


NORTH INDIA 
Vocal Music. Dhrupad and Khyal 

[jJ A/ap and Dhrupad sung by Mohinuddin and Aminuddin Dagar; accompaniment: Pakhavaj 
(horizontal double-headed drum), Raja Chhatrapati Singh; Tanpura (lute giving the tonic, fifth, 
and octave), (Mrs.) Suraya Dagar. 

The raga (mode) is Kamboji (diatonic with minor seventh), a mode which is sung at nightfall 
and expresses calm tenderness and sweet memories. 

The tala (rhythm) is Chautala with 12 beats grouped in 4, 4, 2, 2. 
The Alap, or extended prelude, is a wordless exposition of the sentiment of the mode. 
Conventional meaningless syllables are used to support the vocal line. 

The Dhrupad (sung poem) proper begins with the entry of the rhythm provided by the drum. 
The words, which are many times repeated, are taken from an old poem in Hindi by Rasa Khan 
(Manusha ho to vohi ... ), which is an appeal to the shepherd-god Krishna: "I cannot live far from 
thee; cause me to be reborn as one of the cowherds or among the herds of the village of thy 
childhood". 

[II Alap and Khyal sung by Robin Kumar Chatterjee, accompanied on the sarangi (bowed instru­
ment) by Nazir Ahmad, on the tabla (pair of vertical drums) by Kedarn<1th Bhatt, and on the 
tanpura by P. S. Rajvedl. 

The raga is Malkosh, a pentatonic mode without second or fifth and with minor six1h and minor 
seventh. Malkosh is sung during the first part of the night. It is a mode which expresses peace, 
softness, and tenderness. 

The tala is Eka tala with 12 beats grouped in 4, 4, 2, 2 in the first part (Bara Khyal), and Tintala 
with 8 beats grouped in 2, 4, 2 in the second part (Chhota KhyaQ. 

The words, in Hindi, of the first part signify "he whom I love has come to my door .. ." (sajana 
aye mere dware ... ), and those of the second part "what strange unrest dost thou inspire in 
me .. ." (kaisi Iagana lagai Balama). 

In the Khyal the words are employed right from the beginning, but interludes on sol-fa syllables 
(Sa, Ga, Ma, Dha, Ni, Sa) also occur. 

Ed~ing, mastering: S.O.S. Studio, Medias-Waimes. Belgium 

Northern Indian music represents the most characteristic 
form of purely modal music which Is constructed in rela­
tion to an absolutely fixed base, the tonic (Sa), w~hout 
any modulation or change of tonality during the develop­
ment. In relation to this fundamental sound a scale is 
established which contains very precise and highly diffe­
rentiated intervals; these intervals can differ slightly in 
each mode (raga), and correspond to distinct senti­
ments. Slight modifications of the intervals, for example 
a minor third which Is raised or lowered by one comma, 
are felt as conveying very different sentiments. When 
making his way along the degrees of a mode, the musi­
cian brings out and emphasises their expressive qualhies 
by means of ornaments, various ways of attacking the 
notes, and stylistic procedures. Such a development Is 
only possible In improvisation, in the pursu~ of an inner 
musical idea. A fiXed melody allows only the existence of 
an outline of the sound-material; improvisation alone 
provides the means of shaping and differentiating ~. of 
imbuing n w~h an infin~e variety of forms. Therefore the 
only melodic elements proper, and the only ones which 
can be notated, are short motifs which serve to introdu­
ce the words of sung poems. 

Once the musician has become aware of the mode and 
the theme, he sets out to develop and express them in a 
variety of ways in the successive styles which form the 
vocal discourse, the latter being composed of a very 
slow expos~lon, the Alap, followed by variations in quic­
ker tempi. The words of the song are not taken up until 
the second part of the development. At the beginning, 
the voice is employed like an instrument. Indian music is 
fundamentally vocal, and all the instrumental techniques 
are conceived as an accompaniment to, or an lm~ation 
of vocal sonorities. Numerous and varied forms of song 
exist, the most important of which In the classical music 
are the Dhrupad, the oldest, the noblest, and the most 
austere form, and the Khyal, a form created in the fif­
teenth century which is more imaginative, more brilliant, 
and more whimsical. In each form the development pro­
ceeds according to successive formulas which are 
controlled by very strict rules In such a way that the per-

fonmance of a piece, a~hough improvised and always 
shaped anew in every detail, nevertheless unfolds in 
conformity with an overall design which is always identi­
cal. 

Mohinuddin Dagar (1920-1967) and his brother 
Aminuddin Dagar (born In 1924) are regarded as the 
greatest masters of the Dhrupad, a genre which nowa­
days has hardly any more qualified representatives. They 
belong to a dynasty of musicians which represent a 
"musical trad~ion" (gharana), the origin of which goes 
back to Tansen, the celebrated musician at the court of 
the Emperor Akbar (1542-1605). 

Robin Kumar Chatterjee (born in Bengal in 1942) Is one 
of the most remarkable singers of the young generation, 
and one of the very few who maintain the pure tradition 
of Indian classical singing. He studied music ~h some 
of the greatest masters, in particular w~h Amir Khan who 
represents the trad~ion known as Kirana, and ~h Bade 
Ghulam Ali Khan, the famous musician of the Patiala 
school who died a few years ago. 

Alain DANI~LOU 



INDE DU NORD 
Musique vocale. Dhrupad et Khyal 

[j] Aliip et Dhrupad chantes par Mohinuddin et Aminuddin Dagar ; accompagnement : Pakhiivaj 
(tambour horizontal a deux faces), Raja Chhatrapati Singh; Tanpura (luth donnant Ia tonique, 
quinte et octave), (Madame) Suraya Dagar. 

Le raga (mode) est Kamboji (diatonique avec septieme mineure), un mode qui se chante a Ia 
tom bee de Ia nuit et exprime une calme tendresse, de deux souvenirs. 

Le tala (rythme) est Chautala a 12 temps groupes en 4, 4, 2, 2. 

L'Aiiip, ou long prelude, est un expose du sentiment du mode sans paroles. Des syllabes 
conventionnelles depourvues de sens sent utilisees pour soutenir Ia voix. 

Le Dhrupad (poeme chante) proprement dit commence avec !'introduction du rythme par le 
tambour. Les paroles maintes lois repetees, empruntees a un poeme ancien en langue hindie 
de Rasa Khan (Manusha ho to vohi ... ) sent un appel au dieu-berger Krishna : "Je ne puis vivre 
loin de toi, fais-moi renaitre comme l'un des vachers ou parmi le betail des troupeaux du vil­
lage de ton enfance". 

[I) Aliip et Khyal chantes par Robin Kumar Chatterjee accompagne a Ia sarangi (instrument a 
archet) par Nazir Ahmad, au tabla (paire de tambours verticaux) par Kedarnath Bhatt et a Ia 
tanpura par P. S. Rajvedi. 

Le raga est Malkosh, un mode pentatonique sans seconde ni quinte et dent Ia tierce, Ia sixte 
et Ia septieme sent mineures. Malkosh se chante dans Ia premiere partie de Ia nuit. C'est un 
mode qui exprime Ia paix, Ia douceur, Ia tendresse. 

Le tala est Eka tala a 12 temps groupes en 4, 4, 2, 2 dans Ia premiere partie (Bara KhyaQ et 
Tintiila a 8 temps groupes en 2, 4, 2 dans Ia deuxieme partie (Chhota KhyaQ. 

Les paroles, en langue hindie, signifient "celui que j'aime est venu a ma porte ... " (sajana iiye 
mere dware ... ) pour Ia premiere partie, et "quel trouble etrange tu fais naitre en moi..." (kai"si Iii 
gana lagai Balama) pour Ia deuxieme partie. 

Les paroles dans le Khyal sent utilisees des le debut mais il y a des interludes solfies (Sa, Ga. 
Ma, Dha, Ni, Sa). 

Montage, edition numerique et masterisation : Studio S.O.S., Medias-Waimes, Belgique 



La musique de l'lnde du Nord represente Ia forme Ia plus 
caractenstique de musique proprement modale 
constru~e par rapport a une base absolument fixe, Ia 
tonlque (Sa), sans aucune modulation ou changement de 
tonal~e au cours du developpement. Par rapport ace 
son fondarnental, une garnme est etablie comportant 
des lntervalles tres precis et tres nuances qui peuvent 
Atre 16gerement differents pour chaque mode (raga) et 
cooespondent a des sentiments distincts. De 16gll<es 
differences d'intervalles, par example une tien:e mineure 
plus haute ou plus basse d'un comma, sont ressenties 
comme evocatrices de sentiments tres differents. Le 
musician, en se promenant au travers des notes du 
mode, en f~ apparaltre et ressortir les quames expres­
sives a l'alde d'omements, d'attaques et de proc6des de 
style. Ce developpement n'est possible que par l'impro­
visation, par une pensee musicale inteneure qui se 
cherche. Une metodle fixe ne laisse subsister qu'un 
squelette de Ia matiere sonora. Seule !'improvisation 
pemnet de Ia modeler, de Ia nuancer, de Ia faire varier a 
l'infinl. II n'existe done comme elll<nents proprement 
melodlques et pouvant t\tre notes que de courts motifs 
qui StlfVenl a introduire les paroles des poll<nes chantes. 

Ayant pris conscience du mode et du theme, le musician 
cherche ensu~e a les developper, a les exprimer de mul­
tiples fac;ons dans des styles successifs qui torment le 
discours chante, compose d'un expose tres lent, I'Atap, 
suM de variations plus rapides. Les paroles du chant 
n'interviennent que dans Ia deuxill<ne partie du develop­
pement. Au debut Ia voix est utilisee comme un instru­
ment. La musique lndienne est fondamentalernent voca­
te et toutes les techniques instrumentales sont conc;ues 
pour accompagner ou im~er les sonomes du chant. II 
existe des fonnes de chant nonibreuses et variees. Les 
plus importantes dans l'art musical classique sont le 
Dhrupad, le genre le plus ancien, le plus severe et le plus 
noble, et le Khyal, genre cree au 15- siecle et qui est 
plus fantalsiste, plus btillant, plus inattendu. A l'inteneur 
de chaque genre, le developpement se fa~ salon des for­
mules successlves, regies par des regles Ires strictes de 
sor1e que l'execution d'un morceau, bien qu'improvisee 

et toujours renouvelee dans tous ses details, se presen­
te pourtant seton un schll<na de developpement toujours 
ldentlque. 

Mohinuddin Dagar (1920-1967) et son frll<e Aminuddin 
Dagar (ne en 1924) sont consldll<es comme les grands 
maitres du Dhrupad, un genre qui n'a presque plus de 
representants qualifies. lis appartiennent a une dynastie 
de musicians representant une tradition musicale (ghara­
na) doni l'origine remonte a Tansen, celllbre musician de 
Ia cour de l'empereur Akbar (1542-1605). 

Robin Kumar Chatterjee (ne au Bengale en 1942) est l'un 
des plus remarquables chanteurs de Ia )eune generation, 
l'un des rares a maintenir Ia pure trad~ion du chant clas­
sique indian. II etudia Ia musique aupres des plus grands 
maitres, en particulier Amir Khan, qui represente Ia tradi­
tion appelee Kirana et Bade Ghularn Ali Khan, le Ires 
celebre musician de l'ecole de Patiala, mort il y a plu­
sieurs annees. 

Alain DANI~LOU 

Gandharva. Music/en celeste jouant des clochattos Kh8jaraho India (XJ- sJecle) 
Photo : C Jacques CLOAREC 
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FABRIOU~ EN FRANCE I MADE IN FRANCE UNESCO COllECTION ~ ~~Y~Pl~ 
ANTHOLOGY OF TRADITIONAL MUSIC 

NORTH INDIA 
Vocal Music 

Rocordmg A/. m Dan ·lou tJnd Manfred Junius 
CommfHlttlfy. AJ, in Dttn lou 

1IJ Alap and Dhrupad sung by Mohinuddin and 
Aminuddin Dagar; accompaniment : Pakhavaj 
(horizontal double-headed drum), Raja Chhatrapati 
Singh ; Tanpura (lute giv ing the tonic , fifth , and 
octave), (Mrs.) Suraya Dagar. 29'35 

Alap et Dhrupad chantes par Moh inuddin et 
Aminuddin Dagar ; accompagnement : Pakhavaj 
(tambour horizontal a deux faces), Raja Chhatrapati 
Singh; Tanpura (luth donnant Ia tonique, quinte et 
octave), (Madame) Suraya Dagar. 

ANTHOLOGIE DES MUSIQUES TRADITIONNELLES 

INDE DU NORD 
Musique vocale 

Enregistrem tnts AJ~ ;n Dan· Wou et Manfred Jumus 
Communtsire AJ in Onm .fou 

II) Alap and Khya/ sung by Robin Kumar Chatterjee, 
accompanied on the sarangi (bowed instrument) by 
Nazir Ahmad, on the tabla (pair of vertical drums) by 
Kedarnath Bhatt , and on the tanpura by P. S . 
Rajvedi. 22'51 

Alap et Khyal chantes par Robin Kumar Chatterjee 
accompagne a Ia sarangi (instrument a archei) par 
Nazir Ahmad, au tabla (paire de tambours verticaux) 
par Kedarnath Bhatt et a Ia tanpura par P. S. 
Rajved i. 

Caver / au recto: Los -.s chanlaurs de Dhtupad M-in et Aminuddin 0agar Onde du Nord). Accompagnement: Tanpura jou4 par Suraiya Oagar. (Photo 0 Gooneet Singh) 
Recottfngs I Enregisttements 1965·1971 
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