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-3 THE ROLL OF RHYTHM IN MUSIC

Before an attempt is made to indicate the importance of rhythm in the realm
of music, it is necessary to understand clearly its meaning, its relation to
other allied concepts, and its relation to other allied concepts, and its
psychological purpose of necessity. Only then can we pass on to examine the
aesthetic character of rhythm, and its contribution to the total effect in the
case of both esthetic creativity and appreciation. The aesthetic everywhere
transcends and transmutes the merely physical or even psychological, but in

normal experience it is rarely, if ever, completely removed from the latter.

Rhythm and allied concepts so, what is thythm? A simple answer is this:
rhythm or tal is regularly recurring movement isolated, identified and
measured in respect of its manner and speed. Measurement (in tall) of laya
from the viewpoint f the manner (called ‘andaz’) gives us the distinctive
idiom (or ‘chalan’) of the various ‘thekas’. — Such as Tritaal, Jhaptal and
Ektall : and measurement of laya is taal (or rhythm) in respect of the formers
speed gives us such notions as ‘Vilambit’,Madhya’ and Drut’.The original
unmeasured thing is the manner and speed of movement. This becomes laya
when the mind begins to flow in harmony with it, without as yet interposing

distinctions into it. Laya when measured it ‘Tall’. Tall is to laya what a yard
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is to distance in both cases the former is a measure of the latter. Again, as a
yard possess definite internal distinctions — say, inches and their further sub-
divisions — so a taal has its own inner accents, the ‘khaali’ and the ‘bhari’
and the individual matras. Now, the Taal or rhythm taken with its own
internal distinctions, number of matras and manner of movement — and not

in the general sense of merely being a measured cross-section of laya- is a

‘theka’.

The ‘theka’ therefore, points firstly to something other than itself to that of
which it itself is a mere measure, saya-laya and secondly, asserts its own
character. It has its own aesthetic design the inner accents of which are, or
should be, all clearly articulated hence the ‘sum’ the ‘khali’ and the ‘bhari of
the ‘theka’. Has anyone reflected as to why there is ‘khali’ in every ‘theka?
Or again, why should we at all talk of matra instead of remaining content
with mere laya? The answer to both these questions is provided by a simple
psychological truth. The matras, the ‘khali’ and ‘bhari’ and the ‘sum’ lend
internal variety and distinctness to the °‘theka’. This, in turn helps
concentration. Any vocalist will testify to it that he quickly becomes
impatient with a tabla player whose ‘theka is not distinctly articulated in its
parts, and that not merely because the vocalist find it difficult to pick up laya

if the ‘khali’ is not shown properly (though that too is often the main cause),
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but because the design (or the shape, as they say) of a ‘theka’ thus executed

is not conductive or concentration, because not satisfying aesthetically.
The logic of Laya-measurement

Now, here I may be allowed to make an observation of a theoretical character.
From mere movement-of things in space or of ideas — to laya (which shows
the mind getting involved with this mov\ement): from: laya: to ‘taal: from taal
to theka: from theka to its sam,’khali and bhari,- it is the same psychological
necessity that compels the transition of thought : it is the irresistible because
innate- attempt of the mind to understand the original undifferentiated datum
of experience by inlaying it with measured and distinct articulations. In every
act of its attending, the mind of Man rebels against the idea of having to deal
with the diffuse, the limitless and the undifferentiated. The protest of
‘Brahman’ is a case in point. The experience, even as it comes originally, is
neither a characterless continuity nor a mosaic of chaotic bits, but an
‘articulated field of view, -distinct objects appearing as original wholeness
against a background, the latter being at once essential to, yet distinct from,
the exact perceived character of the former. The same holds true of music,
presented or appreciated. Here rhythm or tall present as itself, say, in allaap,

or in the more definite from ‘theka’ as is subsequent performing- introduces
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distinct accents is to aesthetic, creativity or appreciation lending ready appeal

to the latter.

Rhythm Facilitates Attention

The ‘theka’ is, as we have seen, an ‘articulation’ of laya, that is, an
identification of the range and inner character of a portion of the latter. This
helps understanding and concentration. We may take simple examples to
illustrate this point. Only trained listeners enjoy simple examples to illustrate
this point. Only trained listeners enjoy ‘alaap’ or jor in vocal and
instrumental music (respectively): the average listener enjoys only ‘sthayee-
singing’ or ‘gatkari’ both of them being, as we know, varieties of performing
with professed dependence on the ‘theka’.’Laya’ is there even in the former
facets or aesthetic delineations, but there it is not sufficiently articulated
(that is, not so compressed and internally differentiated) t least not so much
as in ‘gatkari’ or ‘sthyaee singing’ and so the average listener or even the
average performer quickly becomes impatient with alaap, and breathes a
sigh of relief when the tabla begins ‘accompanying’ the main performer.
Another simple example to illustrate how exactly the articulation of laya
helps concentration is furnished by the case of the devout Hindu who
counts the beads of his rosary while saying his early morning prayers. I think

he does so though unwittingly in response to a vital psychological necessity.
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The bead with it discreteness and the isolated (though repeated) Ramanama
chanted to the rhythm of the bead slipping back as the finger passes on both
variegate the hue of the mood,’ articulating’ situation to help contemplation.
So, rhythm is the articulation of ‘laya’. It facilitates the grasp of attention
thus helping both the performer in his creativity and the listener in his
creativity and the listener in his appreciation. Having indicated the essential
psychological necessity of rhythm, I may pass on further to show how
rhythm or taal is not only appealing in itself but lends appeal to music in
general. Rhythm is itself an aspect of music, and so an attempt to indicate
the intrinsic charm of rhythm will be at once a pointer to the role it plays in
the realm of music.

Rhythm’s own charm

The appeal of rhythm, considered in comparative isolation from music in
general, consists essentially if not entirely in its conformity to an important
psychological law, the law of repetition with variation, or, the law of figure
and goround, rhythm, as we defined it initially, is regularly recurring or
repetitive movement. Repetition itself attracts attention. But, as used in
music rhythm is not merely repetitive movement — such as the one seen in
the swinging pendulum of a clock: it is repetition interspersed — of a clock: it
is repetition interspersed — or rather studded with subtle of delighting the

audience with the intrinsic beauty of the ‘theka’itself that is, without
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resorting to hectic speed or independent patterning, such as ‘toras’ and ‘gats.
It is true that conformity to the law of figure and ground during actual
performing is made difficulty by the very structure of our instruments for,
whereas the ‘pakahwaj’ seems to excel in preserving continuity through
resonance, the tabla seems to revel exclusively in distinctness of strokes: yet,
it remains a fact that, variations. The repetitive part, which is also the more
inclusive, furnishes the background against which the variations appear as
delightfully discrete figures. The general patternings of the table player are
variations upon the ground of the ‘theka’ even as the ‘gatkari of the sitar or
sarod player conjures up variegated beauty upon the original ‘gat’which
serves as the ground.

Figure and Ground in \rhythm and its Patterning

Here I may be allowed to make two observations which do not easily strike
the average listener, but which are of profound aesthetic value, and which
often cast a spell over him without his knowing the secret of the charm.
Firstly, the crisper and more unexpected the variation, and the more
inclusive the general background, the sharper and more irresistible will be
the effect of the former (provided, of course, the listeners attention has been
following it closely), so sharp and readily appealing indeed that the listener
will be compelled into an expression of spontaneous applause. This explains

why the most completely satisfying thing in the art of ‘solo’ tabla playing is
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a ‘quaidaa’ that is, regularly repetitive timing pattern having clearly marked
sun-divisions in an through which the passage of laya from one to the other
meanders through a delightfully different curl of grace, technically called
‘balkhulna’ that is the unwinding of the subtle turns of the pattern, Secondly,
the law of figure and ground operates not only in the patterning thought to
be extraneous—wronély. I maintain- of the ‘theka’ or the ‘gat’, but in the
rendering of the latter themselves. And here incidentally I get a chanced to
indicate how the merely psychological is transmuted in to the esthetic.

From psychological to Aesthetic.

The proper execution of a ‘theka’ shows its different accents as the self-
differentiation of a pervasive continuity. Just as the perceptual field of view
is not broken up- it is only articulated-by the distinct objects which it
contains, even so the different matras or sub-sections of a theka- that is, its
‘khali’ and ‘bhari —should only appear as accents, however clear, in (or of) a
continuity. The continuity is suggested and preserved by the use of  the
Banya’which produces resonance that serves as a breathing depth
enveloping the sharpness of strokes, and preventing the latter from appearing
as completely separate from each other. The other aspect of individuated
sharpness is provided by cleanly executed strokes: hence the importance of
using the ‘chaant’ — the edge — of ‘the right one’ correctly. Only when these

two conditions have been fulfilled can the law of figure and ground become
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operative in the ‘theka’ itself and give to the latter and independent charm of
its own. And once the law becomes operative the ‘left one’ conjuring up
continuity and providing the ground, because of which perhaps it is called
‘the male one’ — the distinct strokes, instead of appearing as inserted into the
‘theka’ or as a mere string of disconnected units, appear as the self-
differentiation of the theka’s own vitality. The ‘theka’ now appears as a
thing of intrinsic charm: the mind ceases to be free not to like it : and appeal
now seems to be compelling and as coming from outside the mind, which
means that merely subjective appeal has been superseded by objectives
value or that the psychological has given place to esthetic. Not many tabla
players of today, however, are capable whether the instrument in question be
a ‘tabla’ or a ‘pakhawaj’; a consummate exponent can provide in his
performance a truly bewitching blend of continuity and discreteness.
Rhythm and Music

We may now pass on to rhythm seen as lending charm to music in general.
Rhythm, like laya and all its other ‘articulations’ indicates a self-
involvement of the subjective and the objective. It is true to its aesthetic
nature only in so far as the movement measured and marked by it secures to
itself the attention of the subject. Now, in music, whether presented or
enjoyed, rhythm serves exactly this purposes. It attunes. On the one hand,

the mind of the performer with the emotive pictorial or ideal significance of
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the singing; and, on the other, the mind of the listener with the song that is
being presented to him. I both the cases, laya is there in the since of the
exact duration of the stay of voice at a particular ‘svara’, regulated with a
view to make it most effectively conducive to aesthetic suggestiveness. In
fact, laya in every case is noting but the lapse of time made to sub serves the
interests of beauty which, in the realm of music, may be taken to mean the
self-dissolution of the artiste in emotive suggestiveness.

Rhythm in Alaap

Take the case of alaap. Here laya is present either as itself or as rhythm, not
in the form of ‘theka’. But it is certainly present in every moment of alaap,
supposing of course, that the latter is correctly done. For example, if during
alaap in raag todi’, the ground ‘sa’ is just touched lightly, the ‘re’ developed
immediately out of it, and if, finally the voice be allowed to linger steadily at
‘re’ developed immediately out of it, and if finally, the voice be allowed to
linger steadily at ‘re’ the transition of voice will be suggestive of a gradual
sunrise (hence the name tejasi rishab) but this effect will be completely
killed if the stay of voice is longer at ‘sa’ than at ‘re’ or again, if during
ascent, the voice flits suddenly from ‘ma’ to ‘dha’ and then Iinggrs in to
‘dha’ the effect of yearning or begging will be created. This is the secret of
the ideal suggestiveness of every swara.

Rhythm in every Svara.
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In fact, every ‘swara’ has got to be in laya. It is unfortunate that ‘lay Kari’ is
now a day’s that is to be something separate from general performance. I
have seen that in every case when a performer tries to show ‘lay Kari’ — tat
is, tries to present it as something dissociated from general presentation — the
aesthetic effect suffers perceptibly laya, whether as length of duration at
every ‘swara’ or as the manner of movement of a particular pattern of
ornamentation-say a ‘toraa’ or ‘taan’ — or as the resumptions of ‘sthyaee’
(after the execution of a taan) from a very delicate nook, ought to permeate
every moment of performance, laya and svara are the life-breath of music,
even its feeling imagery is that of poetry. And just as we will not pardon a
poet who tries to bring in imagery in a staccato manner, so should we
condemn a musician who tries to ‘do lay Kari’ distorting that which ought to

permeate music pervasively who a mere aspect jerkily self-assertive.
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-9 PRINCIPLES OF COMPO ITION:

A close, analytical look at the compositions of the different gharanas
given in the previous chapter, and at my own repertoire, has enabled me to
seize some definite principles which determine composition in the field of
rhythm, without, of course, exhausting the creative potential of this art. It is
precisely these principles that I propose to discuss in this chapter.

As the very outset, however, I would like to focus on an important
point. A new composition can dawn upon the mind quite suddenly, instead
of resulting from a long conscious effort of trial an error. Such creative
flashes, however, occur only in the case of those who already possess a rich
repertoire, and whose minds have become saturated with the spirit of
rhythm, as a sequel to long and loving fellowship with the art. The well
known aesthetician Croce, 1 am told, emphasized the supreme role of
intuition in art-making. Now, in so far as [ am not an aesthetician myself,
though I can claim to have some aesthetic sense, I am not aware of how
exactly Croce argues for his emphasis. Nor do I know what intuition relay is.
But if it also means suddenness of the way in which some thought, some
insight, or an impulse may come to the mind, I can vouch for the truth of the

emphasis in question, strictly in the light of my own humble experience of
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creative work in the field of rhythm. What has happened to me repeatedly is
that, quite without any intention to compose, suddenly a tuft of alphabets
flashes upon the mind — I do not know from where, and because of what;
and then its own aesthetic demand and my own familiarity with rhythm as
performing art jointly make for its flowering into a whole composition
wholly in the mind, that is, well before any try to actually play it in the tabla.
And all this takes place while I am engaged in some humdrum activity, such
as ambling in the market. Of course, I cannot say that sudden or immediate,
effortless awareness is confined to art-making. Even in daily life, if two
things put side by side, do we take time in sensing whether they are similar
or different? But those intuitive flashes which make for the creation of
beautiful forms are surely distinctive of a life of intense, personal
commitment to some art.

I indeed feel sure of one specific fact. Authentic creative work in the
field of rhythm is just not possible if one has not already assimilated, over a
period of years, the essence and vermiform working of rhythm. The essence,
here, is no merely evenness of pace, but its active regulation which (also)
means management of variation within an overall order. This is exactly what
distinguishes time as rhythm from clock time on the one hand, and from our

everyday experience of time (or lived time) on the other. The ticks of the
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clock occur at an even pace, and never deviate from it, that is, till before
some mechanical defect occurs. But this is not the way of time as we
actually experience it in daily life. On a particular day when we have
nothing to do, time seems to pass very slowly. On busy day, contrarily, if we
have to work ceaselessly and complete many tasks, each within a prefixed
time limit, the end of the working hours may seem to come a bit too quickly.
Similarly, in the region of rhythm, our sense of the passage of artistically
created time can vary greatly; an, what is more, here too the orderly
regulation of pace is both segmental and overall. The former is provided by
vilhags (in the case of the basis cycle) and by jatis (in the case of patterns);
and the latter (that is, overall) by two factors. The first of these is the norm
of the pattern’s seeming self-completion at the same — or at lease an ideal
indication of the focal beat through a skillfully designated avoidance of it;
and the second determinant of overall regulation of pace is the individual
player’s own essential hold over the flow of laya as expressed in quickening
a tuft of bols or decelerating the pace of another, without any wobbling or
harm to the basic laya.

At this point, however, I find it necessary to make the following clarification

remarks.
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(2)

(b)

(©

The concept of jatis is the only thing which I am able to pick from our
traditional theory of tala, partly because I do not know Sanskrit, and
partly because I have not seen any tabla maestro relating to his own
manner of playing any such ¢oncept as that of the ten pranas of tala.
Further, I have preferred to speak of the pattern’s self completion, not
of mere completion, at the sama. In saying so, I want to emphasize
two points: first, the inner dynamics of the composition itself; and,
second, the aesthetic centrality of the sama. The inner flow within the
composition has to appear as moving towards an end; and the, or the
sama, has to appear not as the mere terminus, but as the target or
aesthetic destiny of the whole composition. This gives us an important
principle of composition, namely, dynamic orientation.

What, however, deserves a little more emphatic mention, because it is
not commonly thought of, is what I have spoken of as the individual
player’s own contribution to the overall regulation of laya. I may
make the point clear by inviting attention to some of the actual
compositions notated in the book:

L A kind of chalan which is also called rela quite freely on
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Here, the 5™ and 10" beats have four alphabets each, and so
have to be played at double the pace of the basic laya of the
whole composition. The change in pace, it is obvious, has to be
managed by the player himself without letting the transition
appear abrupt or awkward. Another illustration of the point in
question is provided by a composition of 17 beats which has to
be played in such a skilful manner that it may cover only 16

beats

YPFlT eUP RETPET  fuewrr
AT TP REunr SiEmr (2w 9E)
A faga TilaATes ARedT
T Pemmr afewmmr FmREr PEr

gPFTT  eurH  REPET Reymr v
RATFET 4PART 2UPH Tanfear (26 9
AAlg AT TaTeT  Riewre
TPET aPERr e RThET

Laya, however, is not the only thing in a rhythmic composition;
it has a filling of bols too; and it is with this in mind that I put

forward the following general principles:
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ARTICULATION :

This word is here to be taken to mean the act of uttering or
producing distinct sounds even they are quite close to each other.
The reference, here, is to both padant (and recitation of bols) and
actual playing. Applied to tabla playing padant articulation would
mean clarity in the nikas (or execution) of individual bols. This
would require that only those bols are put alongside of each other
which do not tend to bedim mutual distinctness.

I may also add that an important way to heighten
articulateness or the mutual distinctness of bols is accentuation.
Thus, as it common knowledge, in the following (Japtala) thekaka
of 10 beats.(example)

R oar B R oamafdT o BB
Here, every dhin has to be played a little forcefully, and na and tin
have to played (or spoken) a little softly, though not of course
unclearly. In other words, what is here to be regulated is  or the
force of impact of paying at the drums. This, incidentally, applies
not only to very rhythm cycle, but to the every rhythmic

composition. Without a proper distribution of emphases, all
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playing would appear anemic or spiritless, or thanda, bejan, murda,

as we say in popular parlance.

. Playability and tonal appeal of bols :

Further, mere correctness in respect of the number of matras
covered is not enough to ensure good playing. The collocation of
bols has to be playable too without undue strain. Consider, for
instance, the following (attempted) composition in a stretch of 16
beats;

Example.

fire fre arr Te Fefr fre At fae
R PR Tie SF dRE FSTT dlde (UT IH)

Here, 16 matras have been duly conversed by the syllabic filling,
but the filling itself is not playable in its recent sequence.

It has also to be borne in mind that the bols of oﬁr rhythm are
not only played, but recited. They should not sound funny when
uttered. So, whereas titghidan is all right, tittitan and
dhidhdhidhan) are forbidden, so to say.

The norm of articulation makes another deman on the player. It is,

we have said, helped by accentuation. So, naturally, some bols
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have to sound louder than others. But, however emphatic be the
sound of some bols, the playing, as a whole, has to look effortless
and controlled. Such a look may be said to be mellow. It comes
after long years of practice. I here feel impelled to cite a remark
which I have often heard from masterly tanla players of some
gharanas:
In the beginning of one’s playing career, bols have the
thickness of a rope; later, as reyaz progresses, they come to
acquire the softness of silken threads.
However, softness may not be all along here in actual playing. A
look of effortlessness is a mote binding requirement.
Segmentation.
Qualities like the softness of an individual bol or the international
waywardness of the manner it may relate to the basic lays as
perceived by the rasika’s ear, are however not the same thing as
the ease with which a bunch of some bols may be comprehended
by the mind. The latter calls for a proper articulation (not division
or disruption) of the whole pattern into shapely segments; and it is
here that the Gestalt laws of perception — such as those of

proximity, similarity, contrast, and common destiny or coercive
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(2)

design come into play. In a bol like “PI-FT | both similarity and

proximity facilitate its comprehension as a single unit,. Though it
comprises four leter. This is very different from attending to a
word of four letters, such  as one, partly because the emphasis
here, generally, is on getting the meaning of the word — that is,
conveying some meaning- can be achieved by merely reading it
quietly. The purpose a bol of rhythm, on the other hand, is not at
all achieved unless it is sounded for the listening ear. The
principle of contrast here works not only as the opposition of
closed and open bls, as in the case of where and are clearly
dissimilar to and but a the transposition of bols as in the case of
Here, however the two groups not only oppose, but also balance
each other, because both comprise found letters each, and are
expected to take an equal length of time.

In respect of segmentation, however, the following additional
points are also noteworthy:
What we have called a segment — that is, not any part, but a
section or group of bols having a look of some self-completeness
about it — appears so only to him who is able to follow the basic

laya of the whole pattern; otherwise, they will appear mere
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(b)

fragments. Not segments that is such part as are actually sensed as
making for a whole, in virtue of the very laya at which they are
played. The rasika cannot afford to slacken his grip over the
basically even for moment. In a single, undivided act of attention
he has to follow both the temporal (that is, relating to time) extent
and manner of flow (and varying sound!) of the bols and the
unheard — because not here played as a matrix — but always
remembered basic pace or laya. From this point of view,
discriminating perception of the play of our rhythmic patterns may
be said to be bifocal, in a way.

This at once makes a heavy demand on the playing artist too. He
has to keep the relation between the pace of the pattern and the
basic pace (initially established by the theka) identifiably clear ( in
principle) all along. Otherwise, the very essential condition of out
relish of the varying design of our patterns will disappear; and the
listener will have to content himself with, and admire only such
merely heard and seen (not understood) and superficial (if
necessary) features and occasional alternation of loud with
whispering sounds. The theka is a theka not merely because it can

be straight away made to open a solo recital, not ev3en because it
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(c)

just provides rhythmic support to a musician at work, but because
it is the anchor of our entire artistic creation and aesthetic
enjoyment of rhythm. Composition is here the vital requirement;
and in the case of our rhythm, it is not simply a matter of what bols
are put together and how , but of how the whole collocation of bols
(as a pattern) relates to the basic laya.

Segmentation of a long collection of bols may also be helped by
the use of what may be called rhythmic end-rhythmic end-
rhymes (or quafiya radeef) as in tﬁe cae of an authentic quaayeda.
To take an example, in the case of composition No.56 on (page
No.16 3), all the four lines and with the same bunch of bols,
namely, trakdhingin . This is likely to remind readers of end-
rhymes in poetry.

But, at this point, we may mark a difference too. Where a poem
builds upon blank verse, quite a few of its lines do not appear
clearly complete in meaning, though they surely get rolled into the
unity of the pome’s overall import. In our rhythm, on the other
hand, every pattern has either to end sharply at the sama — that is,
the focal beat - or to slight overstep or fall short of it so designedly

that the very incompliance of the end of the patter as placed may
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heighten a knowledgeable listener’s sense of the set location of the
beat in question. My reference, here, is to patterns of attend angst
variety.

Outer completeness and distinctness of properly disposed bols
on the inside are so necessary features of out rhythm that the
definition of beauty as unity in variety is perhaps nowhere as aptly
applicable as there. The definition I speak of is, of course, not
relevant to every case of beauty. A ruby may strike us as
irresistibly beautiful; but will this impression reveal any inner
differences in the gem-stone? Not at all. The case of rhythm is
different; and it is not without reason that our Outwards of old,
unlettered though they might have been, would always insist on the
supreme importance of wholeness of design and clarity of inner
accents, and would therefore abstain from playing at hectic sped
where clarity and manifest wholeness of from both give way to
fuzziness.

Today on the other hand, even regular critics seem to prefer
sheer fluency to other excellences of the art of rhythm. They seem
to be oblivious of the truth that if rhythm is as art, which (I have

argued) it assuredly is, it is primarily because of its emphasis on
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the two excellences I have just put in italics, in the previous para.
But, I hasten to add, rhythm is just not covered by the view which
regards art as essentially an expression, be it organized or just a
spontaneous spill-over, of the artist’s immediate or recollected
emotions. Our rhythm as such is at no point an expression of any
designable emotion, such as joy, sorrow or anger, though it can
certainly be adapted to heighten the emotive look of vocal music
where such music where such music seeks to express some
emotion. Four instances, where what is being sung is a
composition in raga adana, which is expected to evoke a
semblance of velour, the tabla player may well add to the overall
effect by resorting to forceful manner of playing. Yet were may
note, our rhythm does not build upon sounds which express some
feeling, as wail may express grief. It is possible to so pick,
organize and play some syllables that the whole a tern may
resemble, more of less, the characteristic chirping of a bird. But
that would be representation, not expression; and even
representation cannot be regarded as essential to rhythm. Those
who seek to regale lay audiences by playing in a way which

resembles the start, acceleration and cessation of the movement of
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may, in my fifty years fellowship with this art I have never seen a
good solo tabla recital acclaimed because it has been very
expressive of an emotion or truly representative of a fact, activity,
or situation.

At the same time , however, our experience of rhythm is no
mere listening. A segment is what it is, partly because there is an
interval of quite, however brief, before the next one appears. This
interval helps assimilation of what has just been heard and
generates a looking-forward-to what is to come next — an
expectation which is directed by he basic laya-flow. So, a rasika’s
listening is at once contemplation.

5 Structural Orientation:

The looking forward-to, which I have just poken of, can be
helped by a measure of structural orientation in the composition
one is listening to. It is noteworthy that the requisite wholeness of
form to which I referred a little earlier is no inert completeness.
Rhythm is an occur rent art; we see it being made; passage is its
very life; but this passage has to look targeting, and not merely to

end at the sama. Further, this passage is not uniform in respect of
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the impact of its constituent bols. Some of these are accented; othrs
are just cut out clearly. It is this variation of emphasis in the cutting
of bols which, along with some other structural features, gives to
out patterns of rhythm a look of aiming at, and making for the
sama, instead of merely ending at it tamely, if correctly. The most
common way to evoke this aesthetic semblance is to make a
pattern end with a thihai. Aesthetically, I repeat, the sama has to
appear as the destiny rather than as the mere terminal point of a
pattern. As I say so, I have in mind the Gestalt principle of
coercive design. What I here wish to emphasize is the look of
orientation and the varying distribution of emphases over the bols
of composition which give to rhythm Some semblance of life. In
everyday life too we do not utter very word with equal force; and
the listener’s attention is directed, if in part, by the emphases and
pauses that we introduce in our talk.
Aesthetic resilience:

But there is something more subtle that a player can do to
make his rhythmic work appear ‘alive’. He can make a pattern
appear to lapse for a moment from the basic ace and then make

immediate amends, somewhat like the way speaker may quickly
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replace a word just used with a better one. But let me clarify the
point with the help of an example. On page No.120 I have notated
a quayeda which actually comprises 17 beats but has to be played
in a (slightly shorter) range of just 16 beats. The bol which closes
the first line in the frame of 17 beats is dhitdhage and in the 16
beats setting, it is dhitdhagena so the Na of dhagena which occurs
at the 5™ beat (in notation) has to be covered (during playing) in
the 4™ beat itself, which means that the bol dhitdhagena must be
played a little more quickly, so that Na may be duly assimilated
through the quickening of pace, and the normal pace of laya may

promptly re-assert itself.

8 T I IE qFar REw U5 % 3R - 33%

212



[P AETOPS..

g T Jea 8180w -

~ N N

2 89: yalagi usA-
Grolit a0 480 A & Sl g B 4l wen 3 o v A Mgt R

@t g5 ol of @1 B Gw A wnd o W D W R wwad W4z wd DA

&k‘l’i&&.ﬁ&m’ﬁﬁﬂﬁﬂ R Q3 B, .

wgs g o dd WA, warad B owms )
Wlid doelt v WU o aftmucs W A4 sA AR 2] D, 4ok A s 20 9
Gl R D, it - Wl el w BT -l el B g v
g et Q1 A W A ouns dn s s 4 ed oR vl @ 8.
g Wt AR A SR ulsansafie lwsswaad qenda Bud pud 3 g
ot g Bl werag 3B, 4y ud, sl el WY oo 440 WR Ng W3
A A et GRS g e R B, Jeells QARG avinued ogd W] o 2
Toidlu B, ag weea il o A A © s W
el As - R yaded § Parpen

S3uiad ol B B, amsalisd
el o2 3 8 i we' s
i weded

e

Gaue el awe M, Gha
R vl W WY dorduted

T

uugedl nsnAn wnd L fs

arote 9l B RURY a4 dsts sana dsed aleaciin W da fs, | B

-a;?«;;w 4R _EUeny T
A8, . S
A Aok

AAMA BE A

5l B, ol

(i A g e .

Spsdiaes SR Sl
F Wl wll Chadowit o>
"2qd) 3 Al Feii af; HAind -
QAL BN YA i R W2 -
"oy 81, A v sl S, W
ad A oy, 3w wed),
| et il dollad'and
2 diad oud e g
W ¥.1
oo g sl ARl wied 529 wedi G B, . dot 5
Wasad v ud B A Ry LA sy v el A e Qe B A A vewn sl o
lavyzagd, s Sand  wol M v qes Adar e wd udow s 6w
o i e Uit ot 4 DA agal Awsusaiug . S A s B sl
a3 B, a4 du AL Blaie  om : : Uil iasd g aued e
At aond. S afed  wet- R B0 o s o o 83, 0TRY wls sguy om
42 0 ua W o 4w uss Wl Wt 53 DY SRy 24 B, A AR
il 33, 9g o 55 g el oust- e A A GIRA R Nlx A A gER At B, -
agt, § A Aokuai A oy - WS Sed abudted «dl g, wei-aR i5 o) dw il
R ST B Ao We Yuh DA w@ e Wl el -
A o) 5 v S oy S9. 3 Ges Buw i adu, /G- i o 9l adead
wliagi B o i ug ar el Guis el gnaadl vy, | B, i afm

s Adl as@aed
: * 2l viout v B, vy A el
adFoaps gt 3 A adi ol @liga Y swa sausrd
A s s opud R GNQ BNUAL HEE B
dn B, doqeddl s, 324

% eusghe] fed w sassiy g

| “dompmead: s

wd fy tinﬂ.,\é,w\vﬁz_t ,q-itt'l‘g

ord add Qawd B wa wn . -

R FeudhAl dAed. w2
el v 4 s wd B,
£l “Mmm
wagd A" B yeabii
wod W B W B

AL RSl A B

el adem w8,

- Al doiidisdadl s
MR ude yuu A B

orusi- e, oA
i w1 e Wi
w3, AL A dor WAL

sl o gat, 2wl Wl w
s GUR b A gl Al
Nowdl, vy At el g
(¥ womaat B, A0 s R

LR B R

D aie” 003, 2kt

avee #{ A u we B
vt ad S e it
g R U SN D4 A
o Ad w8 oud
st DA oy W sl adl
8. il
e aw, brewen Bl 4
g wella v vk G
ug g4 aad A aseliyad
B, vz Wa Ao s Q.
"o s A adii Hend

T Gzug Sau Wil udd sslile

A ylogun wsdad ¥ qedsd
o o . f

'
Fhdanlan e



In defense of tabla maestros of yore -

lI!il'annH aod Tipails', logw (oow facully of peforming and warlod mock of bolet R W s | Indis achloved i mome on practice, Jawerted, D
beats in two and mg).ait:-ds. ety nf’d Bamg- verse in~the cass~ of ngw onee* . Accordiog fo Prof. Bl . Dunog hig temurs at the Music -
thres different  speed patterns 80 3 :d‘ subscribed to this  Though the oider ustads wers us-_  gume Ustad Habibuddin Kaa» had  College s Baroda from 135010
on the Tabla, the ‘Lom-Vilom VP be repiied in the uff . cducated they ch & the desire” specislised- In the Ajrada style of 1953, Prof, Saaera ““had qmade a
bole's which read the samo from These and venous types of boles ~ o leain the boles of different glia= - ~playing -~Tebla ws taught by s bold suemps and pevied the svlla.
Gither aids and the Tal Quila o Rot played now mot beoatits  yumas ke, , Airada (a spsll father- Ustad Shamoo Khan but  bus for the Tabla derertment. This,
P * following th 4t of they are icult or comphoated  town pear Meers), Lucknow, Fa.  abe the Delht e . was necessary to maintam
arss’ fol g the sonnd o but due to lack of awareness. The  sukbad etc. and a to a partis _ from Usted Nathu Khop asd the  continuity, Otherwise students who
mpsic of the historic Red Fort  modern  percussionists  have not  auise ghamoa Iater, This  helped Punb gharans (whichinciuded Luc- ' reach the final yosr of degreo or
them in knowing the positive and  Fumb. hanm (which ncluded Luo-  digloma, tend to forget whst they
nezative aspocts of all ‘schocls of (ad Munw Khin who taught the  hod feamnt in the previous .yeais.
§ mausic,” . Abm T hs:xmn sald &‘:i lﬁl-ldm!:
N .- - cansot tven st lwvs an eormvem dexire to get ©
The wsde these da " iy bors ot o0 roger.”  “real knowiedge® “mther then colv-
§ saither the inciination " Joct miore owbe, *
. . to Jmrn e A
: the waltent features and bols of of the & sty o o a
: - different gharanas mor ks thelr f&-  pow who have in Miee _ Whtn ssked  sho tho “Tals
ndition systematic, he mid, The lya* sad ‘Dhirdbif boles prosemmt  Vadye-Kachbar®y ‘ma ensemble of

By G. V. MUDHOLKAR

fa_Dclhi are scldom played by
percussionists in the solo reci-
tals. One only hears “Tibais’ and
oftacpeated “Kayadas® nowadays
indicating a steady deterioration
In the field of classical instru-
mental music

When T poicted this out to Prof.
Sudhir Kumar Saxena, 64, one of
the finest prrcussiorss's of Ajrada
lhamna in the country and former
ead, Tabla department, Music col-

made sincare cforts to gt acoom
to them from vanous sources, And,
perhape, none would say that thess
types of beats are unimpressive if
rendesed n the right manner, Hero
:m( the basic difeseacs, aocording
o Prof.
al of
yester genemtlon,

Prof. Sinxma !'egmed Ilhls ,dlff%
rence es ‘composition culture’ an
*speed culture® and said *while usta.
ds of the olden days had x good

¥ o opeed, lect e
‘Jugslery,’ Prof. Saexenx ted

ike the percuseionists of sy

0, thers Iy alay 2

said,

A ‘gandsbend’ dixipls of Ussd
Habibuddin Khan, ﬁxg" welkknown
exponent of Ajrads gharas, e
also had his trainlog under Ustad
Bundu Khan of Ajmda, Prasadiial
of Delhi and Ustad Suitsn Khan
of Patials, This was ‘much before

e

T

ey BT

& fSontaute sclo reclial minus these | vatioos percussle fustiun
t fonr Be-ask . . Tabls, - Mrideagam, Dholak, Kang~
boles 4o our setifaction,” ‘B mak- <+ 1E L e players on._ Uit

o,

Prof. Saxens amaffed the tenden.
¢y to call msioans who have
presested  reatals in the totesgn
counitries In vyarying degress of suce

“oarms® and “yukdas”, he said it
is o “tamasha® brcause thete can
never be peopsx co-ordination of

. -"?’ 3 ‘isteraauonall acci'ﬁzmgg‘ Barmony, .
{ “For our rousc, we hive fhe . .
iu‘d’m in the country, so why iake Regarding  “Table-Tarang” I

which # percussionust handles about
10 man drums 10 present 3 g3

ide on gemn(f faurels from fores
" he sad, ¢ 0 ot
compontion, h«:. a:md the Uscope ot

gntss,

‘The standard of musss SWaFas meend) 15 hme
mabons 1 the cowatry 1 alio on  red,” and, therefore, not sdvisable
the decins, On the mbznd xh‘:; 1o play. .
is & quantitative nde on :
other quantiativg mepect in clast The stendard of xousic Tevicws i

e - oal the country has to improve, acoord-

tusc is [ast vamshing, Te overcome
thyy problem, Prof, Smeas, who 5

& memoer of e UGC commutics
on music and_a ’paper-seiter Jfor
M A._exsmination, sud the M
buy 18 the music Instiutions Should
be kept to mindmum, “As music
falls under performing  aris
category, the focus should be leid

10 Prof, Swena, 8 recopuent of the
. Guarat Sangeet Nniya Natya Ahe-
v demy gward.
Jhonest, eritics,
= Srew bow to venoud
- the athisees, orgamsers
proprarames eic.

yresures from®
of music

Py

£

e, or

often do mot gt
ponse from the sudience ay overy-
- welv is “camera-conscious,”
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! cussionists have hardly made
| any efforss to trace the origin o
31 of tabla and more often oné is
‘3 led w0 believe whar & passed on
in this regard from one genera-
tion to another. There appears
to be.mo solid evidence so far
.1 as to when exactly this musical
M1 instrument was created or de.
signed. It is believed that tabla B
was first played abour 550 years
ago.
gf’rot. Sudhirkumar  Saxena,
former head of the rabla de-
partment of M.JS. University of
Baroda, Mr. Prabhakar Date, a
. noted percussionist from Baroda,
"8} Mr. Laxman Phulpagare, ‘A’
class pereussionist of AIR (Ah
medabad), end Ustad Rehman
B Tllll@flﬂ Tale Of Tabla
Khan, another  percinstomtst  time, Actording to him, there s EX especially for solo  recials
# who has been on the AIR staff  a reference to percussion mstru- Tabla comprises two parts.
s for over 20 vears, were unani-  ments called “Ballag” and ‘Ba-  While one drum wually played
o mous in pointing out one thing  lag@ in the Sumerian and Babi- by nght hand 1s called tabla,
42 —tabla was “born® -owm of lonian cwilisation, In the Persian  Dayan or Madi or Nargha or
124 pakhawaj, literature, too, one finds nomes  Dhukkad, the other usually play-
ULy "This is absoluely true be- like “Tabal baladi and “tabal ed by the lett hand is called
'I': cause in the oldfen ’t'imes pakh~ ;;nrgl"’. . iVIaybe, he s_;rys, r:ll Dagga or Bayan or Bhandia.
awaj was used for the accom- hese’  instruments  similer  to .
paniment  of dhrupad-dhamar  tabla  helped in the design of (S,-Z:gfia gh::'égfy g:g:lokz‘;;f
u singing; the Lkaval and thumrnt  the present-day tabla. Buageisar  etc)., * Alti:m;gh the
i which  followed  was presented Mr. Laxman Phulpagare be-  average height of tabla 15 one
1 to the accompaniment of tabla. [;'evcs‘ in t;:e ‘Fab lblzi bola®  foot it varies accordng to the
ny . theory, But he says this percus-  pitch, The top of the drums n
4 w’i;_?}:gg;i tgughi{gs‘a:gax;:‘ffd sion - instrument had a different  covered by goatskins. ‘The skin
¥4 Y porween Kudau Singh ( Kudum form in the ancient times. The cover is wrapped into leather
Singh) -and Khabbe Hussain Dhow  left, drum, he said, was straight  loops™ which are stretched over
";. lakia some 650 years ago. .- - - . . P— - - - -
. k?z; Fthis ;tiud;,'il :;l egdieyecf;"- i et . o e S &
21 udau Singh’. triumphed.. “and -. n A @ L L
. Khabbe.  Hussitn Dholatia fat dagic “ At Their :Finger-tips -
his thumb slashed when he lost. '} = .- e T, mnat ot S R L
Later, in d fit of rage,” Khahbe . EQB_solo recitals; = percussionists .either present a mixed fare.
Hussain is said to have cut the = | ‘or adhere o ‘boles’ of ofie of the following: banj’i 'z = -
W | .the .. pakhawaj inte * two parts ' 7Defln Baaj—Often considered the original. baaj, - In_this,
g | and when he saw. to his surprise, " one finds-a predominant. use ofindex and its "adjoining. finger. * ¢
W § that pakhawaj boles could . be There are more ‘chaant’ or ‘kinari’ boles, The third finger s -
B _— : X used -while playing “tirakita” Peshkars, quaidas and ‘its ‘paltas
(i eesnsaNsanscEsuRRRERSNY are systematically presented in the solo recitals, - )
i By - Ajrada Baaj—It has more affinity to Delhi bazj. .he
G. V. MUDHOLKAR
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played on these two parts, he
reportedly  said “tab bhi bola®
which in the course of time be-
came tabla. ~ .

It is also believed that the
duel was between Kudau Singh

and  Siddharkhan  Dhadhi, the Farrukhabad Baaj-~—This baaj is also replete with fong. nd
latter being given credit of mak- sweet gats. o

ing this  instrument. Amir All these baajs. it is said, were formed when percussionists
Khusro,  who -lived during of repute seitled in the respective places in the country in the

Akbar's regime, is also believed

quaidas etc. are usually rendered in fast laya.
time, effort is made to produce sweet sound from the dagga.
.. JLucknow Baaj—This baaj
‘chakradars’ and is often called Purab Baaj,
Banaras Baaj—Often considered part of Lucknow . Baaj.
Wh:le' the accent is equally on the dagga, there are more open
beats in this baaj as compared to others.
for the accompaniment of dance.
. Punjab Baaj—The open boles of pakhawaj are modified
suitably and gats are mostly played in solo recitals in this baaj,

course of time. Evidence in this regard is very scanty and much

At the same

is famous for _its lilting

It is chiefly vemplayed

s

1. to have carved out tabla. of what has come to us is only that which gurus in ‘the olden

, i times orally related to their sclected disciples. :

: But Prof. Saxena dismisses the )

vyl "tab bhi. bola” aspect and in- - — GVM.

< | sists that Khabbe Hussain Dho-

g lakia and none else is the crea-

v} tor of tadla. - " : ik - b

Il . oo and _‘not roundish, According to ody of the dri

5 gccordmg dro £’}um, ’hé 5.51":\! }:I,::i whea;‘ flour (aata) wasgap— brai?es. f Irums .by leather
was organise y one ied on the . )

1| Prasad Munski. kimself a reput-  had no ‘;}m}u!’cf:-b%‘m ,,f,’,,?;f,‘} Small  cylindrical blocks  of
ted dholak player in the Bands  earlicr, Even now, he says, in };’Gﬂd are inserted between the
district _of UP then, In such  Sind - (Pakistan) and Punjah, o, 4 the outer wall of

| competitions,  whosoever had  aug is applied on ‘the daggé tabla to match tonal variations

1} [lesser stock of boles was declar- The dagga, which n the ancient

ed a‘efgated.

Mr. P. G. Date says that in
ancient times ‘tabal jang was
used at the time of war in
Arabia. Although this instrument

was initiolly played with sticks,
it was played with fingers for

before playing it.

Ustad Rehman Khan admitted
that his gurus taught him boles
rather than the theoretical aspect
of tabla. He said that percussion=
ists in the ancient times used
*bade mukh ka tabla , usually
of ‘Kali char’ and ‘Kali paanch’®

In the present times, kowever,

times, was made of clay, isnow
made of metal. Some percussion-
ists put lead inside the dagga
to get good echo, ,

Will the form of tabla under-
~go_a further change in future?.
Will the exact origin be traced?
One can only keep his. fingers

percussionists use .tabla of ‘Kali  crossed..’.. ...
R T D T N o T S R M T TR L

e s Sec g ors B

religious songs in the course of

e
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Three plllarso emusm WOr

IKE many institutions in Vado-
the Music College, too,
owes its inception to the Maharaja
Sayajirac IIL He brought in Ustad
Maulabux to begin teaching music
in an organised manner aslong ago
as the late 19th century. Vadodara,
therefore, is the first city to have in-
stitutionahised the North Indian
style of music with blended gha-
ranas.

Stalwarts fike Pandit
Bhatkhande took keen interest,
since 1916, in the development of
the institution in teaching music so
that a student simultaneously be-
cameagood musicteacher, amusi-
cologist and a performer of good
calibre. In contemporary times, the
three gurus who have been instru-
mental in p: ing vocal music
aswell as tabla teaching are Pt Shiv
Kumar Shukla, Pt Madhusudan
Joshi and Prof Sudhir Kumar Sax-
ena. Pt Shukla, one of the earliest
students of Sri Baburao Ghokle,
blossomed under the Bhendi bazar
gharana of Ustad Aman Ali Khan
of Bambay, whose style of singing

was 50 original and fresh that it cre-
ated asensation in the musicworld.”

Pt Shukia not only imbibed his
Gunu's style. he also added some
more melody toit. The sargams in
the gharana are unique. He was

ised asa top-notch singer in
the late "50s and *60s and consid-
ered tobeinthesameleagueas Us-
tad Amir Khan, Ustad Bare Gulam
Ali Khan, Vinayak Rao Patward-
han, Narayan Rao Vyas etc. No
conference was complete without
his presence.

In view of his eminence, Pt
Shukla was invited by Smt Hans-
aben Mehta, the then Vice-
Chassellor of M § University, to
join the miisic Sollege as ifs pringi-

3" pal. Pt Shukia gave his heart and -..

souf to the teaching of musicand, to
a large extent, was responsible for
the introduction of the Gum-
Shishya parampara. The present
Dean, Prof Dwarkanath Bhonsle,

was hisstudent andso are afewoth-
erswhoarethe current Gurusinthe
vocal musicsectionof the coflege.

Pt Shuklas compassion and °
Ioveforhisstudentsisevidentinthe.

manner in which his students still
regard him — not only as the
Sangeet Gury, but as the guidng
factor in the development of their
personality, Vadodara owes alotto

If the Music College has made a name for itself,

beydays,mepmf&ssorhadﬂwpnw
ilege of accompanying on tabla all
the masters of mstmmenta! misic_
aswell asvocal maestros: A much-
sought-after artiste;. he’ could-en-;
hanceanennreconeenbyyudim
and highly melodic accompani- -
ment. A member of the expert’
UGC committee awarding fellow-
ships in music and dance, Prof Sax-

in the firmament of classical Indian music,
credit goes to Sayajirao lll, and says Sarvesh
Chandra Mathur, three unsung heroes ,

Pt Shukla so far as music education
is concerned. He was felicitated by
thecitizens of the ity in 1992,

Prof Sudhir Kumar Saxena, the
table maestro. leamnt his art from
the great Guru Ustad Habibuddin
Khan of Ajrada Gharana at Meerut
in UR. Hejoined the Faculty of Per-
forming Arts at Vadodara in 1950
andretired asa professorand Head
of the Department in 1983. In his

ena wasa visiting professor of tabla
atthe Mahatma GandhiInstitute at
Mauritus for twoyears.

Prof Saxena is not only a tabia
maestro; hie isalsoa scholar, having
published treatises on “The Art of
Tabla Playing’, ‘Aegthetics of”
Rhythm’ etc. He has a large num-
ber of students who are either pro-
fessional tabla players or are table
teachers in various music colleges.

N

b

d:

Madhukar Gurav, an excellent
table player and reader in the Mu- .
sicCollege, iskeeping thetraditions %
ofhisGurualivetoalarpeextent. ™
Prof Saxena's contribution to ; *"
the development and spread of "
tabla education can be gauged by
the fact that after vocal musxc,the«
tabla class has the maximum num-" |
ber of students, This means that -}
Prof Saxena’s efforts in organising
tabla teaching is providing gainful -
employment to hundreds of stu- -
dents after they complete their a
leaming process. Prof Saxena is so | |
humble and such a great Guru that ; ;
even at the age of 75, he is sur-
rounded by disciples who get con- |
santemnagmmtﬁomhm.ﬂe
s still following the Guru-Shishya ; -,
parampara. A personwho is laved +¢! o
byall. Hewas felicitated by students .:,-
andSwar Vilaslastyear. =
Pt Madhusudan Joshi one of "4;

PR N

Se A,

XXAAAN

“diploma-holder of the music col- ~

lege. Vaadodara has upheld the tra-
- ditionsof the Agra Gharana as Us- _;
" tad Faiyaz Khan, Ustad Atah
Husain Khan, a teacher par excel- _,
+lenbe, and Ustad Anwar Husain | n
Khan were teachers here, Ustad u
Atah Husain Khan took Pt Joshi .
under him as his primary d:sc:ple
and the student and the Gharana =
_botijblossomed. -

Pt Joshi’s concepts of the raga : '
aresoclcartha!astudmtmncasﬂy o
understand the finer points of the .
mgaandthebandxshsaresomuch -
enrapped in the bol and faya that
the weight of the bandish is deaﬁy
perceivable toastudent.

PtJoshi’s prominent dnscplcwas
the late Pt Madhukar Pendse who,

unfortunately, diedyoung. Another >

well known artist was the late |
Dinker Kothari whose son He- .|

mant Kothan is stull learning from *, .
Pt Joshi. Another disciple who has

a excellent grasp of the Agra gha-
ranais Rajesh kelkar.
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