




















EXAMPLE 6-6 Gopuccha Shape
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durations.*® The structure, including the mora with a letter assigned to each
count, is as follows:

AA'AB ¢/
AB i/
B! three times (mora)

In Example 6-6, the first occurrences of A, A’, and B, and B! are bracketed.
Each initial stroke of the mora pattern is boxed. The pattern TAKA is
drummed in one unit of time, which is shown by a slur.

Example 6-6 can be changed gradually by infix, the procedure of
substituting new strokes for the basic strokes, usually in double time. This is
illustrated in Example 6-7 with just two counts.

EXAMPLE 6-7 Principle of Gradual Change Through Infix
1 2
TA DIN TA DIN T&_IE/A DIN TA DIN
TA DIN TA DIN TAKA DINA TA DIN
el Gl s
TA DIN TA DIN TAKA DINA TA DINNA
S~ S~ S
TA DIN TA DINA TAKA DINA TA DINNA
S’ N’ SN~ ~—

TA DINA TA DINA TAKA DINA TA DINNA
N L Y~ ——~ lana

Another shape (yati) and one which can come into mdra as well as in
compositions, is damaru yati: >< . A damaru yati pattern, divorced from
the tala, is shown in Example 6-8. Example 6-9 illustrates the same pattern,
but in the way a drummer would think of it—in terms of DARIKIDA with
various prefixes. The pattern DARIKIDA fills only one unit of time.

EXAMPLE 6-8 Damaru Yati

TAN DA KA TAN DA TAN DARIKIDA
TA KA TAN DA TAN DARIKIDA
TAN DA TAN DARIKIDA
TAN DARIKIDA
TAN TAN DARIKIDA
TAN DA TAN DARIKIDA TAM

EXAMPLE 6-9 Principle of Prefix

TAN DA KA TAN DA TAN DARIKIDA
TA KA TAN DA TAN DARIKIDA
TAN DA TAN DARIKIDA
TAN DARIKIDA
TAN TAN DARIKIDA

TAN DA TAN DARIKIDA TAM

40Brown, The Mrdarniga,”Vol. 11, Lesson 61, pp. 110-11.
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This brief introduction to Karnatak drumming, specifically mrdafiga
drumming, gives only a glimpse at a most complex subject. No attempt has
been made to discuss such matters as timbre combinations and relationships
of sounds produced by the left and right hands. Rather, we have considered
some of the principles by which a drummer can improvise and create, either
in an accompanying role or in solo performance.

HINDUSTANI DRUMMING

In North India too, drumming is a highly cultivated art. A serious
student begins lessons with a pija to Lord Ganesa, much as he would in
South India, and must work diligently for many years in order to become an
accomplished drummer.

The principal drumming tradition in North India today is the tabla
tradition. The tradition includes some elements that will be familiar from our
discussion of Karnatak drumming. Tabla strokes, like mrdafiga strokes, are
spoken in syllables, generically called bols. As with mrdanga solkattu, there
can be a variety of bols for one stroke, or varying strokes for one bol. The
choice of syllable depends on the context.

The subject of tabla strokes themselves, not to mention patterns of
strokes, is a fascinating one historically, because many of them may have
been derived from other Hindustani drum traditions—specifically, those of
the pakhavaj and folk dholak, and the naghara.*! This is not surprising, since
the tabla itself is a composite of two drum types and is of recent origin. “The
tabla’s function, more than that of any other drum today, is to bring together
and re-combine heretofore almost entirely separate techniques and principles
of construction.”*2

Another aspect of the subject of tabla bols is, in part, a geographical
one. The use of the instrument developed in several different court centers
(Lucknow, Benares, and Delhi, in particular), and traditions of playing
(termed bdj) differed somewhat. Accordingly, the bol may change according
to the tradition and/or the geographical area, but the stroke type will remain
the same. Conversely, the stroke type may change, but the bol will remain
the same.*? The lack of interest among Hindustani musicians in the business
of classification (which we noted in the case of raga) shows up again with

“1Stewart, The Tabla, is an important study of the Hindustani drumming traditions.
However, Pandit Sharda Sahai, of the Benares tradition of drumming, has pointed out
difficulties with drumming information. For example, it may be more difficult than one
realizes to document naghira and dholak patterns, because so many naghara and dholak
players study with tabla players.

42Jbid., p. 18.

431bid., p. 22.
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tala: little effort has been made to standardize and classify the various ta})li
strokes and bols. The bols that appear in this section are of the Benares baj.**
In our description of Karnatak drumming, we spoke of the process
by which a stroking pattern is expanded, reduced, structured into a mora,
and so forth, within the framework of tala. In Hindustidni drumming, the
germinal stroking patterns are there, and tala is certainly there, _but structm?l
types such as the Karnatak mora are more numerous and contribute an addi-
tional prominent framework within which such a process ta].ccs_ place. These
structures may be spoken of as “compositions,” as long as it is understood
that certain of them can either be previously composed or composed “on the
spot.” Some of these “compositions” are uthan, mohara, mukhra, theka, and
kayada. .
One characteristic that distinguishes these types from each other is
the presence or absence of a cadential tihai. A t_ihﬁi i§ a stroking pattern that
is played exactly three times in succession, and is so timed that the last stfolc_e
falls on count 1 of a following cycle, on a cadential sam.** A very short tlha},
for example, might be built on the stroking pattern taka dha. If each repeti-
tion is given a duration of two counts, the tihai would be taka dha taka dha

U

taka dha. Played in tintal, it would start on count 12 in order to end on the
~—

Xk

next count 1:

b'd 3

1 2 3 4 5 6 7 8

o 3 *
9 10 11 12 13 14 15 16 /1

taka dha taka dha taka /dha

A longer and more complex tihai in tintal is givc?n in Example 6-10.
The pattern on which it is based is 5 counts long: ka tirakita dhe te te dha' Sra
dha gi na dha. Each count but the last is in triplet rhythm. (Therefore, if we
assigned the Western notational symbol J to each count, the rhythm would

—3— —3— 3 —&—

be ;ﬁ m 1 DIT 1 L if we assign the Western

——8— =
notational symbol J to each count, the thythmwouldbe | = 71 | | |
nr"_i i_'i_j( y)In this tihai, there is a gap between repetitions of the

pattern. This gap must be the same length every time it occurs. In Example

44These bols were taught to me by Pandit $harda Sah_ai. )
45Tihais are frequent in vocal music and in melody-instrumental solo music as

well, but the repetitions in these cases do not have to be exact.



