
\/

foReeseunss
\/

IEUENETGED
\_/
ST INSEINS
\_/
BIMGUETGED
\_/

fasefdsrs
\/

Composition: Miya Salari Khan ki Samet, Composer: Miya Salari Khan,

Received from: Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya or

Drut.

ISLETGEIM
\/

ETIIEE
S~—0ob

CEEES
SN~—0ou
fEsmaer
ferfenfereasn
\/

Trferfreas.

T
~ —



6:3:6:2:7
Composition: Miya Salari Khan ki Samet, Composer: Miya Salari Khan,
Received from: Shri Pushkarraj Shridhar, Jati: Tishtra, Type of laya: Madhya or

Drut.

ferfer Eie] i) Bie)
SN—— SN——— SN—— SN——

X

Bie) GIET GUETAED GIEE]
SN—— SN——— ~— SN——

2
il e T e

0
Feumd. e Jfs. Jss

3

mifrem ferems e ssrem
X

ferfereder fefereden fefereden ferfertene
~—— ~—— ~—— ~——
2

ersfd BINEXERED ferfereden ferferfene
SN——— ~—— ~—— ~——
0

ensfa RINEERED ISETGED ferferfene
SN——— ~—— ~—— ~——
3

T

X

Samet means the scattered bo/ that one in composition to be bringing together
and end on sam. In samet, it does not mean that the samet comes at the end only. If
can come in between also in the above referred bandish “dha ghidanaga tirakitatak

tirakitatak dha ghidanaga tirakitatak™ these bols are part of group are part of samet.

6:3:6:2:8
Composition: Gat, (Traditional Composition), Received from: Shri

Pushkarraj Shridhar, Jati: Chtushtra, Type of laya: Madhya or Drut.
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fyssaefs qrsfeream GRETGED ferfereden
~—— ~——

v v
X
CEELICT TRIISATS YT EEAGEICTI]
2
GEAGNGED GINEESLU EEAGGUIETII GICAGLETS
v v
0
Eehdihe GEAENNIN Tifemaam EEAGEICTI)
3
g0
X
Ustad Ahmad Jan Thirakhwa used to perform this bandish usually.
6:3:6:2:9

Composition: Mod-Mohar Gat, (Traditional Composition), Received from:

Shri Pushkarraj Shreedhar, Jati: Chatushtra, Type of laya: Madhya or Drut.

ST ISETS fasdrs faefia
~——0o_— S~ _— S~ _— ~—— —

X

SISETS farsdrs HdH IGGUETI
S~ _— S~ _— S~ _— S~——o_—

2

ISETS fgsars UCIGEI EEIGIS
~——— — ~——— — S~ _— ~——— _—

0

EIMEE]] Toredahferfen EGERIM TN ERGEANIE T

3

B

X
6:3:6:2:10

Composition: Simple Gat, Composer: Ustad Haji Vilayat Ali Khan, Received
from: Shri Madhukar Gurav, Jati: Chatushtra, Type of laya: Madhya or Drut.
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feafergam

~—
X

feafergam

~—

faeferersH
v
2

feriertere

~—

Iﬁzlég S
~—_

0
TS5

TS

3
TS

o1

X

6:3:6:2:11

faeferers
v

if‘laiélg S
~—

CINEESH
\_/

RUIEERED
~——

HISYTSHTS
v

FferireaesftiRets:

Fferferzasnsicireas

Frftrreaensfdrers

Composition: Badhaiya ki Gat, (Traditional Composition), Received from:

Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya or Drut.

This composition is start from 16™ beat. On that beat kita is playd.

fore (16™ beat)
qrsaisfere GASENG
\/ \/
3
1SS JSTSS.
3
AISTTSS AfeReess
\/ \/
3
TS XIS
3
g0
X
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Tssam
\/a SIS
fasomers

\/

WUNEEINESS

FEAATST

\/
HISSSSS

AISAAISES
\/

TSNS,



All the gats of Badhaiya mostly begin with ka only. This bandish ends with
the bols such as "kda dhan dhan dha, kda tan tan ta, kda dhan dhan dha,”

6:3:6:2:12
Composition: Do-Dhari Gat, Received from: Shri Pushkarraj Shridhar, Jati:

Tishtra, Type of laya: Madhya or Drut.

(Each phrase come for two time)

NGALGELS Lot

X

BiEi e CIIEINIE]
\_/ \_/
e G2l

2

TS TS
EEAETGED EEAETGED
\_/ \_/

0

TgSTIhedeh TgSTIhedeh
\_/ \_/
ST TSI

3

foferedenferfenfereden ERGEI DI E TG ET
JAURSABTETR Ied D, IOTHednET=Ihed.
o7

X

6:3:6:2:13

Composition: Mod-Mohar Gat, Received from: Shri Pushkarraj Shridhar,
Jati: Chatushtra, Type of laya: Madhya or Drut.

grsfiE HISHTS fgs1S fefm

X
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HISHTS fgsars HANHE IGGUETII
~——o—_— ~—— —

LI Tosas. e Jomems
(1}
JskrAL Frzrf. St JoraiiEe
3
BRI
X
6:3:6:2:14

Composition: Do-Dhari Gat, Received from: Shri Pushkarraj Shridhar, Jati:

Tishtra and Chatushtra, Type of laya: Madhya or Drut.

This composition is also called as Lahort gat.

B RETKES GUERERINS Erferfereas qlhSTHTSSS
~— ~— ~— ~—~—
X
TS, CISLE T F
2
NG NG Tadust NI
0
KAL) Tavm (o). () Tiedtthe.
3
o1
X
6:3:6:2:15

Composition: Miya Salari Khan ki Samet, Composer: Miya Salari Khan,
Received from: Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Madhya

or Drut.

et CIEETR] faefem FHASS

3

211



FEEL il feefrn Jss
2

BECH &ISSS I ETAED ferfeferedsn
0

e, e Trrfrers N2
3

o1

X

6:3:6:2:16

Composition: Miya Salari Khan ki Samet, Composer: Miya Salari Khan,
Received from: Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Madhya

or Drut.
Forefae FeHfde arifss. Niliu S
X
feeehar e HTehdl FassiErfr
S~ — S~ — S~~—Y — —
2
Framafese  asEa T Ffrfrers
(1}
qfRSTATSSS SHaTehdl Fassieriern feRedehdiehSe
3
B
X
6:3:6:2:17

Composition: Asam Gat (Anagat), Composer: Ustad Haji Vilayat Ali Khan,
Received from: Prof. Sudhir kumar Saxena, Jati: Tishtra and Chatushtra, Type of

laya: Madhya or Drut.

EEGING] ferfeream feafimem TR AETRMET

X
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R NETAED
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\/
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\/
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\/
0

ssssfaIsss
\/
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6:3:6:2:18

BHIEERED

ICENETAED
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rsfatferedsn
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S~
ferferforeasm

ferferforeas
S~

arsfatfereden
\_/
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\_/
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\_/
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S~

~TFssss.
s
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Trseemsss
semsss
orszemsss

AfRSIHTISSS
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Composition: Manzedar Gat, Received from: Pandit Arvind Mulgaonkar,

Jati: Tishtra and Chatushtra, Type of laya: Madhya or Drut.

amdd

~—_—
X

CIFEIR IR
\_/
2

ESCASIRG
\_/
0

TEISASSSS
\_/

3

6:3:6:2:19

fepeam

~—  —

EEEICIETS

S~
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\/

foeferer
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EEEACIET
S~

RUIEEICESI
S~
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S5

foefirersT
\_/

Composition: Mayur Gat, Composer: Ustad Najar Ali Khan, Received from:

V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:

Tishtra and Chatushtra, Type of laya: Madhya or Drut.
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gISSS @ s

3
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2
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~—— —_— ~— —

0

el fore SSSSHTSSS
~— ~— ~N—_
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g1
X

6:3:6:2:20

BING]

ETGEIENETGED

sfers

Composition: Domukhi Gat, Composer: Ustad Haji Vilayat Ali Khan,
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad

Gharana), Jati: Tishtra, Type of laya: Madhya or Drut.

While playing this gat similar lines of bols are used at the beginning and end of

this composition. This composition is named after the kind of a snake called Dumukhi

which has mouth on both its sides.

BERTICT BINBEC femmssserfin
X
PENTIC T ensfereT feafeafir

2
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PENTICTa rsferea femmsssirfin IETGETIE RTAZ NN
3
6:3:6:2:21

Composition: Prapat Gat, Composer: Ustad Haji Vilayat Ali Khan, Received
from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:
Tishtra and Chatushtra, Type of laya: Madhya or Drut.

This word means cascade or a flow like river. While flowing, a river makes its
own way as per the turn, and when it falls down the mountain or a hill it takes the form

ofawaterfall. This type of movement is included in this composition.

fermferer ST ferers EUGED
S~——— S~—— S~—_— S~——

X

s msss, Trfirfs KRG
2
NG i NGl N

0

LEZR] Sl R ETAEIELS ferfererTss
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3

T feream TR forem
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X
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X
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L NETAED
v
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RIERTCINS
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X

IR ETGED
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X
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CIMGRETGED
~—~—
fsas
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LR ETGED
~—~—

aferseensss
v

HISSS
~

s

SAdS
~——0o_—

CIMGLETED
v

fesas
S~— —

Note: This bandish is always played in drut laya.

6:3:6:2:22

Faemssf

CLEETGED
~—~—
1SS
v
CIESINS]
S~———

SHdS
~_

Composition: Gend-Uchal Gat, Composer: Ustad Haji Vilayat Ali Khan,

Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad

Gharana), Jati: Tishtra and Chatushtra, Type of laya: Madhya or Drut.

This gat is composed by keeping in mind the bounce of the ball. The specialty

of this composition is it sounds like a bouncing ball. After playing this composition

twice or thrice its initial phrase is played in the form of tihai.

RUGGIETS
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CIEEARITES
~———
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\_/ v

3
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X

6:3:6:2:23

Composition: Gend-Uchal Gat, Composer: Ustad Munir Khan, Received
from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:
Tishtra, Type of laya: Madhya or Drut.

CIMETGED TRIISSS SSSSTh TRSSS
X

qehdehdeh GUETRED ILETLED qRIYISSS
2

REGEAGM SSdehdeh fasssfax ferfereas
1]

Ffentere. THfasss. THASSS. THsss
3

T

X

Dhir-dhir and tir-tir is played by use of fingers.

6:3:6:2:24

Composition: Gend-Uchal Gat, Composer: Ustad Amir Hussain Khan,
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad
Gharana), Jati: Tishtra, Type of laya: Madhya or Drut.
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ersfeream femferegam ISLETGED ARISSS
~——

X
REGEIRE firmifae IEENERED TRIASSS
2
qRASSS GINEESED ISLETED ARYSSS
0

SSSSAh GEJREIC ferferem ARYSSS
3

SSSSAh GEJREILC ferferem qRIISSS
X

SSSSdh GEQREIUE] ferafergam qRIISSS
2

o7

Note: This bandish is always played in drut laya.

6:3:6:2:26

Composition: Fard Gat, Composer: Ustad Chudiyawale Imambakhsh
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad
Gharana), Jati: Chatushtra, Type of laya: Madhya or Drut.
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Nl s Esm Fperiistheas.
2
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X

Note: This bandish is always played in drut laya.

6:3:6:2:27

Composition: Asam Gat (Andagat), Composer: Ustad Amir Hussain Khan,
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad
Gharana), Jati: Chatushtra, Type of laya: Madhya or Drut.

femferer safe ISFST SIS
S~—— N— ~— — SN——
X
FHdfde foeam foeferer sAfes
SN~——— S~—— ~—Y_ — N———
2
EEISSATEETT EIMIRETGED ISR ETGEIRES ferferardss
0
3pssssfi fforerss Ss5sssh Ttrerass
3
o
X

6:3:6:2:28

Composition: Simple Gat, (Traditional Composition), Received from: V.C.D

of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati: Chatushtra,

Type of laya: Madhya or Drut.
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6:3:6:2:29

Composition: Asam Gat (Andgat), Composer: Chudiyawale Imambakhsh
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad
Gharana), Jati: Chatushtra, Type of laya: Madhya or Drut.

SIS q1sdls FASS SSSS
X
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X

6:3:6:2:30

Composition: Asam Gat (Anagat), Composer: Miya Bakhshu Khan,
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad
Gharana), Jati: Chatushtra, Type of laya: Madhya or Drut.

Jestie TTE e, g
X
i i ST Fremtetre.
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6:3:6:2:31
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Composition: Asam Gat (Anagat), Composer: Ustad Amir Hussain Khan,
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad

Gharana), Jati: Chatushtra, Type of laya: Madhya or Drut.
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6:3:6:2:32
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Composition: Tidhari Gat, (Traditional Composition), Received from: V.C.D

of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati: Tishtra,

Type of laya: Madhya or Drut.
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In this composition every words are repeated thrice.
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6:3:6:2:33

femfirem.

dehdehdeh
~—— —

izt

ferefarta

~—_

o oo
IehcdendlSidliehcden
—_ =

IETGETIMIRETAED

—_ -~

IETGETIMIRETAED

—_ —~

Composition: Darjedar Gat, Composer: Ustad Haji Vilayat Ali Khan,
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad
Gharana), Jati: Tishtra and Chatushtra, Type of laya: Madhya or Drut.

In this gat various standards of /aya are shown. There can be numerous /aya of

this type.
il Jte FH T
X
Joem TH Fuif G
2
fmfr T FH T
0
Fm FH Fei G

222



X
fm T i
2
ferafar Fdh_ GEJC
0
fem FH_ Fmfd
3
il fre Kiiika
X
T ferfore Lilils!
2
fore o T
0
Rz forea= foa=
3
FH facfore ferfm
X
Ferra for T
2
Kl THAE T
0
forfima TR T
3
THRAAHL. THIFE kit
X
2
B3I
X

In above composition /aya is taken in three different forms.

Note: This bandish is always played in drut laya.
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6:3:6:2:34

Composition: Darjedar Gat, Composer: Miya Salari Khan, Received from:

V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:

Tishtra and Chatushtra, Type of laya: Madhya or Drut.

Similar form of composition (joda) of above composition.

il GRR 4
X
AL
0
N G5
X

X
e GRS
~__—
0

-
HAEIS RRE?
~——— ~———
X

Note: This bandish is always played in drut laya.
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6:3:6:2:35

Composition: Simple Gat, Composer: Ustad Haji Vilayat Ali Khan, Received
from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:
Chatushtra, Type of laya: Madhya or Drut.

TAd @ SSEIA qIsss Tsfés ssfer ferfer. forem

S~—— S~— S~— S~— S~— S~— S~—
X 2
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dfeheer  sedfeh TEISS LN ferfer ssfer ferfer. forem
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X 2

0 3

B

X

6:3:6:2:36

Composition: Simple Gat, Composer: Miya Salari Khan, Received from:
V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:
Chatushtra, Type of laya: Madhya or Drut.

Similar form of composition (joda) of above composition.
m, T sms. am F o ofR e e

X 2

dfchear  SSUIS RUEIE] TTE ssfer frftr. e fmas
SN~— SN~— SN~—
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0 3
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X 2

ferfer ssfer ferfer fergam ferfer ssfer ferfer fergam
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0 3

S

X
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6:3:7 Gat - Tukda

In gat-tukda we get to hear an artistic combination of both gar and
tukda. There 1s a wonderful use of /ayakari, soft and pure words of tabla which
exhibits the form of gat similarly in gat-tukda there is used of words of pakhawaj
and tihat, which exhibits the form of fukda. The composition in which both the
symptoms are found is called gat-tukda. A composition gat-tukda is very similar to

gattill the fact, its essence and real form is not understood.

6:3:7:1 Gat - Tukdas of Ajrada gharana
6:3:7:1:1
Composition: Gat-Tukda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra and Tishtra, Type of laya: Madhya or Drut.
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6:3:7:1:2

Composition: Gat-Tukda, (Traditional Composition), Received from: Prof.

Sudhirkumar Saxena, Jati: Mishra (Zulna Chand), Type of laya: Madhya or Drut.

ICEIUERED
v
X
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IEEIIERED
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6:3:7:1:3
Composition: Gat-Tukda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati : Chatushtra, Type of laya: Drut.
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6:3:7:1:4

Composition: Gat-Tukdd, Composer: Shammu Khan, Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Drut.

FAT T Iz N
X
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6:3:7:1:5
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v
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Composition: Gat-Tukda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Tishtra and Chatushtra, Type of laya: Madhya and Drut.
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ferferfereas esfd ss9 S
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6:3:7:1:6

Composition: Gat-Tukda, Composer: Shri Pushkarraj Shridhar, Received
from: Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Drut.

ferferfereasn CINES) IShd T
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X
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X

This composition includes punctuation. This part is clearly indicate

characteristics of Ajrada gharana.
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6:3:7:2 Gat- Tukdas of Farrukhabad Gharana
6:3:7:2:1

Composition: Gat-Tukda, Composer: Ustad Haji Vilayat Ali Khan, Received
from: Shri Madhukar Gurav, Jati: Chatushtra and Tishtra, Type of laya: Drut.
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6:3:7:2:2
Composition: Gat-Tukdda, Composer: Ustad Haji Vilayat Ali Khan, Received
from: Prof. Sudhir kumar Saxena, Jati: Chatushtra and Tishtra, Type of laya: Drut.

HISHTS ISTh fasfas gIfae
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X
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2
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X
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3
T
X
6:3:7:2:3

Composition: Gat-Tukda, (Traditional Composition) (Nagade ka Baaj),

Received from: Prof. Sudhir kumar Saxena, Jati: Chatushtra and Tishtra, Type of

Laya: Drut.
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Note: This bandish is always played in drut laya.
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Tehedehdiense

From this Tukda one Mukhada is composed, which played by Ustad Ahmad

Jan Thirakwa.
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6:3:7:2:4

Composition: Gat-Tukdda, Composer: Ustad Haji Vilayat Ali Khan, Received

from: Shri Pushkarraj Shridhar, Jati: Chatushtra and Tishtra, Type of laya: Drut.

ferfaesansa
S~

X
TAE

SRR

3

o7
X

ferfaedrsa
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ftess

In this composition the bols of pakhawaj and tabla are so fantastically used

that it gives much pleasure to listen mainly the variations of sound it's melodicity and

fineness of clarity.

6:3:7:2:5

Composition: Gat-Tukda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Drut.
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6:3:7:2:6
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Composition: Gat-Tukda, Composer: Ustad Faiyaz Khan (Maternal uncle of
Ustad Ahmad Jan Thirakhwa), Received from: Received from: V.C.D of Pandit Arvind

Mulgaonkar (Treasure of Farrukhabad Gharana), Jati: Chatushtra, Type of laya: Drut.
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6:3:8 Tukda

Tukda word itself creates its own meaning. When in a big composition one
part or different group of words are joined and so when another composition is
composed, it is called a tukda. In tabla there is no such provision to call any
incomplete group of word as a tukda. For this from a particular big paran a
composition of words are selected with specific application of tabla playing and then
it is presented. This type of new composition is called fukda. Every individual artist
selects such a composition according to his expertise and knowledge and creates
melodious composition and presents it. In this way a tukda is composed. Such
tukdd has its own special identity. To make this fukda@ a complete one tihai is played
at the end of it. Such a tukda takes a form of new composition. According to Pandit
Sudhir Mainkar various combinations of sounds are combined with different
identities many artistic composition are created. This is called fukda. In a
composition the selected fukda are not similar, though there neither a chance of
dissimilarity nor thy sound unattractive. This type of tukda creates its own place and
identity.”!

A tukdda composition has a tihai in it. Sometimes we also find fukda without
tihat. In such cases the combination of words are done in such a way they are part ofa
tukda. Tts length is minimum of three or four Avartan. Tukda always ends with sam
and is played only once. In a fukda khula (open) and bandh (closed) both varna are
used. Tukda is always played with open hand. In a tukda there is a combination of
various laya, yati, varied sound and combination of variety of words etc. is found in

such composition.
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Pandit Vijay Shankar Mishra writes that “7ukda means the words that are

created by playing open handed on a maidan of tabla -they are bigger than a mukhda

and smaller than a paran and at its end one tihai is adde

6:3:8:1 Tukdas of Ajrada Gharana
6:3:8:1:1

4 22

Composition: Tukdd, Composer: Ustad Habeebuddin Khan, Received from:

Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Drut.
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Note: This bandish is always played in drut laya.
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6:3:8:1:2

Composition: Tukda, Composer: Prof. Sudhirkumar Saxena, Received from:

Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Drut.
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Similar form of composition (joda) of above composition.
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6:3:8:2 Tukdas of Farrukhabad Gharana

6:3:8:2:1

Composition: Tukda, (Traditional Composition), Received from: Shri

Pushkarraj Shridhar, Jati: Chatushtra and Tishtra, Type of laya: Drut.
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Composition: Tukda, (Traditional Composition), Received from: Shri

Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Drut.
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6:3:8:2:3

Composition: Tukda, (Traditional Composition), Received from: Prof.

Sudhir kumar Saxena, Jati: Chatushtra and Tishtra, Type of laya: Drut.

Similar form of composition (joda) of above composition.

fasefy TR CINEED ferfE
S~—00_— S~ _— S~—0 08— S~ _—

X

RIETAI) ECItC CILFED ferrfrn

S~ _— S~ _— S~ _— S~ _—

2

CIUEED feraeam ECICE] CILFED

S~ _— S~ — S~—00 — S~—0 0] "—

0

e ST SEET ferferfereas ensfoforeash
S~ _— S~——_—— ~—— ~—~—
3

qrsss ILETA CEIUE] femfim

S~ _— S~ _— S~ _— S~—0 0 _—

X

il Frter Rritridens: sl

240



SSFSIST
TS
0
FSISTETSSS
\/
3

g0

X

6:3:8:2:4

arssserfern
\/

ferferfeneasn
~——

Tereaamensiat

grsfatfereder
\/

[RTGELENM
\/

SSHSISH
TS

Composition: Tukda, Composer: Chudiyawale Imam Bakhsh, Received

from: Prof. Sudhir kumar Saxena, Jati: Chatushtra and Tishtra, Type of laya: Drut.
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6:3:8:2:5

Composition: Tukda, Composer: Miya Salari Khan, Received from: Shri

Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Drut.
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6:3:8:2:6

dafersedsss
\/

SSSSAfeRse
\/

TReamaetdss
\/
T
LESMETLED

T

IEUEETGED
\/
HISSSSSSS
\/

TR

\/

ssfatfereden
\/
L

qapssierfer

T

aferseensss
\/
SSSSSSSS
f\\/
arsfaferedsn
\/

IETGEGIE R
\/

ferederdferse
\/

Composition: Chabukmar Toda, (Traditional Composition), Received from:

Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Drut.
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This produces a sound of the stroke of a lash. In this notes like ka, kadan or

ghadan are used. These notes add beauty to this composition.

6:3:8:2:7

Composition: Tukda, (Traditional Composition), Received from: V.C.D of

Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati: Tishtra and

Chatushtra, Type of laya: Drut.
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Various varna are used in tabla playing style of Farrukhabad gharana among
which tak is the most important varna. Most of the artists play varna tak on the back
side of syahi and some artists play it at the center of the syahi by keeping their fingers
flat. While playing fak in the playing style of Ajrada gharana and Farrukhabad
gharana the palm is kept open and fingers are closely joined so that the playing style

and its placement will sound like pak and not as fak.

6:3:9 Chakradar
Chakradar is one type of a tihai. When a particular group of bols is played

thrice as it is and brought back to sam, it is called as a tihai. When any big and
complete composition, which is a blend of a tiAai, is played thrice and brought back to
sam, itis called as chakradar. The only necessity of a chakradar is to have a tihar at its
end. A chakradar must be played either twice or it can be repeatedly played several
times. Any composition which is not extended and has tihai in it, if it is played thrice
and is brought back to sam, it is called a chakradar. When any paran is played thrice
and brought back to sam, it is called chakradar paran. When any tukda is played
thrice and brought back to sam, it is called a chakradar tukda.

A chakradar is more of a mathematical perspective. As when any composition
is played thrice then at every stage there is a calculation of'its beat, on that basis only it
comes back to sam. There is a lot of importance of punctuation in a chakradar
composition. As when in a composition we reduce or add a place of punctuation, then

automatically that composition gets composed in to different faal.
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Inrecent times we mainly hear chakradar of three types:
1) Sidhi Chakradar 2) Farmaishi Chakradar 3) Kamali Chakradar
1) Sidhi_Chakradar: There is no specific specialty found in the entire

composition of this type of chakradar. In this type chakradar a composition with

tiharis played thrice as it is and brought back to Sam. It is called a sidhi chakradar.

2) Farmdishi Chakradar: In the olden times the intellectual musicians used to
arrange concerts. At that time a group of talented musicians used to insist the
performer to present his exclusive composition. Such distinct compositions were
known as farmaishi bol.>

In recent times a farmdaishi chakradar means at first stage first dha of a tihai
comes on the sam, at second stage a second dha of tihai comes on sam and at third
stage when a third dha is obviously comes on sam; it is called as farmaishi chakradar.

Such types of meaningful compositions are not found much, so they are still kept in
farmdishi category.

3) Kamali Chakradar: This word generally used when any composition has

some exclusivity in it. In the olden days there were various compositions which were
exclusive and unique. They were very melodious, soulful and full of beauty. The
Ustad used to call such composition as '‘Kamal ki Bandish'. Such Composition is
known as kamaili category.

In recent times there is a fixed rule made for kamali chakradar. The
remarkable playing exists in the tihai of chakradar. There are three dha in every stage
of its tihai e.g. titakata gadigana dha dha dha, titakata gadigana dha dha dha,
titakata gadigana dha dha dha. When such chakradar is composed, special care is
taken that when it is played in the beginning, in the first part the first dha of tihar
comes on first sam, in the second part the second dhd comes on the second sam and in
the third part the third dha comes in the third sam i.e. the last dha ends at sam. These

specific types of compositions are rarely found. It is appropriate to call them kamali.
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6:3:9:1 Chakradars of Ajrada Gharana
6:3:9:1:1
Composition: Simple Chakradar, (Traditional Composition), Received from:

Prof. Sudhir kumar Saxena, Jati: Tshtra, Type of laya: Drut.
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6:3:9:1:2

Composition: Tripalli Chakradar, Composer: Ustad Habeebuddin Khan,

Received from: Prof. Sudhir kumar Saxena, Jati: Tshtra and Chatushtra, Type of

laya: Drut.
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Composition: Dumuhi Chakradar, Composer: Shri Pushkarraj Shridhar,

Received from: Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Madhya or

Drut.
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6:3:9:2 Chakradars of Farrukhabad Gharana
6:3:9:2:1
Composition: Simple Chakradar, (Traditional Composition), Received from:

Prof. Sudhir kumar Saxena, Jati: Ishtra and Chatushtra, Type of laya: Drut.
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Note: This bandish is always played in drut laya.

6:3:9:2:2

Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Drut.
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6:3:9:2:3
Composition: Dumuhi Chakradar, (Traditional Composition), Received

from: Shri Pushkarraj Shridhar, Jati: Chatushtra, Type of laya: Drut.
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Composition: Zulana Chand ki Chakradar, (Traditional), Received from:

Prof. Sudhir kumar Saxena, Jati: Mishra, Type of laya: Drut.
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Composition: Simple Chakradar, Composer: Ustad Haji Vilayat Ali Khan,

Received from: Prof. Sudhir kumar Saxena and Shri Amod Dandage, Jati:

Chatushtra, Type of laya: Drut.
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Composition: Simple Chakradar, Composer: Ustad Haji Vilayat Ali Khan,

Received from: Prof. Sudhir kumar Saxena, Jati: Chatushtra, Type of laya: Drut.
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6:3:9:2:7
Composition: Simple Chakradar, Composer: Chudiyawale Imambakhsh,

Received from: Prof. Sudhir kumar Saxena, Jati: Tishtra and Chatushtra, Type of
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laya: Drut.
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Composition: Lambchad Chakradar, Composer: Ustad Haji Vilayat Ali Khan,
Received from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad

Gharana), Jati: Tishtra and Chatushtra, Type of laya: Drut.
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The speciality of this chakradar if it is played in madhya laya the aesthetic
value of this composition is maintained. In this composition punctuation or ghumak
are present and that is the beauty of it. This composition must be played in madhya

layain stead of drut laya.

6:3:9:2:9
Composition: Farmaishi Chakradar, (Traditional Composer), Received

from: V.C.D of Pandit Arvind Mulgaonkar (Treasure of Farrukhabad Gharana), Jati:
Tishtra, Type of laya: Drut.
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6:3:10 Comparative study of Madhya and Drut Laya

compositions of both Gharana

In the solo presentation of Ajrada and Farrukhabad gharana all the above
given compositions have specific importance due to its laya. Though the composers
of both gharana have arranged the composition in this playing style keeping in mind
the specific laya and aspect of elegance. While presenting a solo performance this
layais presented with a specific reverence.

Every composition of Ajrada gharanais played on the great speed, whether it
is in vilambeet laya, madhya laya or in drut laya. Whatever methods are maintained
by the earlier Ustad is very accurate as per the tradition but some variations are also
found in it. The researcher has observed that in Ajrada gharana more importance is
given to vilambeet laya compared to madhya or drut laya. The composers of this
gharana could be responsible for this. If the compositions are observed carefully then
it is found that they are composed more in vilambeet than madhya laya. However the
assistance is taken from other gharana for the completion of its playing style. This
element is clearly observed in the presentation of Ustad Habeebuddin Khan. The
more thinking was done while composing quayeda compared to the compositions of
madhya laya.

However when we observe the style of Farrukhabad gharana, we conclude
that the maximum compositions are in madhya laya. The credit goes to the composers
ofthat gharana. Though more importance is given to gat-tukda compared to quayeda
and rela. This is because the playing style of this gharana has the influence of
pakhawaj. In Ajrada gharana there is a tradition of playing small mukhda after

presenting reld. However in this gharana tukda are presented after playing mukhda.
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These tukda do not match with any other gharana but they have their own identity. In
this composition has its own value and beauty when it is played after mukhda. We
have discussed before that this gharana has the influence of tasha and earlier in this
thesis the researcher has mentioned about this fact. However the composers of this
gharana had composed certain the compositions in such a manner that they are neither
influenced by tasha nor any other percussion instruments and these compositions
have unique identity. One fact is very clear according to Ustad Habeebuddin Khan
and from the interview of Prof. Ajay Ashtraputre that gat is always positioned after
tukda. According to some scholars gat doesn't exist in this gharana.

However the researcher is associated with this gharana and in context to it he
confirms that the gat with speed exist in this gharana. In this chapter the researcher has
tried to give some examples related to the above fact. Later by highlighting some of
the important words of this gharana selected compositions like chakradar were
composed and presented. When the researcher did a thorough study of the traditional
style of this gharana he found out that the tabla players have taken aid of other gharana
to balance and develop their methodical presentation. To confirm the above
information the researcher have referred chapters from number of books and also
interviewed various tabla players.

Sometimes while interviewing the researcher has also came across some
discrepancies in the collected facts such as there no fixed sequence of presentation
followed in the methodical tabla playing tradition of this gharana. However all
compositions are presented. According to the researcher's opinion it could have been
the tradition. The opinion of the researcher and as mentioned in the thesis of Porf.
Ajay Ashtaputre it is sure that this could have been a tradition. After the interview the
researcher has gathered facts, collected many compositions and tried to rearrange
them in a chronological order.

This gharana has its own tradition of presentation for the comparative study
with Farrukhabad gharana. If the compositions of both gharana are observed aptly
then there are few similarities as well as differences in them. Taking in consideration
the time factor the compositions of Ajrada gharana there is less duration while

presenting madhya laya and more duration for vilambeet. In Farrukhabad gharana
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less duration is taken while playing vilambeet and more duration for madhya laya.
This mention is about duration.

In both the playing styles there is no difference observed when mukhda is
played at the beginning of madhya laya. Atthe same time there similarity observed in
compositions, in the duration as well as in the execution. After interviewing many
scholars the researcher concludes that in Farrukhabad gharana lot of thinking is done
ongat.

Gat is an authentic composition of this gharana. The attempt has been made to
gather maximum gat and their types which play a significant role in solo tabla
performance. The specialties of gat are such that this composition is played with open
handed, has create echo and elegance. These compositions seem different as they are
named differently and there is neither any specific order of presentation nor a specific
system of playing. Gat -quayeda are also played along with gat. The credit goes to the
erstwhile artist of this gharana Ustad Jahangir Khan. It does not mean that this
composition is not played by any other artist. All the erstwhile artists of Ajrada
gharana have played this composition in their own community. There is a possibility
that some of their compositions may not be available.

However this alteration is observed in the compositions and style of execution
of presentations of the artists namely Ustad Ahmad Jan Thirakwa, Ustad Amair
Hussain Khan, Ustad Shaikh Dawood Khan, and Ustad Jahangir Khan of
Farrukhabad gharana. After the comparative study the researcher concludes that most
of the compositions of this gharana are composed and played in madhya laya and drut
laya. Though these compositions exist but none of them are found in a chronological
order. The detail study of this confirms the presentation style of every artist varies.

In the solo performance of the methodical tabla playing tradition of both
gharana it is observed that very little difference is observed in presentation of
vilambeet, madhya and drut laya. The only difference observed is in khuld baaj and
bandh baaj of both gharana. The same tradition is accepted by society i.e. all the
artists. These gharana are separate only because of the difference between these
compositions. However both baaj follow different style of execution. The researcher

has realized after the detailed study that in the methodical playing tradition of Ajrada
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gharana more importance is given to the compositions in vilambeet laya. Compared
to madhya laya most of the compositions are in vilambeet laya. The proof of this
tradition is there since the time of Ustad Habeebuddin Khan. The same tradition had
been followed by the earlier artists but there is no concrete proofto confirm it.

However it has been endorsed from the excerpts of the interviews of some of
the scholars of this gharana. The researcher has done lot of hard work to gather the
facts about the tradition and tried to present them over here. At the same time he has
also tried to focus on the tradition of Farrukhabad gharana. However it has already
been confirmed earlier that this gharana is based on khula baaj. After reading
numerous books, by interviewing the existing artists and listening and gathering
related information from the available records the researcher has reached to the
conclusion that in the playing tradition of this gharana equal importance is given to
vilambeet laya, madhya laya as well as drut laya. Both laya have equal important in a
solo tabla performance. However this presentation style is different in comparison
with Ajrada gharana. It is assumed that this tradition existed before 1899 too but to
prove this fact no recording was found to prove it, though too many efforts were done
to find the same.

After doing detailed study and rigorous thought process about both gharana
whatever facts were gathered are presented here. The researcher has done the detailed
study about accumulated information from various sources and only the facts about
both gharana are presented here. During the time of writing this thesis the researcher
has enhanced maximum knowledge and determined what should be the order of the
methodical playing style of traditional solo performance? The researcher himself'is a
student, he has not written this thesis just to keep in the library. This thesis will guide
and help all the students who wants to acquire knowledge about both gharana can use
to know the methodical tabla playing style tradition of both gharana. The researcher

has indeed worked hard to give all the facts in this thesis.
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FOOTNOTE
Excerpts from the interview of Prof. Sudhir Kumar Saxena and Pandit

Pushkarraj Shridhar.

“Tabla Vadan me nihit saundarya’ author PanditSudhir Mainkar pg-73
“Tabla-Prakash’ author Pandit B.L.Yadav pg-19

“Tabla Vadan me nihit saundarya” author Pandit Sudhir Mainkar pg-71
“Tabla” author Pandit Arvind Mulgaonkar pg-111

“The Art of Tabla Rhythm” author Prof. Sudhirkumar Saxena pg-46
“Tabla Vadan me Nihit Saundarya”, author Pandit Sudhir Mainkar, pg. 85
“Tabld Vignyan”, author Pandit Nandlal Sharma pg. 49

“Table par Delhi aur Purab”, author Pandit Satyanarayan Vashishtha. Pg. 110
“Tabla”, author Shri Arvind Mulgaonkar. Pg. 147

“Taal Parichay-Part-3”, author Shri Girishchandra Shrivastav pg. 30
“Tabla Vadan me Nihit Saundarya”, author Pandit Sudhir Mainkar, pg. 92
“Tabla” author PanditArvind Mulgaonkar pg-146

“Tabla-Prakash” author Pandit B.L.Yadav pg-45

“Taal Parichay-Part-3”, author Shri Girishchandra Shrivastav pg. 47
Excerpts from the interview of Shri Mukund Bhale.
“Tabla Vadan me Nihit Saundarya”, author Pandit Sudhir Mainkar pg. 130
“Tabla” author Pandit Arvind Mulgaonkar, pg. 158

“Taal-Kosh”, author Pandit Girishchandra Shrivastav, pg. 129

“Tabla Vadan me Nihit Saundarya”, author Pandit Sudhir Mainkar pg. 130
“Tabla Vadan me Nihit Saundarya”, author Pandit Sudhir Mainkar pg. 125
“Tabld Puran”, author Pandit Vijay Shankar Mishra pg-68
“Tabld Puran”, author Pandit Vijay Shankar Mishra pg. 72
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CHAPTER-VII

Contribution of Exponents of Ajrada and Farrukhabad

Gharana in Solo Tabla Playing

Since the prehistoric era there is a tradition of Indian music. It is not an
exaggeration if we say that music was present in nature since the evolution of human on
earth. The relic of values of music was present on the entire earth. On the entire earth the
land of India and its people were cultural. In the entire universe the Indian culture is rich
since the beginning. Since the ancient times India has achieved cultural, scientific, social,
religious, spiritual and intellectual progress.

This is why in all the field India was positioned first. At that time India was
known as Vishwa Guru. Owing this from the entire universe the students used to come to
the universities like Takshashila, Nalanda and Vikramshila to study the cultural values.
The subjects like archery, political science, governance, study of logic, anthropology, and
study of mathematics, study of Ayurveda, art of painting, art of sculpture, science of
linguistics, architectural science and the art of music were taught over here. That is why
India was recognized as a Vishwa Guru.

After observing all the historical facts it is known that in India the tradition of
Guru-Shishya exists since thousands of years. The same tradition is followed in Indian
Classical Music. In his thesis the researcher has decided to put the facts about the great
guru of Ajrada and Farrukhabad gharana. He has also mentioned about their biography,
their great teachings and contribution to the world of music. Both the gharana are the
uppermost gharana of tabla playing. The tradition is preserved by numerous guru-
shishya.

It is very difficult to mention over here about all guru of both the gharana. Then
too I have tried to include the biography of guru who was the pioneers of these gharana.
Though in his thesis from beginning to the end if any important information is

unknowingly missed out by the researcher, he requests you to forgive and guide him.
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7: 1 Contribution of Exponents of Ajrada Gharana

7:1:1 Shammu Khan

In the ancestry of Ajrada gharana Ustad Shammu Khan’s name is taken with
respect. The exact record of birth of Ustad Shammu Khan is not available but his period
is presumed to be somewhere around the year 1875. You were the most distinctive tabla
players of Ajrada gharana.

You were well aware about the knowledge of your ancestors but you still put lot
of efforts to develop various innovative compositions and presented them each one of it
in your performances. Due to this the tabla playing of Ajrada gharana became familiar.
Ustad Shammu Khan was popularly known as Munshi in the field of tabla. Munshi means
originator of bandish. Most of the compositions of Munshi were in tishtra jati quayeda
and their variations. It is said that in his performance there was beauty of palta as well as
bal along with quayeda. While presenting the tabla of Ajrada gharana, you always
explained the difference to the audience in tabla playing style of Ajrada and Delhi
gharana through your performances. This is contributed a lot for the development of
Ajrada gharana.

The specialty of your tabla performance is to give equal importance to danya
(right) and banya (left). The most important part of your presentation is to maintain the
beauty and purity of every composition. Ustad Shammu Khan Sahab had two sons

namely Ustad Habeebuddin Khan and Ustad Rafiquddin Khan.'

7:1:2 Ustad Habeebuddin Khan

In the year 1899 Ustad Habeebuddin was born at Merath. In your childhood
initiated training in tabla under your father Ustad Shammu Khan. As tabla playing was a
ritual in your family so the atmosphere in the house was of music, hence since your
childhood you were habituated to hear tabla playing of Ajrada gharana. You did a lot of
thinking on the shortcomings of Delhi gharana. You were the successful artist to achieve
to overcome the shortcomings of Delhi gharana.

From your childhood you were trained by your father and you became a

successful tabla player. Later you developed interest in learning tabla of Delhi gharana.
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Therefore you decided to become disciple of talented tabla artist Ustad Nathhu Khan of
Delhi gharana and began your training. As he learned tabla of Delhi gharana for many
years and that got reflected in his performances. This made tabla playing by Ustad
Habeebuddin Khan very effective, melodious and rhythmic attractive. While playing
bandish on tabla you exhibited the easiest way of playing the compositions in drutgati.
Ustad Habeebuddin Khan had a good command over banyd wherein he played
composition ghetak ghetak dhindhinagina very effectively and efficiently. When this
composition was played it gave the effect as if two pigeons are cooing. You performed
tabla of both Ajrada and Delhi gharana very melodiously.

In Ajrada gharana tabla is played in tishtra form. Whenever during a performance
qudyeda of this gharana was presented by you it was initially played in tishtra jati,
followed by chatushtra jati and then the first was played in dugun. Till today in your
presentations you presented various lengthy quayeda. You presented quayedd of
chatushtra jati you lifted and played the 13" ‘matra of quayeda of adi laya. You had the
exclusive art of presenting the most difficult compositions cleanly by converting them in
drut laya. You generally presented tabla playing in drut laya. The tabla of Delhi gharana
is considered to be in the form of madhya laya but with lot of practice Ustad
Habeebuddin Khan converted these quayeda compositions into drut laya. Therefore you
were known to be the supreme artist to play tabla of Delhi gharana in drut laya.

You were expert at with playing word dhir-dhir with use of fist (mutthi). You
very easily played the compositions in drut gati. It is said that in one of the conferences
held at Kolkata one tabla player very skillfully presented dhir-dhir before you. After
listening to the open dhir-dhir, you decided to play that same word with closed fist. As
soon as you took over the stage you declared to the audience that to response to this open
fisted dhir-dhir and declared that; ‘I will present the same with closed fist’ and very
skillfully played that word. Due to your presentation skill you became the topmost, very
popular and an extraordinary artist of the society. It is said that Ustad Habeebuddin Khan
did all his riyaz in Merath itself. Your disciple Prof. Sudhir Kumar Saxena very precisely
declares that Ustad Habeebuddin Khan did most of his riyaz in Hapud village of Merath
district. Your specialty was to do riyaz very secretly. You used a tabla with a large mukh.

Your hands had a special melody. Your father Ustad Shammu Khan had trained you only
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for the promotion and development of tabla of Ajrada gharana. You loved to mingle
around with everyone. It is said that you were fond of flying pigeons. You also loved
making fire crackers. You were also the captain of Kabbadi team.

In the year 1939 Shri Maheshwari Dayal, the Civil Judge of Merath had organized
a Music Confernece. In this conference Ustad Habeebuddin presented the most prominent
compositions of Ajrada gharana. That created a special impression on people about
Ajrada gharana. Ustad Habeebuddin Khan not only learned, wrote compositions and
remembered tabla but became complete and established tabla player. This concert was
organized to present you to the audience. Your cousins-Ustad Abdul Karim Khan, Ustad
Azizuddin Khan and his son Ustad Ashiq Hussin Khan and Ramzan Khan-their names
are remembered with lot of respect. In the year 1941 Shri Umanath Bali had organized a
concert for the propaganda and promotion of tabla of Ajrada gharana. This concert was
held at Pandit Bhatkhande College in Lucknow. In this concert you presented your solo
performance, listening to it the audience was enthrall and mesmerized. You presented a
marvel of /aya to the audience. The specialty of your presentation was such when you
played a composition in drut laya, each words could be heard clearly and every character
can be copied easily by the listener. In the same year (1941) Dr. B. R. Bhattacharya
organized a concert at Allahabad. In this concert you presented a solo performance of
tabla of Ajrada gharana. It is said that Ustad Habeebuddin Khan was not only the expert
solo performer but also the best at accompanying. You were recognized as Sangat
Samrdat. The contribution made by Ustad Habeebuddin Khan to develop tabla of Ajrada
gharana is remarkable. The development of this gharana was impossible if the artist of
your caliber did not belong to it. There was a possibility that after Ustad Shammu Khan
this gharana would not have subsisted remained in limelight. Ustad Banne Khan’s son
Ustad Niyaz Ahmed Khan was an expert tabla player but he accompanied you by playing
Sarangi. Some of the well-known and prominent disciples of Ustad Habeebuddin Khan S
are his son Manju Khan still resides in Delhi and among his other disciples Prof. Sudhir
Kumar Saxena (Baroda) and his nephew Late Ramzan Khan. During the period from
1940 to 1960, tabla playing of Ustad Habeebuddin Khan was at its paramount level. In
musical concerts all over the nation his tabla playing has created sensation. Your health

deteriorated after few years and in the year 1969 you suffered a paralytic attack. Finally,
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after a prolonged illness your demise took place on 1% July 1972 you departed to a

heavenly abode.”

7:1:3 Swami Dayal

Swami Dayal was native of Allahbad. Your father Shri Maheshwari Dayal Mathur
was the Station Judge (around 1940) at Allahbad. Your father had two sons namely-Shri
Guru Dayal and Shri Swami Dayal. Shri Guru Dayal was a vocalist and Shri Swami
Dayal was a tabla player. Shri Swami Dayal had acquired training of Ajrada gharana
from Ustad Habeebuddin Khan. You are the senior most disciples of Ustad Habeebuddin
Khan.You aimed to play tabla only as a hobby. You have learned and memorized
important aspects of tabla of Ajrada gharana.Your father always invited Ustad
Habeebuddin Khan to your resident so that you will learn tabla of Ajrada gharana.

The Nauchandi Festival was regularly held at Merath. Every year Shri
Mahashweri Dayal used to organize music conference at this festival. Ustad Habeebuddin
Khan had given his first program of his life at this festival. Swami Dayal never performed

anywhere in India so he did not get fame. Recently you passed away.’

7:1:4 Prof. Sudhir Kumar Saxena

Prof. Sudhir Kumar Saxena was born on 5™ July 1923 in Aligarh district of Uttar
Pradesh. Since your childhood you were fond of music. At the young age of 12 to 13 you
began elementary training in tabla from Ustad Bundu Khan at Gaziabad. You tried to
learn playing tabla by reading various books on related subject but you realized that by
merely reading books one cannot learn to play tabla. However you decided to begin your
training under your maternal uncle Pandit Prasadilalji of Delhi. At that time your
maternal uncle was at Lucknow. Your maternal uncle encouraged you a lot to developed
interest in the field of music. This helped you to you progressed in overall education in
tabla playing training. You developed more interest in this field. In the year 1930 you
were started accompaniment with vocal and instrumental music on tabla. To attain further
progress in this field you decided to go get training from appropriate guru. Subsequently

in the year 1939 you met Ustad Habeebuddin Khan of Merath. You decided to acquire
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training from Ustad Habeebuddin Khan who was India’s distinguished khalifa of Ajrada
gharana. In the year 1939 you started formal training in Ajrada gharana. Along with tabla
training you continued working hard and within three years of duration you completed a
degree of Bachelor of Arts. Day by day you became affectionate towards your guru.
Keeping in mind the routine of your guru Ustad Habeebuddin Khan you continued
practicing in an artistic form.

From your Ustad you obtained comprehensive training of tabla playing of Ajrada
gharana. You put in tremendous efforts and lot of hard work for the same. Your aim was
to obtain in-depth knowledge of tabla of Ajrada gharana and to work towards its
development and assimilated your goal. You have learnt the best of the qualities of tabla
playing in the company of his guru and developed it further with your intellect.

In the year 1950 Smt. Hnasa Mehta, the first Vice Chancellor of Maharaja
Sayajirao University of Baroda was present at one of your performances at Bombay.
After listening to your performance she invited you to take over the post of Head of the
Department of tabla. You gracefully accepted the offer and since the year 1950 to 1983-
for thirty three years you were associated with the university. You have performed in
prominent music concert all over India, aimed to develop tabla of Ajrada gharana and are
honoured as the eminent tabla player. You have performed in cities like Delhi, Mumbai,
Lucknow, Kolkata, Banaras etc. You have accompanied renowned vocalists,
instrumentalists as well as classical dancers and persistently worked towards the
development of tabla of Ajrada gharana. In Baroda city of Gujarat State, you have trained
many disciples; who are performing tabla of Ajrada gharana on the state, national and
international level. Many of your disciples are associated with various educational
institutions in tabla departments. Some of your well-known disciples are Late Shri
Ganpatrao Ghodke, Shri Madhukar Gurav, Shri Ravindra Nikte, Shri Chandrakant
Bhosle, Shri Vikram Patil, Shri Pushkarraj Shridhar, Shri Chandrashekhar Pendse, Shri
Ajay Ashtaputre, Shri Anil Gandhi etc.

Names of the disciples who are actively involved in tabla playing in various cities
of Gujarat State: Shri Divyag Vakil and Shri Ramesh Bapodara (Ahmedabad), Shri
Devendra Dave and Dr. Gaurang Bhavsar (Rajkota), disciples active in Maharashtra

State: Mumbai: Pandit Sudhir Mainkar, disciples’ active at the international level: Shri
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Dirpaul Devnandan at Mauritius, Shri Kazuyuki at Japan, Shri John at London, Shri Altaf
Hussain and Shri Nitiranjan at Bangladesh.

Pandit Sudhir Kumar Saxena selected various mediums for the promotion of
tabla. Among them Radio was the most prominent. Till date the recordings of your tabla
performances is aired on all the Radio Stations of Gujarat State. You have given
numerous solo performances and accompanied various musical concerts on Radio. Your
articles on tabla are published in numerous journals of different organizations. Your solo
performances of tabla are still broadcasted on Doordarshan programs.

Various organizations have honoured you for your valuable contribution for the
development and promotion of tabla playing namely-

1. Gaurav Puraskra by Sangeet Nritya Natya Academy of Gujarat State in 1983

2. Sharangdev Puraskar by Surshringar of Mumbai in 1992

3. You have organizes workshops and lecture sessions in various institutions to address
the topics like ‘Tabla Gharana’Bandish and ‘Ajrada baaj’. You are the ‘A’ grade artist of
All India Radio (A.LLR). Pandit Sudhir Kumar Saxena composed numerous melodious
compositions of Ajrada Gharana. In that you have primarily composed quayeda, reld and

gat. On 30™ November 2007 you departed to the heavenly abode.*

7:1:5 Pandit Hajarilal

Around 1925, you were born in the village Badawar of district, Churu of
Sujangarh Tahesil of Rajasthan State. You acquired the training of Ajrada gharana from
Ustad Habeebuddin Khan. After several years of training from Ustad you came to
Mumbai. After coming to Mumbai you set up an academy for the promotion of Ajrada
gharana. However, in the year 1941 you were appointed as a Reader at Merath Sangeet
Samaj College of Merath. Later you were appointed at the Department of Tabla as a
Ustad at Raghunath Girls College of Merath.

Instead of giving public performances you concentrated more on teaching tabla of
Ajrada gharana to the students. His specialty was to use a wrist and to play a complicated
composition in the simplest form. He trained every disciple according to his ability. You
have made a remarkable contribution for the development of this gharana. Your demise

took place on 23" April 1995. Your sons Shri Prem Shankar, Shri Brij Mohan, Shri
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Hanuman, Shri Ravi, Shri Prakash, Shri Munna and Shri Dhaji names are well-known
and Pandit Sundarlal Ghagani and Late Madanlal Gangani are two of his well-known

disciples.’

7:1:6 Ramzan Khan

In the year 1941 Ramzan Khan was born in Meraath, Uttar Pradesh. This artist
represented the most renowned tabla gharana i.e. Ajrada gharana. You got the formal
training of tabla from your father Ustad Azizuddin Khan and Ustad Habeebuddin Khan.
Ustad Azizuddin Khan had three sons namely Ashique Hussain, Ramzan Khan and
Shamshad Hussain.

Ustad Ramzan Khan had accompanied many eminent artists in the concerts
organized on A.LLR. Along with an expert solo performer; you were talented companion
for the classical music performances, Gazals and accompanying other forms of music.
You were bestowed Talmani by the organization called Sur-Singar Sansad of Bombay.
Other than India you have travelled to the countries like Germany, England, France and
Afghanistan for performances. He passed away at the beginning of 19" century.

Some of the prominent disciples of Ramzan Khan are Gulam Sabir, Mohemmad

Kamil (these two are his sons), Shakil Ahmed, Naushad Ahmadand and S. R. Chishti.’

7:1:7 Shri Yashwant Kerkar

Shri Yashwant Kerkar was born in the year 1915 in the village Keri of Goa. You
initiated your formal training in tabla from Ustad Habeebuddin Khan.You became a
disciple of Ustad Habeebuddin Khan to obtain training in tabla of Ajrada gharana. Later
to acquire training in tabla playing of Farrukhabad gharana you became disciple of Ustad
Amir Husasain Khan.

You acquired the best training of both-Ajrada and Farrukhabad gharana.
Therefore you are the proficient at solo tabla playing and as an accompanying other
performances. You are specialized in playing tabla with open words while accompanying
vocal recitals. You are well known for this quality. For years on you are teaching tablas

in Mumbai. You are the ‘A’ grade artist and are associated with All India Radio, Mumbai
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Centre. Later you retired from Mumbai Radio station and were associated with Sangeet
Natak Academy of Goa. You have always aimed to give best education to your disciples.
Therefore you worked really hard for the promotion and development of tabla of Ajrada

gharana. Shri Gore is one of the best disciples of yours.

7:1:8 Shri Padhye Master

Pandit Shridhar Pandhye was born on 9" March 1938, at Adiware (Kalikawadi),
Taluka Rajapur of Ratnagiri district. He did his basic schooling from Aadiware and then
completed his S.S.C. from a night school in Mumbai.

There is a precise enculturation of tabla on him due to daily Aratis and rhythmic
Bhajans that took place in the temples of Adiware. He started his Tabla training under the
guidance of Pandit Sakharampant Bhawat of Kasheli. In the year 1957, he met his
prodigious Guru Pandit Yashawant Kerkar. Since 1957, he not only took traditional and
methodical tabla training from his Guru Pandit Yashwant Kerkar but also wholeheartedly
served him till 1992. Pandit Padhye Master is very fortunate that he got a Pandit
Yashwant Kerkar as his Guru. Master Kerkar means the ocean of knowledge of Delhi
and Ajrada Gharana. Under his guidance Pandit Padhye acquired profound knowledge
and countless traditional compositions too. He also got guidance about process of nikds.
He got the spell and technique of accompaniment. Above all under his guidance he
acquired perception about Tabla.

In the year 1965 he started teaching tabla. Pandit Padhye progressed under the
guidance of his Guru Master Kerkar. He also enhanced his knowledge while teaching his
students. In this process of self-development he got due recognition. He is well-respected
amongst the people as Guru and an artist.

As a person, he is very simple and kind-hearted. He is also known as a man of
principles. In the mean-time many scholars thought and experience his greatness. He is a
hard-working man with high morale and determination. He has acquired and proved his
greatness through tremendous loyalty towards Guru and immeasurable hard work done to
achieve goals of life. He has served in the Department of Music at Mumbai University for

ten years.
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Generally while accompanying, taals like Teen Taal, Rupak, Adacautaal, Zap
Taal, Sawari, Addha, Chamak etc. are to be played and in a veelambeet laya. It is the
most essential but challenging to maintain such a beat. Pandit Padhye Master manages to
handle these tasks effortlessly. Along with playing tabla, his other interest is Astrology.
He has expertise at this subject too. By using the knowledge of Astrology, he has helped
and guided many curious people without any monetary gain. He is a rare combination of
erudition, talent and offered education to students generously. He has trained countless
students selflessly. He has trained nearly 200 students.

He has accompanied various prominent artists like Pandit Nivruttibua Sarnaik,
Pandit Krishnarao Chonkar, Pandit Gajananbua Joshi, Pandit Govindrao Agni, Pandit
Firoz Dastoor, Dr. Ashok Ranade and Pandit Ratnakar Pai. He has given presentations of
tabla during the workshops and lectures on music Professor B. R. Devdhar. He has
accompanied ‘Gan Samradnyai’ Pandita Dhondutai Kulkarni for almost 40 to 45 years.
He has played tabla in more than 50 shows of musical dramas of Smt. Suhasini
Mulgaonkar and also accompanied ‘Gan Samradnyai’ Smt. Shanta Apte in a drama-
‘Sangeet Swayamwar’.

His students have achieved accolades in various programmes of A.LR;
competitions like ‘Valhemama Spardha’ and ‘Jaganndath Spardha’. In the year 1993 he
went to South Africa on request of his students. He gave programs, presentations and
conducted workshops in Durban and Johannesburg. Since 1965, he is serving his Guru

diligently and the teaching learning process is still on.*

7:1:9 Ustad Manju Khan

Ustad Manju Khan was born approximately around 1950 in at the resident of
Ustad Habibbuddin Khan. For 13 years he took tabla training from Ustad Habeebuddin
Khan. After the riots of Merath in 1962 Ustad Habeebuddin Khan suffered a paralytic
attack. For the next one year he went to Ustad Amir Hussain Khan to acquire further
tabla training. Then he shifted to Merath. The next five years was the most difficult time
of his life. After the demise of Ustad Habeebuddin Khan in 1972, Ustad Manju Khan
came to Delhi. By that time he had become an expert tabla player. Ustad Karim Khan
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(Merath), Khalifa Affaq Hussain Khan (Lucknow), Ustad Ramzan Khan (Delhi), Babu
Ram Parwesh Singh (Darbhanga) and Panidt Balkrishna Sharma (Amritsar) were his
disciples. Khan Sahab was the esteemed artist of All India Radio. He was known as the
most respected tabla player in Delhi. He was also known as ‘Table ki Dukan’. In the year
1971 Balkrishna Shukla took him to Amritsar for a tabla performance. For the next 15
years, he gave tabla performances at Shri Durgyana Raag Sabha. Apart from Amritsar,
Khan Sahab gave wonderful tabla performances in Harivalabh Sangeet Sammelan-at
places like Jalandhar, Ludhiana, Fillaur, Chandigarh, Patiala, Pathankot, Shimla,
Kanpaur, Lucknow, Banaras, Rampur, Jaipur, Jodhpur, Patna, Darbhanga, Hyderabad,
Muambeai, Delhi, Bhopal, Agra, Gwalior, Mugal Sarai, Dibrugarh and many more places.
Along with a solo performance he had accompanied several superior artists and for this
the artists respected him a lot. However, Ustad never was ranked among the renowned
artists. The main reason for this was his illiteracy and he was never into playing politics
among the artists. Ustad Manju Khan Sahab was a straight forward and extremely humble
ahuman being. He had accompanied renowned artists like ‘Bharat Raatna’ Pandit
Bhimsen Joshi, Ustad Amjad Ali Khan, Pandit Ram Narayanji, Pandit Jitendra
Abhisheki, Pandit Jagannath Mishra, Ustad Abdul Haleem Jafar Khan etc. He never
compromised with the purity of tabla, although he had a tough life. He is still working
really hard to preserve the purity of tabla of Ajrada gharana. Ustad Athar Hussain
(Delhi), Parvez (Delhi), Anil Sharma (Ludhiana), Amaan Ali (Delhi), Kumari Neety
Chopra and Sanjesh Prasad (Fiji) are among his disciples. Various other disciples of

Khan Sahab are bringing glory to his name.’

7:1:10 Shri Madhukar Gurav
On 21* August 1954 you were born to Pandit Nanasaheb Tukaram Gurav. There

was atmosphere of music in your family so at very young of six you started taking formal
training in tabla from your father Pandit Nanasaheb Gurava. Pandit Nanasaheb Gurav
was one of the best tabla player and pakhawaj player. You father passed away when you
were very young. Therefore in the year 1966 you took admission in Diploma course at

Maharaja Sayajirao Univesity. Here you met Prof. Sudhir Kumar Saxena.
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After listening to tabla performance of Prof. Sudhir Kumar Saxena you decided to
attain further training from him. Your interest in tabla playing took you close to Prof.
Sudhir Kumar Saxena and developed respect and affection for him and you accepted him
as your guru. From your guru you acquired training of Ajrada gharana as well as other
gharana too. However you strongly believed that Ajrada gharana is totally distinctive
than any other gharana so you decided to develop it further and began tremendous
reparation for it and attained success in it. You were mesmerized when you heard the
recording of your senior guru Ustad Habeebuddin Khan. You have realized that in Ajrada
gharana tabla is to be played at superior level to attain pleasure. You have always
presented tabla to achieve the superior level. You did the promotion of tabla of Ajrada
gharana through Radio, Doordarshan and by writing in various newsletters. You ranked
first in India at the Classical Instrumental Music Competition sponsored by A.L.R. This
made you an ‘A’ graded artist at A.ILR. You worked really hard to promote and develop
the tabla playing style of Ajrada gharana. For this purpose you gave various solo
performances and accompanied various music concerts on A.I.LR. During the period of
1972 to 1979 you were the artist at A.I.LR. centre at Rajkot. In the year you took over as a
Head of Department of Instrumental Music at Maharaja Sayajirao University at Baroda.
You have performed at various music concerts in India and abroad. You were
accompanied some of India’s renowned musicians like Pandit Jasraja, Smt. Kishori
Amonkar, Ustad Gulam Musttafa Khan, Dr. Prabha Atre, Pandit Jagdish Prasad, Pandit
Dinkar Kaikini, Pandit Umashankar Mishra, Pandit D. K. Datar, and Dr. Arvind Parekh
etc. The above given information is from the excerpts of the interview of Prof. Ajay
Ashtaputre. Along with the Degree in Tabla, you have obtained a degree of Bachelor of
Arts. On 9" July 2004 you departed to the heavenly abode."

7:1:11 Shri Sudhir Mainkar

In your family your father Late Shri Vishnupant alias Dada Mainkar has great
liking for music. You started leaning to play tabla as the instrument was available in the
house and your father’s wish that you should learn play it. At the very young age of 13 to

14 you were cultured for music.
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You began learning tabla of Delhi gharana from Pandit Marutirao Kir. Your
father was very much keen on listening best performances of tabla artists so he was keen
on inviting many artists of different gharana to his residence. Therefore you were lucky
to hear performance of well-known artists at your residence. While listening to these
performances, Shri Sudhir Mainkar decided to become the disciple of Ustad Imamali of
Delhi gharana and started systematical training of tabla playing under him. You acquired
the formal training of tabla playing of Delhi gharana from Pandit Marutirao Kir and
khalifa Ustad Imamali Khan. Along with tabla playing, you are working as an officer
with Life Insurance of Corporation of India. You wanted to continue with your
occupation at Life Insurance Corporation of India. Therefore you stayed in Baroda for
few years. During this period you happened to meet Pandit Sudhir Kumar Saxena who
was associated with Maharaj Sayajirao University of Baroda. Hereafter you continue
training of Ajrada gharana under Prof. Sudhir Kumar Saxena. Hence you did special
study of the beauty involved in the compositions of Ajrada gharana. The development of
basic culture of Delhi gharana and the training acquired of Ajrada gharana from Prof.
Sudhir Kumar Saxena had given you the fame of the best tabla player in the society.

He was became admired as one of the best teacher for giving training in Ajrada
and Delhi gharana. You gave the most important training to your disciples. You imparted
the most important value of education on your disciples. The most important aspect of the
tradition of guru-shishya is to learn, to observe and to examine. You explained this
principle to your disciples i.e. to have a vision. You have acquired the above during the
training from Prof. Sudhir Kumar Saxena. Shri Umesh, Shri Amit and Shri Ashish are
some of your famous disciples.

During your long service with Life Insurance Corporation of India you played a
very important role in the Department of Training and Human Resource Development.
While working in this department you have studied the Principles of Global Training and
imparted the same principles while teaching tabla. You have always worked hard for the
developing the quality of the playing style of the artist to the fullest and tried to maintain
the balance to get the best. For the development of tabla of Ajrada gharana you are still
training students in Kandivali, one of the suburbs in Bombay. You have contributed a lot

in the development of Delhi and Ajrada gharana."

281



7:1:12 Shri Pushkarraj Shridhar

You were born on 15" September 1952. Your entire family is in the field of music
thus you spent your childhood in the culture of melody and rhythm. You started your
training in tabla age of six under your father Pandit Kishanlal Shridhar. However since
your childhood you began your training in tabla that developed your interest in it. You
immediately acquired obtained tabla training from Pandit Lakshman Prasad Shirdhar of
Jaipur but due to some unavoidable reasons you left your home and came to Baroda in
1965. In the year 1967 you met Prof. Sudhir Kumar Saxena. You were already trained
under Jaipur style. You sincerely decided to learn tabla playing style of Ajrada gharana.
After acquiring training under Ajrada gharana you began your tours all over India. In the
year 1968 you resided at Delhi. You went to Aligarh in 1969, to Kolkata in 1971 and
finally in the year 1972 you joined Vanasthali College as lecturer in tabla. Your father
Pandit Kishanlalji was already residing at Baroda so you visited frequently. During every
visit you acquired training from your maternal uncles Pandit Sunderlal Gangai and Pandit
Madanlal Gangani. From 1974 to 1982 you worked as a lecturer and promoter of tabla at
‘The Institute of Music and Fine Arts’ in Jammu. Since 1983 you are working as Reader
in Department of Tabla at Maharaja Sayajirao University of Baroda. You acquired tabla
training of different guru-tabla of Jaipuar style from your father and maternal uncle,
Banaras gharana from Pandit Bipin Chandra Malviya and tabla of Ajrada gharana from
Prof. Sudhir Kumar Saxena. You are B+ grade artist of A.ILR. You have established the
reputation of a brilliant musician at several reputed music conferences all over India. It is
said that you are the expert and successful accompany for vocal recitals, instrumental as
well as dance performances. You are very good composer and singer. You are adopted
playing style of Ustad Habeebuddin Khan and Ustad Ahmad Jan Thirakhwa. Now a days

researcher is also received training from such a talented artist and guru."

7:1:13 Mohammad (Md.) Akram Khan

You are the young, renowned, intelligent and versatile artist of Ajrada gharana. In

the year 1965 you were born in the family of musicians. You began your tabla playing
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from your father Ustad Hashmat Ali Khan. Later you continued tabla playing under the
guidance of Ustad Niyaju Khan.

Ustad Akram Khan has graduated from Merath University. You obtained degree
as Sangeet Praveen from Prayag Sangeet Samiiti, Allahbad and Sangeet Visharad from
Prachin Kala Kendra, Chandigarh.

Mohammad Akram Khan started stage performances at a very young age. In the
year 1987 you went to Japan to accompany Ustad Vilayat Khan. Later time and again you
gave many performances abroad. You are grade ‘A’ artist of A.LLR. You have
accompanied renowned artists like Ustad Vilayat Khan, Panit Ravi Shankar, Pandit
Ramnarayan, Pandit Shiv Kumar Shama, Pandit Budhaditya Mukharjee, Shri Bhajan
Sapori, Ustad Shahid Parvez, Ustad Shujat Khan, Pandit Hari Prasad Chaurasiya, Pandit
Rajan-Sajan Mishra, Pandit Jasaraj, Ustad Rashid Khan, Dr. N. Rajam, Pandit Debu
Chaudhari, Pandit Birju Maharaj etc.

Your specialty is to play the most difficult composition of Ajrada gharana in the
easiest and fascinating manner. You love to mingle with people. You are tirelessly and
diligently working towards the development and promotion of the traditional tabla of
Ajrada gharana in the society. You reside at Delhi and guide your disciple

wholeheartedly and affectionately."”

7:1:14 Prof. (Dr.) Ajay Ashtaputre

Ajay Ashtaputre was born in 1965 from a Music living family. He has started
learning tabla from his first guru Shri Prabhakar Date at the age of 10, who taught him
basic of rthythm. Later he had also the fortune of receiving advance training from Prof.
Sudhirkumar Saxena, The prominent artist of Ajrada gharana and the disciple of Ustad
Habeebuddin Khan of Ajrada gharana. After years of rigorous training and hard practice
put Ajay on a firm and solid foundation and he emerged as a competent tabla player at
the younge age.

He passed ‘Sangeet Visharad’ examination with first class distinction from ‘Akhil
Bhartiya Gandharva Mahavidyalaya Mandal’ Miraj, Bombay. He also received the
degree of Ph.D. from M.D. University Rohtak Hariyana under the guidance of Dr.Ravi
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Sharma in 2004. He has awarded ‘Taal-Mani’ from ‘Sur-Shingar Samsad’. He is a B-
high grade artist of doordarshan and A.L.R. since last twenty years.

He is serving in the M.S.University of Baroda as a professor, Head, Department
of Instrumental Music and Vice-Dean in the Faculty of Performing Arts since 1990. He
performed with top grade artist in foreign countries like France, Spain, Italy, Austria,
Germeny, Switzerland, Belgium, Poland, U.K., Mauritius etc. At present he is a

prominent artist of Ajrada gharana.'

7:1:15 Shri Sudhir Pandye

You were born on 10™ April 1967, on the auspicious day of Ramnawami, in the
devoted and established family of musicians. Shri Sudhir Pandye acquired high-level
education in tabla playing from your father Pandit Arjun Pandye and your Guru Pandit
Bhagwatsinhji. Both your guru trained you in tabla of Ajrada, Delhi and Banaras gharana
and made you extremely qualified.

You were eminent solo performer as well as you have accompanied several
renowned artists like Late Vilayat Kha, Late Shri Nikhil Banerjee, Late Shri V. G. Jog
and Late Shri Bholanathji Pathak (Guru of Pandit Hariprasad Chaurasiya). You have also
accompanied Ustad Amjad Ali Khan, Ustad Raees Khan, Mehendi Hasan, Vidushi Girija
Devi, Pandit Jasraj, Dr. L. Subramanyam, Pandit Bhajan Sapori, Pandit Ramnarayan,
Late Shri Shirkant Bakre, Pandit Rajan-Sajan Mishra, Dr. Ashwini Bhide Deshpande,
Pandit Ronu Majumdar and Ustad Shujat Hussain.

The audio-visual and compact discs recordings of your performances of
accompanying Ustad Vilayat Khan, Ustad Amjad Ali Khan, Pandit Bhajan Sapori,
Vidushi Kankana Banerjee, Vidushi Sumitra Guha etc. are available the market. In one of
the Fusion Concert organized by Max Muller Bhavan at Delhi, you have accompanied
Saxophone players from Michael Ritjler and Valendein Clauster of France.

You are the recipient of many gold medals. You have also received the junior
fellowship from the Ministry of Human Resource Development. You are honoured with

title of Talmani by Sursingar Sansad of Mumbai and Taal Ratna by Surmandir of Patna.
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As an artist Shri Sudhir is equally popular on A.LR and Doordarshan. On the 50"
anniversary of India’s Independence you got an opportunity to present your performance
at the programme organized by the United Nations at Geneva. At this program Presidents
from more than 100 countries were present. You have successfully performed in
countries like Germany, Holland, Belgium, Switzerland, Serbia, France, England
(London), Gulf countries, Bhutan, Vietnam, Korea, Japan etc. and many other countries.

Shri Sudhir Pandye is the ‘A’ grade artist of A.ILR. and Doordarshan, and has
performed in various Music Concerts organized by them on national level. You have
obtained the honours degree of Sanskrit literature. You are a tabla player of the styles of
Ajrada, Delhi and Banaras gharana and your wife Smt. Amrut Prabha Kaur is a vocalist

and a tabla of player of Punjab gharana.”

7:2 Contributions of Exponents of Farrukhabad Gharana
7:2:1 Ustad Haji Vilayat Ali Khan

Haji Vilayat Ali had unique blend of qualities, as he was the supreme tabla player,
finest composer and a successful tutor. He combined the composition of Delhi and
Farrukhabad gharana into his opus and presented tabla playing in a new form. He gave
acknowledgement to Farrukhabad gharana through his sons and disciples. His son,
Hussain Ali became a renowned artist. Some of his eminent disciples are esteemed
Chudiyanwale Imaam Bakhsh, Miyan Salaari Khan, Mubarak Ali Khan and Chhunnoo
Khan.

Amaan Ali Khan was Haji’s second son. He was also connoisseur at his art. Prof.
Laalji Shrivastav had heard from his guru that in his old age Aman Ali Khan suffered
from some contagious disease. His family members neglected him at that time. At that he
left for Jaipur and decided to educate others instead of his own family members. Pandit
Jiya Lal grabbed this opportunity. He took lot of care of Ustad and Ustad trained him
wholeheartedly.

Haaji’s compositions are religiously pursued by all the competent tabla players.

any performer it is considered to be the best performance.'®
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7:2:2 Ustad Ahmad Jan Thirakwa

Ustad Ahmad Jan Thirakwa is considered one of the greatest tabla players of the
20™ century. He is known for his mastery over most of the different tabla gharanas, and
was one of the first tabla players to elevate the art of playing tabla solo to an art in its
own right.

He was born to a family of musicians in 1892 in Muradabad in Uttar Pradesh state
in northern India. Although his early musical training was in Hindustani vocals and the
Sarangi, his interest in tabla was aroused when he heard the famous Ustad Munir Khan.
He became Munir Khan’s disciple at the age of 12.

The name Thirakwa is not actually his original name, but was an epithet he earned
from his guru’s father. One day, while watching him practice, his guru’s father remarked
that he played so well his fingers seemed to be ‘shimmering’ on tabla. This earned him
the nickname Thirakwa. He acquired his nickname in an interesting manner. It is said that
Thirakwa’s devoted practice and natural talent pleased Ustad Munir Khan so much that
Thirakwa became his favourite disciple. Munir Khan’s father, Kale Khan used to watch
Thirakwa play.

One day Kale Khan remarked how nicely his son’s pupil’s fingers ‘dance on the
drum’. Thirakwa came from the word thirakh or ‘Shimmering thunder’-like the quality of
a Kathak dancer’s feet in action. Soon he was to be “Thirakwa tabla master with dancing
fingers”.

In three types of presentation-Form, Matter and Process- the most important was
‘Process’, of which Thirakwa was prominent tabla player. Along with process the other
most important aspect is richness of language. Ustad Thirakwa’s tabla playing was
affluent in literary language. When we listen to tabla playing it seemed that brilliant
results are not achieved just by literature, but literary tabla playing will be extremely
effective if presented skillfully, efficiently and using powerful hands. Ustad Thirakwa’s
tabla playing was always superior as he possesses both the qualities-the knowledge of
standard literature, best and dominant style of process. His smallest mohra too was
appreciated by the audience.

It was considered to be the specialty of Delhi gharana to present a traditional and

disciplined peshkar. Ustad Thirakwa never played that peshkar, (He played a peshkar of
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Delhi gharana only on a national program of ‘All India Radio’.) but he presented
altogether a different peshkar.

There are four major factors of presenting a peshkar. It consists of (1) Slow
vilambeet laya, (2) its presentation should be done in poetic language and in the form of
vocal recital in upaj ang, (3) it should be free from strict rules of quayeda, and (4)
Various alphabets should be presented on the basis of the principles of khali-bhari. There
is a liberal and artistic utilization of all these four things in peshkar vadan by Ustad
Thirakwa.

There was tremendous influence of Ustad Natthu Khan’s thoughts on the playing
style of Ustad Thirakwa. Ustad Thirakwa used to say that his thoughts about tabla
playing were highly influenced by Ustad Natthu Khan’s ideologies. Other than peshkar
vadan, Ustad Thirakwa used to present few quayedd of Delhi, Ajrada as well as
Farrukhabad gharana.

While presenting quayeda of Delhi gharana he used to apply laya revelent to
Delhi gharana. He used to extend a quayeda with limited strength. Audience used to
enjoy his performance to the fullest as he has magnificent power in his hands. Ustad
Thirakwa had expert at playing quayedd of Ajrada gharana but he brilliantly played
quayeda of Furrkhabad gharana.

Rela were played after quayeda. He used to play rela very excellently in Delhi as
well as Farrukhabad gharana style. There has to be a continuity echo of words in a rela.
Due to the echo of chant and banya there was a flow of rhythmic tone in his rel@ playing.
His presentation was really superior and ear pleasing. He used to play various
compositions of reld. There was tremendous sweetness in his re/@ due to his individual
process style.

Ustad Thirakwa used to play mukhda, mohra, and tukda very delicately and
elegantly while extending a composition during his presentation with his expertise and
surprise the audience.

Ustad Thirakwa had the ultimate supremacy of playing gat-tukda. It was a matter
of fortune to hear the presentations of gat-fukda that are composed in rich language and
high quality of rhythmic laya. His style of presenting gat-tukda was decorated in the style

of Lucknow and Farrukhabad gharana.
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He served in Bal Gandharva Natak mandal for almost one decade as a companion
and as he took interest in it, so his accompanying used to be very melodious and it was
not just about accompanying but his solo performance was also equally brilliant.

Thirakwa’s debut performance was in Khetbadi, Bombay at the age of 16. From
then on he became on of the busiest artists in North India. In 1936 he was appointed a
court-musician of Rampur. In his 30 years of service he accompanied the greatest
musicians of his time. After his service, he went to Lucknow, Bhatkhande College of
Music. He became professor and Head of the faculty of tabla. Even after he retired, he
was closely associated with this institution as Professor Emeritus.

Thirakwa was able to play material from all the different gharanas. He belongs to
the Laliyana parampara of the Farrukhabad gharana. (Some suggest that this parampara
deserves to be considered a separate gharanda read biography of Ustad Nizamuddin Khan
for more details on Laliyana tradition.) Other Laliyana musicians are Ustad Amir
Hussain, Ustad Nizamuddin Khan, Ghulam Hussain, Shamsuddin and Nikhil Ghosh.

The romantic and serene mood Thirakwa was able to express with his playing was
something unbelievable. Audiences would sit engrossed in his solos for as long as he
wished to play. He kept on doing his riyaz and the standard of his playing was
unbelievable right up until the end. In 1972 you departed to the heavenly abode. There is

only one Thirakwa! "’

7:2:3 Ustad Amir Hussain Khan

In the year 1899, you were born to Ahmad Bakhsh Khan in a village Bankheda of
District Merath. Your father, Ahmad Bakhsh Khan was a renowned sarangi player of
those times. He was conferred royal patronage by the Royal court of Hyderabad. Your
childhood was spent in Hyderabad along with your father. Initial training in tabla playing
also was given by your father. Your maternal uncle was the renowned artisan Ustad
Munir Khan of Bombay, who used to often visit Hyderabad. During his visits, he would
take up your musical training. However this routine was broken when Ustad Munir Khan
would return to Bombay. Finally, young Amir Hussain Khan decided to shift to Bombay,

so that there would be no break in his training & riyaz. Ultimately, you settled down in
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Bombay. You were one of the three main disciples of your maternal uncle Ustad Munir
Khan. Ustad Munir Khan would take all three of you during his touring across India. He
would enthusiastically encourage you to play to the audience. In the year 1923, at the age
of 24 years, you played magnificently before the renowned art connoisseur Naresh
Chakradhar Singh. He was so enraptured by your playing that he bestowed his blessings
& gave you huge prize money.

During your stay at Hyderabad Ustad Amir Hussain Khan did tabla playing in
purab baaj style. Ustad Ameer Hussain Khan possessed good health thus did lot of riyaz
of khula baaj of Lucknow and Farrukhabad style and acquire expertise thus became
renowned tabla player. He was very much influenced by a tabla player of Delhi gharana
Ustad Natthu Khan other than Ustad Munir Khan. With tremendous respect Ustad Ameer
Hussain Khan tell about Ustad Natthu Khan that, due to the influence of Delhi gharana by
using two fingers he did so much riyaz of the words tita, tirakita and dhir-dhir that they
were very importantly in his presentation. Therefore along with Lucknow-Farrukhabad
gharana, Ustad Ameer Hussain was able to play tabla of Dalhi gharana very competently
and effectively.

Ustad Ameer Husain played tabla with left hand. Due to tremendous riyaz and
probably with God’s blessings, he played each alphabet so clearly, efficiently and
effortlessly. Being a healthy person, Ustad Ameer Hussain Khan continuously played
tabla and people had never seen him exhausted.

Ustad was apprised with hundreds of quayeda and reld and presented with
incredible strength, but the real strength and beauty was in his presentation of gat-tukda.
He presented the compositions of all the leading scholars and Ustad of all the gharana by
taking the name of Ustad individually before presenting his composition. He was aware
of all types of gats. He pleased and enamored the audience by continuously playing a gat
for two hours or more.

He would have been equally talented at tabla playing even if he was trained under
Ustad Munir Khan but Ustad Ameer Hussain Khan was not only a player but a genius
artist as he has composed many quayeda and countless gat-tukdda. Bandish composed by

him are as exquisite as bandish composed by Ustad of earlier times. Ustad Ameer
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Hussain Khan presented tabla in different rhythm, may be with the intention of presenting
them on the Radio Stations, probably they were his own compositions.

Ustad Ameer Hussain Khan was not only a great tabla player and composer but he
was a great guru too. Today tabla is popular in various places of Mumbai and
Maharashtra. This is because Ustad Ameer Hussain Khan has taught tabla playing to
many disciples. Today in the entire Maharashtra more than five hundred disciples of
Ustad Ameer Hussain Khan are playing tabla with responsibility and teaching other
disciples too.

Ustad Ameer Hussain Khan used to play in various styles of tabla playing but he
was inclined towards playing tabla with great speed. Which is why, he preferred to
present most of his compositions in drut laya. It is very rare to hear a peshkar presented
by Ustad Ameer Hussain Kha in vilambeet laya as he was less fascinated with it. In his
tabla he used very effective and rich language that made his presentation impressive. (His
Tabla playing was very impressive and remarkable due to effective use of rich language.)

In you departed to the heavenly abode."®

7:2:4 Ustad Jahangir Khan

You were born in Varanasi (Uttar Pradesh) around 1869. Your father Janab
Ahmad Khan was a great artist. Young Jahangir inherited musical atmosphere. He began
training in tabla from his father. A competent Jahangir Khan took training from Mubarak
Ali of Patna, Chhunnu Khan of Bareli, Firozshah of Delhi and khalifa Aabid Hussain
Khan of Lucknow. In his playing he acquired the specialties of all gharana. He was soft-
spoken by nature and from his heart he always praised the artists from all categories. He
accompanied many artists but for long years he accompanied vocalist Sangeet Samrat
Ustad Rajjab Ali Khan. Maharaj Tukojirao Holkar of Indore was very much impressed
with your tabla playing. Somewhere in the 1911, he appointed you in his court along with
other legendary performers. Then Ustad settled in Indore itself.

Ustad Jahangir Khan was well aware of tabla of all gharana, but he had more
liking towards tabla playing style of Lucknow and Farrukhabad gharana. He always

presented extraordinary compositions to the audience. The execution with his hands and
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clarity of words were amazing. He composed many melodious compositions and trained
his disciples. You were an exceptional solo performer, companion and the best teacher.

Ustad Jahangir Khan, a worshipper of music was awarded with the President’s
Medal. He was awarded a fellowship by Sangeet Natak Academy, Delhi and Indira Kala
Sangeet Mahavidyalaya,; Khairagarh conferred an honorary degree as ‘Doctor of Music’.
Other than this, in the year 1956 he was also awarded with a degree as Tabld Nawaz by
Abhinav Kalda Samaj, Indore and felicitated by Sangeet Samdj of Bombay. Despite of
receiving lot many awards and felicitations you always faced financial crisis in your life.
However you lacked many things in life.

Ustad Jahangir Khan was a generous tutor. Out of your hundred of disciples few
are named here-Shri Narayan Rao Indurkar, Mahadev Rao Indurkar, Late Shri Chaturlal,
Niyaju Khan, Late Shri Dhulji Khan, Mehboob Khan (Poona), Abdul Hafeez (Udaipur),
Shri Gajanaj Tade, Shri Sharad N., Shri Madhav Khargaonkar, Shri Ravi Date, Shri
Dinkar Majumdar, and Shri Dipak Garud. None of his family members acquired the art of
tabla playing from him and that bothered him a lot, at the same time he was confident that
many of his disciples will preserve his art.

You breathed last on 11" May 1976 at Indore. Twelve years before his death he

celebrated a birth centenary, which is remarkable."

7:2:5 Ustad Shaikh Dawood Khan

In the year 1916, you were born in Kolhapur. Your father’s name was Hashim
Khan who was a draught’s-man. You were sent to a local Ustad Mohammad Kasim to
learn tabla. In the year 1939 you took a job at A.I.LR. Hyderabad Centre. It is notable that
during those days Hyderabad was under Nizam’s rule and the A.L.R. centre was known as
‘Deccan Radio’. After you came to Hyderabad from Solapur you took advanced training
from Ustad Alladiya Khan, Mohammad Khan, Chhote Khan, Ustad Mehboob Khan
Mirajkar of Poona and Ustad Jahangir Khan of Indoor, at the same time learnt
compositions of Pakhawaj player Nana Panse.

Ustad Shaikh Dawood Khan was popular among the apex artists for his balanced
music. He had developed his own technique of apt, impressive and melodious for

accompanying vocal recital performances. For which he was recognized in the Indian
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subcontinent. Along with vocal recital he successfully accompanied the instrumental
music too. You never preferred accompanying dance performances.

Ustad Shaikh Dawood had collection of various compositions of numerous Ustad
and he used to present them very adorably and efficiently with his hands. In some of his
presentations the audience used to get the feel of Ustad Ahmad Jan Thirakwa. He
considered Ustad Thirakwa as his guru. In your solo performances, you have presented
gat, gat-tukda, and rau very competently.

Shaikh Dawood Khan’s guru, Ustad Kaasim Khan had a distinctive specialty of
playing banya, and that was to produce a word ge very softly and a sound in deep tone
with a thumb on banya. Ustad Shaikh Dawood Khan had acquired that technique with
tremendous riyaz and enhanced its melody. He used to play this ge very effectively while
presenting peshkar, laggi and rela.

To conclude every composition an artist takes help of a tzihai. The tradition of
playing a tihat is to continue it in the laya of previous composition but Ustad Shaikh
Dawood used to play a tihat, which used to come at the end of the extended composition
with dhimi laya, which used to create an amazing atmosphere.

In the period of Shanrgadev the classical music was present through chitra marg,
then in vartik marg i.e. half a gun-laya of vartik and then the same composition was
presented in dakshin marg where the composition would conclude. Probably, Ustad
Shaikh Dawood Khan was not at all aware about this marg system, but the extended
composition which he used to present tihai in dhimi laya; it was very similar to marg
system. Other than his son Ustad Bashir Khan, Shri Nand Kumar and Shri Kiran
Deshpane were his foremost disciples.

Ustad was a generous tutor. Some of his main disciples worth a mention are-Shri
Kiran Deshpand (Bhopal), Shri Vijay Krishna (Kumaon University, Nainital), Shri Nand
Kumar (Hyderabad), Shri Gautam Kodaikil , Shri Lakshmaiya and Nawab of Hyderabad
Zahir Yarjung and your son Shabbir Nisar. Ustad was the ‘A’ grade artist of A.ILR. and
with respect the people of Hyderabad called him as Hazarat. In his old age he suffered
with paralysis that affected his memory, speech and remembrance. In the year 1991 when

Sangeet Natak Academy, Delhi conferred the Academy Puraskar, his health had already

292



deteriorate. At last on 21% March 1992 due to old age, this loveable musician passed
away in pain.

Ustad Shaikh Dawood served for promotion and propaganda of art. In his
remembrance his son and disciples have established ‘Ustad Shaikh Dawood Academy of

Music’ in Hyderabad.”

7:2:6 Ustad Karamatullah Khah

You were born in the eminent family of professional musicians of Rampur village
(Uttar Pradesh) in the year 1918. Your father well-known Ustad Masit Khan, was a
disciple of Nanhe Khan, who belonged to a tradition of Farrukhabad gharana of Ustad
Haji Vilayat Ali Khan. At the age of 6, young Karamat began his training from his father.
In youth, you migrated to Kolkata, chose Bengal as your workplace. You served as a staff
artist at All India Radio Kolkota Center for the entire life. You were expert at plying style
of Farrukhabad gharana.

You possessed melodious voice and were popular among the singers of your era.
An EP-record of your solo performance is available in which you have played faal like-
Dhamar, Teen taal and Kahrawa. Other than your son Ustad Sabir Khan, other main
disciples were-Shri Narendra Ghosh, Shri Shankh Chaterjee, Shri Amar De, Late Kanai
Dutt and Shri Kamlesh Chakravarty. After a prolonged illness, you passed away on 3™
December 1977 at Kolkata.”!

7:2:7 Pandit Dnyan Prakash Ghosh

The resident of Kolkata, Padma Bhushan Pandit Dnyan Prakash Ghosh had
achieved success according to the meaning of his name. His services to the world of
music are written in golden words as he has trained many singers and tabla players of
West Bengal.

Pandit Dnyan Prakash Ghosh is a gharana in him as he has dedicated his entire
life to music. Pandit Ghosh was a gifted genius, who was a disciple Ustad Masit Khan of

Farrukhabad gharana and always acquired the best from wherever he could.
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In those days Ustad Habeebuddin Khan used to give lots of performances at
Kolkata. At that time Pandit Ghosh learnt tabla playing style of Ajrada gharana from
Ustad Habeebuddin Khan. He remembered most of the exceptional quayeda of Ajrada
gharana. You taught all those special bandishes to your disciples. That is how tabla of
Ajrada gharana was played in Kolkata. You were a brilliant harmonium player. You
arranged many compositions and composed various bandishes for vocal recital, which are
still presented by many of your disciples on stage. His eminent disciple Shri Ajay
Chakravarty often presents his compositions on stage with devotion.

Pandit Ghosh has experiment a wonderful orchestra of percussion instruments.
The percussion instruments like-tabla, pakhawaj, khol, naal, nakkara, mrudangam,
kanjira etc. were assembled in that orchestra. The music company has presented it with a
name ‘Drums of India’, in the form of long play and an album.

You have trained many disciples in Bengal. In those Pandit Anindo Chaterjee is
known to a prominent one. Keeping in mind your dedication towards music, the Indian

Government had awarded you with Padma Bhushan.*

7:2:8 Pandit Nikhil Ghosh
Pandit Nikhil Ghosh was born in the village Barisal (presently in Bangladesh) in

the family of musicians. His father Shri Ajay Kumar Ghosh was a brilliant musician. At a
very young age Nikhil entered the world of music. Other than his father he learnt vocal
music from Shri Vipin Chatterjee, Shri Dnyan Prakash Ghosh, Shri Firoz Nijami and he
learnt tabla from Pandit Dnyan Prakash Ghosh, Ustad Amir Hussain Khan and Ustad
Ahmad Jan Thirkwa.

After coming to Bombay he tried his luck in film industry and composed music
for many films. This field did not suit him and in your friend’s name you established an
institute called ‘Arun Sangeetdlay’. The popularity of this institute increased so it
changed its name to ‘Sangeet Bharati’ and the same then changed to ‘Sangeet
Mahabharati’. The education Department of Maharashtra Government affiliated this as
University. Through this University Pandit Ghosh educated many disciples in music. He
made an extensive plan to write books namely ‘Encyclopaedia of Music and Dance and

Drama in India’. The work of writing a book is in progress according to plans. Your book
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‘Fundamentals of Raga and Tala with a new system of Notation’ is available in English,
Marathi, Hindi and Gujarati languages. Other than this many books are in process of
publication.

As a companion of tabla, Pandit Ghosh accompanied the artists of three
generations. He accompanied senior artists like Pandit Omkar Nath Thakur, Ustad Faiyaz
Khan, Ustad Allauddin Khan, Ustad Bade Gulam Ali Khan and elder brother Shri
Pannalal Ghosh and Pandir Ravi Shankar, Ustad Ali Akbar Khan, at the same time
accompanied artists younger to him like Pandit Nikhil Banerjee and Pandit Jasra;.

Pandit Nikhil Ghosh has proved his talent through his solo performances in
Europe, United States America and other countries, their Universities as well as radio
stations and television program. Both his sons, Shri Nayan Ghosh is a good tabla and
sitar player and Shri Dhruv is a good sarangi player. His daughter Tulika is a sitar player.
You have received many degrees and awards. Receiving Padma Bhushan form the Indian
President is the highest honor you have achieved.

Internationally renowned, Padma Bhushan Pandit Nikhil Ghosh passed away on
3" March 1995 at the age of 75. He was a younger brother of renowned flute player Late
Shri Pannalal Ghosh. He devoted his entire life to music. The possessor of qualities of an
artist, teacher, author of many books, and inventor of self-assessment technique, founder
of a Music University in Bombay, the music world is at great loss due to the demise of

this greatest artist.”

7:2:9 Pandit Pandharinath Nageshkar

Pandit Pandharinath Nageshkar’s name is taken with great respect in the echelon
of the elderly and the senior most tabla players of recent times. In the year 1988, ‘Dadar
Matunga Cultural Center’ has organized a function to celebrate your 75" birth day. While
addressing that huge function Ustad Allahrakha had praised your talent and devotion
towards music, and he also wished him a long and healthy life.

Pandit Pandharinathji was born on 17" March 1913 in Nageshi (Goa). Your
father’s name was Gangadhar Nageshkar. Other than your uncle you Pandit Ganesh
Nageshkar, you took tabla training from Shri Vitthal Naik (Balhemama), Shri Subba Rao

Ankolkar and Ustad Amir Hussain Khan for 16 years. You played a major role in
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bringing and settling down Ustad Amir Hussain Khan to Bombay. You played all the
three styles-Delhi, Farrukhabad and Ajrada gharana with an extraordinary authority.

You have accompanied many artists of historic importance like-Ustad Vilayat
Hussain Khan, Ustad Ajmat Hussain Khan, Ustad Faiyaz Khan, Ustad Amir Khan, Ustad
Manzi Khan, Ustad Murji Khan, Ustad Khadim Hussain Khan and Pandit Vaze Bua
Haribhau ghangharekar, Shri Sharadchandra Arolkar, Shri Bhaskar Bua Joshi and Shri
Hirabai Badodekar.

On 19" March 1991, on Goa’s Independence Day function then President of India
Dnyani Zail Singh awarded him with Marathi Kala Academy for his services to music.
Among his prominent disciples are, his son Shri Vibhav Nageshkar and others like-Shri
Vasant Acharekar, Shri Rambhau Vasta, Shri Suresh Talwalkar, Shri Rajendra Antarkar,
Shri Sandeep, Shri Devendra Solanki and Shri Abhay Suthar.**

7:2:10. Pandit Arvind Mulgaonkar

Pandit Arvind Vishnu Mulgaonkar was born on 16™ November 1938. You always
had liking for tabla playing from childhood but to acquire an expertise in the year 1955,
only for 6 months you took training from Ustad Baba Lal Islampur. Then from 1955 to
1969, you learnt methodical tabla from the great Ustad Janab Amir Hussain Khan of
Farrukhabad gharana. Since 1969 for 3 years, you were fortunate to get training under
Ustad Ahmad Jan Thirakwa and in 1979 for another 3 years you were trained under
Ustad Atahussain Khan of Rampur.

Pandit Mulgaonkar wrote a very important book named ‘Tabla’ in Marathi
language, that’s a wonderful contribution by you to the music world. In the year 1975 this
book was published by ‘Maharashtra Test Book Board’, Nagpur. Time and again in many
newspapers you have published articles about various artists. You are associated with
‘All India Radio, ‘Education Department of Indian Government’ and many universities of
the country in some or the other manner. Pandit Mulgaonkar has given speeches,
conducted seminar, given solo performances and accompanied exceptional and legendary
artists. In the year 1992, Maharashtra Government has honored you for Percussion
Instrumental Music. Till date you are imparting education to many disciples by Guru-

Shishya tradition.
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Pandit Arvind Mulgaonkar has all the specialties of playing style of Farrukhabad
gharana and it gets reflected in his presentations. He always preferred pure form of tabla.
In his performances he always exhibits old compositions of Ustad very artistically. He is
extremely careful about the purity, process, force, danb-ghans and the aesthetic value of
bandish. Most of his tabla presentation used to be in madhya laya, at the same time he
also presented bandishes composed in vilambeet laya artistically.

You have published your own composed bandih in a book named Jjazat; this has
proved that you are a great composer too. You are a great solo performer, accompanist,
composer and the best tutor. You have trained all your disciples very carefully. You
reside in Mumbai, Maharashtra. Due to your ill health, you just provide guidance to your
disciples. Pandit Arvind Mulgaonkar is a founder and honorable secretary of an
organization named ‘Bandish’, which is established in the memory of Ustad Amir

Hussain Khan.*

7:2:11 Pandit Suresh Talwalkar
You were born on 20" July 1949 in the family of famous Kirtankar Panidt Dholi

Bua. Your father Shri Dattatray Talwalkar was a renowned Pakhawaj player. His father
gave him a basic training of tabla. You continued your further training in tabla with
Pandit Pandharinath Nageshkar, Pandit Vinayakrao Dhanagrekar and khalifa of
Farrukhabad gharana Ustad Amir Hussain Khan.

Pandit Suresh Talwalkar was an ‘A’ grade artist of All India Radio. Many times
you have performed in the national programs of All India Radio and Doordarshan.
Compositions of Taal Mala and Jod Taal are the reward of his creative intellect.

During his training of tabla playing, as his preference was more towards laykari.
He took a special training from Karnataki (South Indian Music) music expert and
Mrudang player-Laya Prabhu Shri Ishwaran, in /aykari and its presentation. Due to this
in his performances audience always experience command over laykari.

Reserved but by rasik by nature, Talwalkarji has learnt all the specialties of all the

gharana and compositions and through which he formed his independent and distinctive
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style. He studied and acquired the basic ideas and playing style of Delhi gharana.

Following are some of the playing styles innovated by him:

Since last many years his solo performances are based on taal other than tritaal.
Most of the presented peshkar and quayeda are his own compositions as in other
rhythms traditional compositions are not used for these both compositions.

His tabla presentation is influenced by principles of purvang of Delhi baaj.
Gat-tukda on tabla is of uttarang of purab baaj, but audience experience the feel
of pakhawaj.

He presents chakradar-tukda and tihai of differently and very long duration.

With the intention of making his solo presentation more effective and melodious,
instead of using /aherd in his solo presentation he used bandish of vocal recital.
Sureshji went on experimenting new presentations in his tabla playing. In a vocal
recital a raag is presented in the form of Raag Mala (a Bandihs composed in
series of various raag). Similarly, he thought and worked on presenting a bandish
composed in theka and presented a Taal Mala.

While presenting a Taal Mala in solo, the taal keeps changing and
according to it tabla playing continues. The audience enjoys this extra ordinary
presentation of taal-laya in his performances. In this style of Taal Mala there is
an exhibition or technical aspect tabla playing as well as presentation of high
quality of art. Jod Taal is associated with this and he was expert at presenting Jod
Taal in his solo performances.

Some legendary artists preset murchana in their vocal recital; he presents the
same concept of murchand in his solo performances.

From his very young age, Pandit Talwalkarji has never missed an opportunity of
accompanying any senior and renowned vocalist of Maharashtra from Gwalior,
Agra and Jaipur gharana. He also developed a unique technique of accompanying
vocal recital. He has successfully accompanied senior vocalist like-Pandit
Nivruttibua Sarnaik, Pandit Gajananrao Joshi, Pandit Ram Marathe, Pandit
Yashwantbua Joshi, Pandit Sharadchandra Aarolkar, Ustad Khadim Hussain and
Pandit Ulhas Kashalkar of the present generation. He has created special playing
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style of theka with khyal gayki. He gives absolute pleasure to the performer and
the audience by his accompaniment.

e He also accompanies the instrumental performances excellently.

¢ He has done a special analysis and calculation for the rhythm of ‘Kathak Dance’.

e Along with presentation of tabla, he does his duty of a tutor with tremendous
responsibility. More than hundred students from all over Maharashtra are learning
tabla under his guidance. With the intention of effective teaching-learning, he
conducts workshops in the villages of Maharashtra.

e He is tirelessly putting all his efforts to develop training in tabla based on the
accurate principles and for this he contributes by participating in various
conferences as well as seminars.

He educates his disciples under the tradition of guru-shishya parampara and
through this he trained excellent disciples like-Pandit Vijay Ghate, Shri Ramdas Palsule,
Shri Charudatt Phadke and his son Satyajit Talwalkar.*®

7:2:12 Pandit Suresh (Bhai) B. Gaitonde

On 6™ May 1932, you were born in Kankawli village, Ratnagiri District. Among
musicians and music lovers you are popularly known as Bhai Gaitonde. Your father was
a doctor by profession but he had special interest in playing Tabla and Harmonium. Bhai
Gaitonde got his primary training in music from his father. In the year 1942, when Bhai
was just 10 years his father shifted to Kolhapur.

In those times Kolhapur was a prosperous regime and had a strong hold of
musicians. Due to this Bhai got to remain in the proximity and training from Pandit
Sudhar Digrajkar (vocalist), Pandit Ramakant Bedagkar, Pandit Mahmulal Sangonkar
and renowned tabla player Ustad Bal Bhai Rukadikar. This went on of 9 years.

Thereafter for next 16 years he came into contact with Pandit Jagannath Bua
Purohit ‘Gunidas’ and under a popular tradition of guru-shishya he did hard work and got

training.”’
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7:2:13 Pandit Anindo Chaiterjee

Pandit Anindo Chaiterjee is considered to be one of the senior most and renowned
disciples of Padma Bhushan Pandit Dnyanprakash Ghosh. He is one of the foremost
exponents of tabla playing in our country. Your pleasing personality and melody in your
execution in tabla playing, clarity of words and an extra ordinary steadiness with danya-
banyd has fascinated the audience.

Pandit Anindo Chaiterjee is a native of Kolkata (West Bengal). In your childhood
itself, you made tabla playing as your ultimate goal and devoted your entire life for art.
You are an internationally renowned artist. On various occasions you have travelled to
western countries to accompany the performances of well-known Sitar player Pandit
Nikhil Benerjee. You have very successfully gratified various renowned artists by
accompanying them during their performances and during your solo performances on
A.LR., Doordarshan and music concerts and during your solo performances too.

Dnyanprakash Ghosh was a disciple of Ustad Masid Khan-the khalifa of
Farrukhabad gharana. He was very knowledgeable and able tabla player. He has
extensively worked for the promotion of tabla in West Bengal. Pandit Anindo Chaiterjee
is one of the disciples of him. Due to Pandit Dnyanprakashji, Pandit Anindo Chaterjee
has immense treasure of Farrukhabad gharana.

Before going to Pandit Dnyanprakashji for formal training in tabla, Pandit Anindo
Chaiterjee attained his primary tabla training from his uncle Pandit Vishwanath
Chaiterjee. He then went to Ustad Aafaq Hussain-the khalifa of Lucknow gharana to
acquire the best of tabla training of Farrukhabad and Lucknow gharana.

Owing to definite and artistic process of danya-banya his tabla playing was of
very high level and melodious. He is popular as well as an expert in both the fields-for his
solo performances and as the best accompaniment. His system of riyaz was very
different. While tabla playing he used only fingers and hands and never shook his body
much. Due to this his tabla playing was not only melodious but also really spectacular.

His solo presentation in tritaal was obviously of high quality. In his other solo

performances too he played all other Taal with equal competence.™
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7:2:14 Shri Kiran Deshpande

You were born in Jabalpuar (Madhya Pradesh) in the year 1940. He was son of
musician Pandit M.B.Deshpande. Your father proved to be a blessing for Madhya
Pradesh especially for Jabalpur. Due to your father’s efforts and determination
Bhatkhande Sangit Mahavidyalay was established in Jabalpur. Shri Kiran Deshpande
took his basic training in tabla from his father.You were selected by Government of India
under the scheme of young talent and got national scholarship for your further training
for methodical training in tabla. You went to renowned tabla player Ustad Shaikh
Dawood of Hyderabad for the same. You hold a bachelor degree in English language.

At first in 1955 Shri Deshpande received a junior fellowship at University of
Pennsylvania in America and resided there as ‘Artist in Residence’. Time and again you
have travelled all over the world and pleased the music lovers with your melodious tabla
playing. In 1958 you bagged the first prize in the Inter-University Youth Festival. You
had successfully participated and received a merit and bagged Pnadit Anokhelal
Troaaphy in the competition held by Praydag Sangit Samiti of Allahabad. It is a
remarkable achievement that this trophy was awarded to you by the Director of the
Committee Prof. Lalji Shrivastav.

Kiranji’s tabla playing has strong Aesthetic value. You also included quayeda of
Farrukhabad and Delhi gharana in your tabla playing. Due to the perfect balance between
danyda and banya your tabla presentation is extremely ear pleasing and attractive. You
presentation of the compositions in drut laya are very melodious.

You are very well-known among the vocalists as you are soft spoken and straight
forward by nature. You have very successfully accompanied many renowned vocalists.
You are a professor in Vocal Department at Woman’s College of Bhopal. Your son Shri

Suprit Deshpande is successfully following your footsteps.”

7:2:15 Shri Omkar Gulwadi

You were born on 2™ March 1945 in the village Kasargaud in Kerala. You have
taken your training of tabla from Late Shri Gulwadi Ratnakar Bhatt of Mangalore and
Pandit Taranath Rao-the disciple of Ustad Shamsuddin, Shri Ravi Ballore and Pandit
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Anvind Mulgaonkar. Omkarji has acquired the art of a perfect accompanying from Pandit
Chidanand Nagarkar and Shri Mangeshnawth Govikar. Your style of playing is closely
associated with Farrukhabad and Laliyana gharana.

Shri Omkar Gulvadi has done graduation in Commerce. You have become the
most popular among the renowned artist due to your persistent, confident and melodious
style of accompanying. You have participated in numerous musical concerts and
accompanied artists like Pandit Mallikarjun Mansoor, Pandit Bhinsen Joshi, Pandit
Kumar Gandharv, Pandit Hariprasad Chaurasia, Shrimati D. N. Rajam etc.

Shri Gulwadi has represented Government of India at Afghanistan (Shir Gulwadi
has travelled to Afghanistan on behalf of Government of Indai). He also performed in
countries like America, Britain, Bahrain, Muscat, Dubai etc. Lots of recordings of your
performances are available. You serve as a Secretary of an organization called ‘Peshkar’

which works for the development and propaganda of tabla in Mumbai.*

7:2:16 Pandit Vibhav Pandhirinath Nageshkar
On 19™ April 1955 you were born in Mumbai. Your father and guru Pandit

Pandharinath Nageshkar was the senior most and renowned tabla player of India. Under
the guidance of your father you acquired the knowledge of the playing style of Delhi,
Ajrada and Farrukhabad gharana.

Pandit Nageshkar is an ‘A’ grade artist of All India Radio.You titled as Taalmani
and also recipient of the Pandit Balhe Mama Tabld Award. You have accompanied
various renowned artists of the country and numerous recordings of the same are
available. You are also an expert solo tabla performer. To play Tabla meticulously as per
Delhi, Ajrada and Farrukhabad gharana style is your forte. Your presentation of peshkar
is extremely ear pleasing and attractive. You generally prefer to present quayeda of
Ajrada and Delhi gharana and specifically present bandishes of Farrukhabad gharana that
are composed in drut laya. You have extensively reviewed the playing style of Ustad
Thirakwa, Ustad Amir Hussain Khan and Ustad Habeebuddin Khan. Your presentation is
always attractive and methodical.

Presently Pandit Vibhav Nageshkar is a Professor of tabla at Club House at

University of Mumbai. You have travelled to various countries on many occasions. Some
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of your disciples are Shri Same Chalkar, Shri Girish Sabnis, Shri Nivas Ranivikar, Shri
Vishwanath Shirodkar, Shri Lalait Paradkar, Shir Dhyanesh Kulkarni, Shri Anand
Kirloskar, Shri Vinay Thali, Shri Prakash Anil Vaidya, Shri Milind Naik etc. and also
your daughter Kumari Dhanashri Nageshkar.’'

7:2:17 Pandit Nayan Jyoti Ghosh

Pandit Nayan Jyoti Ghosh was born in the year 1956 in the family of India’s most
prominent musicians and inherited music. His father Pandit Nikhil Jyoti Ghosh and elder
uncle Pandit Pannalal Ghosh are the signatures of the world of music. Flute was just
considered as one of the important instrument played in folk music, sentimental songs
and in films but his uncle gave flute entirely different dimension and made it one of the
most prominent instruments of Indian classical music. His father Pandit Nikhil Jyoti
Ghosh bestowed a distinctive dimension to the art of tabla playing. Nayanji acquired the
art of playing tabla from his father and the art of playing Sitar from Pandit Buddhadev
Dasgupta. He presents both-tabla as well as sitar-on All India Radio, Doordarshan and in
the music concerts at national and international level. He has extensively travelled all
throughout the world and performed successfully in musical concerts around entire
Europe, England, America, Australia and New Zealand. He has performed magnificently
at numerous music festivals world over such as International String Festival of Rome,
The Helsinki International Music Festival of Finland, The Bratislava International Music
Festival of Czechoslovakia now Czech and Slovakia are separated, this town is in
Slovakia, the East-West Music Festival at Athens, the World Music Conference at
Germany and the Festival of India at New York. World famous violinist Sir Lord Yehudi
Menuhin is one of the greatest admirers of Pandit Nayan Jyoti Ghosh.

The believer of tradition and experiments, Pandit Nayan Jyoti Ghosh has
accompanied maestros of Indian music like Pandit Ravishankar, Pandit Nikhil Banerjee,
Ustad Vilayat Khan, Pandit Buddhadev Dasgupta, Ustad Amjad Ali Khan, Pandit
Shivkumar Sharma and Ustad Zakair Hussain. On the other hand he has also performed
with maestros of western music like Lewis Armstrong, Duke Ellington, Dave Brubeck,
Kidd Jordan, Yosuke Yamashita, and Kajumi Bentenva etc. He was the lead performer in

the ‘Dynamic Asian Fantasy Orchestra’ of Japan. In the year 1998 in one of the program
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at Los Angeles, you were awarded by the ‘Achievement Award’ by Grey Davis the then
Governor of California. Despite his preoccupation Pandit Nayan is doing the most
important work of shaping up the young talents of present generation at Sangeet

Mahabharati, Mumbai, which was founded by his father Pandit Nikhil Ghosh.*

7:2:18 Shri Mukund Bhale

Pandit Mukund Bhale was born on 18" November 1953 at Gwalior in the family
of music enthusiasts. His father Shri N. R. Bhale encouraged and developed his interest
in tabla playing. At very young age of seven, you started your training of tabla playing
under the able guidance of Pandit Yashawant Rao Shirgaonkar of Gwalior. Pandit
Yashawant Rao Shirgaonkar had acquired training under the guidance of numerous
renowned artists. He was mainly trained under Pandit Yashawant Rao Kerkar of Mumbiai,
who himself was disciple of khalifa Ustad Amir Hussain Khan of Farrukhabad gharana.

This extensive training had established Mukundji not only as child artist but he
has won various awards and was also blessed by many scholars. During this time he also
attained the degree of Bachelor of Music with first class and by scoring highest marks
from Jiwaji University of Gwalior.

In the year 1972, Shri Mukund Bhale joined Indira Kala Sangeet
Vishwavidhyalaya at Khairagarh for B.A. Honors in tabla, where he got an opportunity to
acquire training under the guidance renowned artist Pandit Gajanan Tade who himself
was one of the prominent disciples of Ustad Jahangir Khan (Indore) of Lucknow gharana.
Under the able guidance of Pandit Tade Mukund attained the B.A. Honors degree with
highest marks to get first class and was in the merit list. He also attained a degree of M. A.
in tabla with first class for which the University awarded him with the Gold medal.

National Scholarship, U.G.C. Fellowship and the Fellowship under the Ministry
of Human Resource Development, New Delhi were your major achievements. Pandit
Mukundji has exhibited his art at various prestigious concerts on national and
international. In your six international tours, you have travelled to countries namely
Yugoslavia, Bulgaria, Poland, Russia, France, Italy, Switzerland and England. Along
with that you have exhibited your talent in England and America. He has exhibited his

extra ordinary talent in the most prestigious programs of our country like Tansen
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Samaroh, Maihar Samaroh, Ustad Amir Khan Samdaroh, Ganga Mahotsav, Lucknow
Mabhotsav and Chakradhar Samaroh of Raigadh etc. Other than this he has successfully
accompanied on tabla some of the departed and present, vocalists as well as
instrumentalists such as Shri Pandit Kumar Gandharv, Pandit Hariprasad Chauarasia,
Ustad Abdul Halim Jafar Khan, Pandit Vishwa Mohan Bhatt, Pandit Om Prakash
Chaurasia, Ustad Fariduddin Dagar, Smt. Malini Rajurkar, Smt. Padma Talvalkar, Pandit
Yashawant Bua Joshi, Pandit Balasaheb Poochhwale, Pandit Sharad Chandra Arolkar,
Pandit Buddhdev Dasgupta, Dr. N. Rajam, Pandit Vasant Ranade, Pandit Rup Kumar
Soni, Dr. Smt. Anita Sen, Pandit Budhaditya Mukharjee, Pandit Prabhakar Karekar, and
Sushri Ms. Aarti Ankalikar Tikekar.

The connoisseur tabla player and expert companion of vocal and instrumental
performances, Pandit Mukund is associated with the field of education ever since 1982.
He is the first lecturer of Indira Kala Sangeet College. Since 1982 he is working as the
Reader and has trained and guided several students. Due to his sincere efforts teaching
percussion instruments was only introduced at the University but since the year 1992
there is a separate department of Percussion Instrument and Pandit Mukund Bhale is
obviously the Principal of the same. In the field of education he has made his mark by
conducting several workshops and done analysis of various topics as well as research
articles. He has included required modifications in the traditional and added findings into
the existing courses. He also focused on percussion instruments and developed courses
for degrees like M. Phil. and D. Music. He is the member of the Board of Studies in
various Universities as professional of subject and a member of a Selection Committee of
various Universities are some of your achievements.

Pandit Mukund Bhale has earned stipend under the senior fellowship from
Ministry of Human Resource Development, New Delhi and has done extensive research
and analysis work on the compositions of Lucknow and Farrukhabad gharana. He has
also done a remarkable research on the transformation that has taken place in the last fifty
years in solo tabla playing styles.

Your research papers are published now and then in the Journals on Music. You
have won the award for your article titled Reld Quayeda Peshkar which was published in

Sangeet Hathras Magazine of Uttar Pradesh.’
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(Thesis) author Prof (Dr.) Ajay Ashtaputre pg.215
12. Excerpts from Shri Pushkarraj Shridhar’s interview
13.“djrada  Gharaane ke Vidhivat Tabla Vadan Parampara”: Ek Adhyayan,
(Thesis) author Prof (Dr.) Ajay Ashtaputre pg.207
14. Excerpts from Prof. (Dr.) Ajay Ashtaputre’s interview
15. “Tabla Puran” author Pandit Vijayshankar Mishra pg.298
16. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.220
17. “Sangeet Kala Vihar” (Magazine) article of Pandit Vijayshankar Mishra pg.38
18. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.9
“Tabla Vadan me Nihit Saundarya ’author Pandit Sudhir Mainkar pg.223
19. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.76
20. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.228
“Tabla Vadan me Nihit Saundarya ’author Pandit Sudhir Mainkar pg.228
21. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.36
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. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.254
. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.134
. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.138
. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.38
. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.248
“Tabla Vadan me Nihit Saundarya ’author Pandit Sudhir Mainkar pg.238
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. “Taal Kosh” author Pandit Girishchandra Shrivastav pg.41
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CONCLUSION

The collected information is gathered are highlighted and only the facts are
presented over here after doing detailed and collective study of methodical style of tabla
tradition of Ajrada and Farrukhabad gharana. However both gharana have legacies over
solo tabla playing. The researcher has done extensive hard work to gather required
information and only facts are put forward in the thesis. The researcher has highlighted
all the facts in the form of conclusion.

1. There is a very little a difference between the origins of these two gharanas. The
difference is only of about nearly fifty to sixty years.

2. According to researcher findings Ustad Miyan Basant name had come forward as
the pioneer of Ajrada gharana before the names of Ustad Kallu and Ustad Miru Khan.
Ustad Haji Vilayat Ali Khan is considered as the pioneer of Farrukhabad gharana.

3. However Ajrada gharana is influenced by Delhi gharana similarly Farrukhabad
gharana is influenced by both Lucknow as well as Delhi gharana.

4. Both gharana have different playing style. However there are similarities among
the materials and diversities among the playing styles.

5. Ajrada gharana is known as bandh baaj gharana. The compositions of this
gharana are entirely composed in vilambeet laya. The foundation of Ajrada gharana was
established after Delhi gharana. Therefore, the effect of all the facts that are given above
is seen. At that time there was a trend of playing pakhawaj. Lots of efforts were done to
keep away the influence pakhawaj from tabla. On the basis of this fact both gharanas
composed their compositions in vilambeet laya than drut laya or madhya laya. This
proves most of the compositions of Ajrada gharana are in vilambeet laya compared to
madhya laya. The compositions of Farrukhabad gharana are composed mostly in madhya
laya. At that time there was a infuence pakhawaj on Lucknow gharana. On the basis of
this fact most of the compositions of Farrukhabad gharana are composed in madhya laya
such as tukda, gat, chakradar, tripalli, mukhda etc.

6. As tabla playing style of Farrukhabad gharana has the influence of Lucknow

gharana hence it is based on khula baaj. Lucknow gharana is principally influenced by
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pakhawaj and Dance. During that period most of the singing style was done for dance
oriented that’s why Thumri, Dadra, Kajri, Chaiti etc. form of style was popularized.
Hence the compositions of tabla were also based on that type of singing. All of them
were very similar to the playing style of pakhawaj. Ustad Bakhshu Khan and Ustad Modu
Khan were mainly trained in Delhi baaj then both of them proceeded to Lucknow. There
is a possibility that after going to Delhi and both these Ustad might have found difficulty
in playing khuld baaj of Lucknow gharana. By putting lots of efforts they brought
changes and to some extent khula baaj was converted to bandh baaj. This is how the
innovative playing style came into existence. The khalifa of Farrukhabad gharana Ustad
Haji Vilayat Ali Khan by trained by his guru in the playing style of thapiya baaj of
Lucknow gharana and bandh baaj of Delhi gharana. Subsequently he combined both baaj
and originated a new baaj that was popularly known as ‘Farrukhabad baa;’.

7. After the detailed study of these two ‘Baaj’ the researcher came across a fact that
a new method of process came into existence due to the transformation in both Gharana
is quite similar. There is a variety is found only in the compositions of bol-bandish. This
resulted in bringing innovative compositions with change in speed of playing and brought
diversity in sound which became favorable for traditional tabla playing style.

8. When we focus on the matter of tabla playing then the only difference observed
only in the compositions of peshkar-quayeda and farshbandi. The composition peshkar-
qudyedda or peshkar-rang is arranged in Ajrada gharana. Then in Farrukhabad Gharana
peshkar and farshbandi is more superiority playing style compared to Ajrada Gharana.
The quayeda that are composed in Ajrada gharana does not exist in any other Gharana.
Quayeda exist in Farrukhabad gharana is less compared to Ajrada gharana. In this
gharana more importance is given to gat-quayeda. The artists of present generation prefer
to play quayeda of Ajrada gharana in their solo performances. The former renowned
Ustad namely Ustad Ahmad Jan Thirakwa, Ustad Shaikh Dawood Khan, Ustad Jahangir
Khana, Ustad Karamatullh Khan and the renowned artists of present generation namely
Pandit Anindo Chatterjee, Pandit Nayan Jyoti Ghosh, Pandit Kiran Deshpande, Ustad
Sabir Khanaa, Pandit Bhai Gaytonde, Pandit Arvind Mulagaonkar, Pandit Vibhav

Nageshkar etc. have mostly played quayeda of Ajrada gharana in their performances.

309



However, all the above mentioned artists had accurate knowledge of its process so they
were able to present quayeda in its original form of Ajrada gharana.

0. When playing material of madhya laya and drut laya of both gharanas is
perceived, one fact is concluded that maximum compositions are composed in
Farrukhabad gharana compared to Ajrada gharana. The main reason behind this is the
influence of Pakhawaj and khuld baaj. Since the time of Ustad Habeebuddin Khan the
artists of Ajrada gharana played the compositions arranged in madhya laya. My Guru
Prof. Sudhir Kumar Saxena has also done extensive study on madhya laya. This has
helped the researcher to include all the compositions of Ajrada gharana in his thesis that
are based on gat and tukda. This confirms the fact that the present generation artists of
Ajrada gharana also very artistically include madhya laya in their performance. However
the artists of Farrukhabad gharana have flawless proficiency and richness in their
performance compared to the artists of Ajrada gharana.

The tradition of gharana is descending day-by-day in today’s era. However the
artists of present generation have apprehensions about making their tabla presentation
attractive. To achieve success the artists of present generation adds whatever attractive
they found to their tabla playing performance. However, the seniors have really worked
to compose various compositions in traditional tabla playing. This achievement is beyond
compare and remarkable. The artists of present generation bring about variations in the
traditional compositions and playing style and then them in their performance. The
playing style of the artists of earlier generationa of every gharana used to be extremely
orthodox but that does not exist in the performances of the artists of present generation.
This is why even if in the present generation the artist belonged to the same gharana there
are dissimilarities in their presentation. Numerous seniors and scholars composed
innovative compositions and presented them artistically and imparted the same in their
disciples and that is how the traditional style of presentation was carried to the next
generations this led to change in the basic rules of main gharana also changed which
leads to confusion among the students. Keeping in mind the above fact the researcher has
focused on both-the playing style of both the gharanas. In his thesis the researcher has
aimed to comprise the traditional compositions of both gharana keeping in mind the

students and tried to give the accurate information to them. The facts that have
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congregated from the earlier Ustads and the renowned artists of both gharana and the
same are presented in this thesis. The notations of the compositions are established in this
thesis on the basis of the legendary artists of this gharana or I have learnt some of them
from my guru. All the composition presented here are the original bandishes of both
gharana.

10. In the compositions of Farrukhabad gharana all the sounds that are originated on
tabla are used while composing bandishes. This has made the compositions of this
gharana really complicated. The varna used while composing bandishes of Ajrada
gharana are not complicated as they are in Farrukhabad gharana. It is also observed that
in these bandish a particular word is played by altering its order and used it in various
nikas stype.

11.  In Ajrada gharana while playing tabla only fingers are used as it adhere to bandh
baaj of Ajrada gharana. Different fingers are used for execution is done by using
different fingers and the importance is given on playing the compositions different
tempo. The tabla performance Ustad Habeebuddin Khan is the finest example to prove
the above fact. He very rarely lifted his hand from tabla while playing compositions and
presented them very efficiently and competently.

In playing style of Farrukhabad gharana along with the fingers entire palm is also
used. While playing Tabla he lifted his hand to create diversity in sound and resonance.
The use of thapiya baaj is also done to sustain the resonance in their presentation.

12. In Ajrada gharana importance is given to chanti and hand is lifted very rarely
while effective execution of varna. On the contrary in Farrukhabad gharana along with
the use of maidan the other varan are executed with open hand.

13. A word dhir-dhir is very rarely played in Ajrada Gharana but whenever dhir-dhir
is presented it is played with fingers at the center on syahi of tabla. However in this
gharana too dhir-dhir is played by use of a palm as Ustad Habeebuddin Khan and Ustad
Munir Khan were proficient in ‘Purab Baaj’.

Since the origin Farrukhabad gharana falls under the style of khuld baaj so here
dhir-dhir is played with open palm. Therefore dhir-dhir is played in most of the

compositions of this Gharana.
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Ajrada Gharana (Family Tradition)

Miya Basant

I
[ [
Ustad Kallu Khan Ustad Miru Khan
| |
I

Mohammadi Bakhsh (Relative)

Chand Khan (Son)
Kale Khlan (Son)
| | | |
Kutub Khan (Son) Tullan Khan (Son) Ghissa Khan Nanhe Khan (Relative)
| | | |
Hassu than (Son) Kalba than (Son)  Jimmu Khan ll)udhliwale (Son) Mahammaii Khan (Son)
I | Valo (Daughter .
Ustad Shammu Khan Boli Bakshu (Father) ' © > 2uEter) Shafiya lfh‘"‘ (Son) Alladiya Khan (Son)
| " . .
| I ] . Nijamuddin Khan (Son in Law) . I I )
Rafiq Uddin (Son)  Abdul Karim Khan (Nephew) Ustad Habeebuddin (Son) ~ \anhe Khan K“d‘lw ale (Nephew) | Chitta Khan (Son)  Kutubaddin Khan
I I ] Deepak Nerurkar Vioh I dshafi (S (Som)
Vasudev Prasad Pt Shridhar Sharma (Dis.) Ustad Banne Khan (Father) Hashmt Ali (Dis.) Ahmad Khan (Dis.) | 0 amlma shafi (Son)
Maheshnath Mishra | | Kamaluddin Khan (Son) k .
Ustad Niyazu ~ Mohmmad Akram Khan (Son) | BaShllrllddm (Son)
Khan (Son) Danish Aslam (Son) Nijamuddin (Son) Hashmat Ail Khan (Son)
Babbu than (Son)
Ustad Ajijuddin Khan (Son)
|
| | |
Ramzan Khan (Son) Ashique Hussain (Son) Shamshad Hussain (Son)

\_




-

Ustad Habeebuddin

~

Manju Khan Hajarilal Yashwant Kerkar Goverdhan Malavia Pt. Madanlal Karansingh Rampraveshsingh

(Son) (Kathak) (Dis.) (Dis.) (Dis.) Gangani (Dis.) (Dis.) (Dis.)

Prof. Sudhir Kumar Manmohan Singh Maharaj Beneraji Pt. Sundarlal Pappan Khan Batuk Khan Ram Dhukhe
Saxena (Dis.) (Cousin) (Dis.) Gangani (Dis.) (Dis.) (Dis.) (Dis.)
I I I I I I
Madhukar Gurav | Pt. Sudhir Mainkar Kaluram Bhanvria Chandrashekhar Chandrakant Indradutt Deerpaul Divyang Vakil

(Dis.) (Dis.) (Dis.) Pendse (Dis.) Bhosle (Dis.) (Dis.) (Dis.)

G. B. Ghodke Pushkarraj Shridhar Prof. Ajay Dr. Gaurang Dr. Anil Gandhi Devendra Dave Kedar Mukadam
(Dis.) (Dis.) Ashtaputre (Dis.) Bhavsar (Dis.) (Dis.) (Dis.) (Dis.)

\_

Note : This chart has received from Prof. Ajay Ashtaputre.

(Research Student)




Farrukhabad Gharana (Family Tradition)

Third son (Name is unknown) of
Ustad Sudharkha Dhadhi
I
Ustad Bakhshu Khan (Son)

I

Ustad Haji Vilayat Ali Khan (Dis.)
I

I ! |

Ustad Nanhe Khan Ustad Husszllin Ali Khan (Son) Miya Salari Khan (Dis.)
udiyawale Imambakhsha (Dis.
I Chudiyawale Imambakhsha (Di
Ustad Masit Khan (Son) Ustad Nisar Ali Khan (Modu) . .
Ch Khan Bareliwle (Dis.
I (Dis.) Ustad Munir Khan annu Khan Bareliwle (Dis.)
Ustad Karamatullah Khan (Son) (Dis.) Mubarak Ali Khan (Dis.)
' | ' |
| .
Ustad Sabir Khan (Son) Ustad Gulam Hussain Khan Ustad Habeebuddin Khan (Dis.) Ustad Haidar Bakhsh
. (Nephew) Ustad Nazir Khan Panipatwale (Dis.) (Son)
Pt. Gyanprakash Ghosh (Dis.) Ustad Amir Hussain Khan . o
I (Nephew) Ustad Abdulkarim Khan -Nasik (Dis.)  {jstad Bandehasan Khan
Pt. Anindo Cheterjee (Dis.) I | Ustad Shamshuddin Khan (Dis.) (Grandson)
Ustad Fakir Hussain Khan Ustad Babalal Islampurkar (Dis.)
(Son) Shri Vishnuji Shirodkar (Dis.)
Pt. Arvind Mulgaonkar (Dis.) Shri Subbarao Mama (Dis.) I)It) S;lmh (Bhai) Gaytonde
‘ is.
Pt. Pandharinath N hkar (Dis. ; ; ;
Pt. SE:esha;:Ijvalka?‘g(tI;is.)ar . )_I Ustad Ahmedjan Thiralova (Dis.) Pt. Bapu Saheb Patwardhan
K Pt. Vibhavnath Nageshkar (Son) (Dis.) /
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