


INSTRUMENTAL MUSIC 
OF MEDIAEVAL INDIA 

The word Vina is a generic term that, 
when prefixed with distinctive epithets, 
denote a set of Indian chordophones as 
well as a number of aerophones. From its 
ancient origins, it has been possible to 
trace the evolution of the Rudra Vina or 
Bin (also known as Sarasvati vina , Parvati 
vina or Sar vina) through representations 
in frescos and sculptures dating from as 
early as the seventh century A.D. As with 
most stringed instruments, it is quite 
likely that the Rudra vina developed from 
the primitive musical bow found in many 
countries. 

The precursor of the modern Rudra vina 
appears to have enjoyed a privileged posi ­
tion among members of the Hindu cult 
before becoming a symbol of Lord Shiva 
unt il about the thirteenth century. A folk 
tradition mentioned in several old musi­
ca l treatises describes how Shiva drew 
inspiration from the grace and shapeli ­
ness of his wife Parvati when creating 
this remarkable instrument. Interestingly 
enough, its particular morphology has 
remained quite unaltered by the cultural 
influences of the various Muslim peoples 
who invaded and ruled most of India from 
the th irteenth century onwards. The instru­
ment appears frequently in miniatures as 
early as the sixteenth century, and icono­
graphic evidence of its development is 
sufficiently representative for it to be 

regarded today as a unique case of grad­
ual evolution from a primitive monochord 
into a highly sophisticated court instru­
ment. 

THE INSTRUMENT 
The Rudra vina belongs to the family of 
stick or tube zithers. It consists of a neck 
of bamboo or hollowed wood (usually 
teak) to which two gourd resonators are 
attached. In the seventh century it was 
made simply from a bamboo tube with 
one half-gourd. Its single string, possibly 
of gut or silk, would have been plucked by 
the index and middle fingers of the right 
hand with the left hand pressing the 
gourd to the player's breast. 

The manner in which the instrument was 
held was slightly modified in the ninth 
century and an extra gourd was joined to 
the lower end of the tube. Both gourds 
became more rounded. From about the 
twelfth century onwards. f rets were at­
tached to the tube while the number of 
strings was increased to two or more. 
Throughout the entire medieval period, 
texts on music describe several innova­
tive variants of this type of vina including 
instruments with three resonators and 
different numbers of frets and gut or 
metal strings. Gradually the definitive 
vina was taking shape. The gourds be­
came bigger and were sometimes spheri­
cal or pear-shaped; high wooden frets 
were attached to the tube with a mixture 
of vegetable matter and beeswax. Since 
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that time the vina has been held across the 
chest with the upper gourd situated above 
and slightly behind the left shoulder. 

Measuring about 90 em in length with an 
average of sixteen frets and five strings in 
the sixteenth century, the vina reached a 
length of 125 em by the early nineteenth 
century; it had a total of twenty-four frets 
and seven strings. These are its present 
dimensions. Formerly resonators were 
attached to the tube w ith leather thongs, 
but these are now screwed on; further­
more, the delicate multi-coloured patt­
erns have been replaced by a single­
coloured varnish . A piece of wood carved 
in the shape of a peacock or swan is fixed 
to the lower end of the tube. Supported 
between the bird's w ings is a raised, f lat 
bridge of ivory (either deer horn or an 
elephant's ankle bone) of a kind peculiar 
to India. The bridge in turn supports four 
melodic strings that are plucked with 
metal plectra attached to the tips of the 
index and middle fingers oft he right hand. 

Unlike all other stringed instruments, the 
melodic string, highest in pitch and most 
frequently in use, is situated to the left of 
the fingerboard with the medium and bass 
strings on the right. This arrangement al­
lows the premier melodic string to be pull ­
ed laterally across the whole width of the 
fret and offers the player the possibility of 
producing a greater range of portamenti 
than would have been possible had the 
string been situated more conventionally 
on the right near the edge of the finger­
board. In addition, since the main melodic 
string is positioned next to. and immedi­
ately above the rhythmic strings, great 
variety of rhythmic combinations is pos­
sible with just a single, short movement 
of the fingers of the right hand. This 
rhythmic variety and t he portamenti tech­
niques rich in melodic subtlety are the 
stylistic hallmarks of the Rudra vina. 

THE INSTRUMENTAL TRADITION 
About the seventh century, the tube zither 
appeared in a fresco in t he Ajanta caves 

To the left of the fingerboard and running and in a bas-relief in one of the Mahaba-
the length of the tube are situated two lipuram temples. It is conceivable that, at 
more strings whose function is rhythmic. that time, it was a rura l instrument played 
These are plucked with the right little fin- by members of itinerant theatre groups. 
ger. On the right-hand side of the finger- Subsequently, it not only became part of 
board is another string that is plucked the Hindu cult as an attribute of the 
regularly by the little finger of the left Div ine, but also the instrument accom-
hand in order to produce the drone. Both panying sacred vocal m usic. An instru-
rhythmic and drone strings are supported mental tradition, identified exclusively 
by small, flat bridges on either side of the with this type of vina, then developed in 
carved bird at about the level of its wings. association with religious ritual. By the 
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sixteenth century, the main centres of this 
tradition were Gujarat and Rajasthan. 

The popularity oft he instrument increased 
noticeably from about the twelfth century 
onwards, being particularly appreciated 
by those in more restricted court circles. 
In the fifteenth century before the arrival 
of the first Moguls, most Hindu and Mus­
lim kingdoms in North (Delhi) and South 
(Golconda, Bijapur) India could count 
Rudra vina players among their musi­
cians, while the prince himself was fre­
quently a player . And so from the six­
teenth century, a highly-refined instru ­
mental tradition was to flourish for several 
centuries in the courts, headed by the 
Rudra vina and the Rabab (a round-bodied, 
collared lute with tapering neck and fin­
gerboard imported from Persia). 

the collapse of the Mogul dynasty in the 
mid-eighteenth century, the descendants 
of the imperial court musicians were 
forced to leave the capital and seek the 
protection of the kings of subject states 
that had been granted or had claimed 
independence. Thus cities such as Jaipur 
and Gwalior, already noted for their impor­
tant musical traditions, accomodated a 
number of these binkars while others 
were welcomed enthusiastically in Luck­
now and Benares, followed a little later 
after further political upheavals, by moves 
to Calcutta and Rampur. 

During the nineteenth century the Rudra 
vina began to fall in popular ity for two 
essential reasons. Firstly, during the first 
part of the eighteenth century, a new 
musical genre, khayal, was coming into 

Indeed during the reign of one oft he most vogue. More ornamented, sparkling and 
illustrious Mogul emperors, Akbar (1542- vivacious than dhrupad, khayalwas well-
1605), himself a great lover and patron of suited to the new generation of instru-
the arts, this tradition (associated with ments that was emerging, such as the 
dhrupad) was to blossom . Several bin sitar at the same period. Secondly, court 
players (or binkars) were appointed to the service brought substantial remuneration 
imperial court, and many Hindu, Persian and so competition for patronage was 
and Turkish musicians were regularly in- strong . Thus it was not in the best inter-
vited to visit and perform . The most fa - ests of hereditary musicians such as bin -
mous of these, Raja Samokhan Singh, is kars , who held positions of considerable 
said to have married the daughter of the privilege, to pass on their musical knowl-
great composer and singer Tansen, Ak- edge to any but their own sons. The con-
bar 's favourite musician. Their descend- sequences of this insularity, added to the 
ants, along with those of Tansen's two growing popularity of khayal, sealed the 
sons, formed one of India 's most presti - fate of this remarkable instrumental tra -
gious family lineages whose last repre- dition . Although it has not completely 
sentative, Dabir Khan, died in 1972. With died out, the authen,tic tradition is in the 
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hands of only two musicians : Ustad Z.M . 
Dagar and Ustad Asad Ali Khan . 

THE PERFORMER 
Ustad Asad Ali Khan was born in Alwar 
(Rajasthan) in 1937, and is the last in a 
long line of famous exponents of the bin. 
His ancestors were Rajasthan is who set­
tled for a while in South Deccan where 
they entered the service of the Sultans of 
Golconda and Bijapur. In the sixteenth 
and early seventeenth centuries, these 
Muslim kingdoms were at the height of 
their power, and they patronized a great 
number of musicians, painters and poets 
who were undoubtedly enormously influ ­
ential in the development of their respec­
tive artistic traditions. 

the more difficultRudra vina. The musical 
tradition being carried on by Ustad Asad 
Ali belongs to one of the four (some say 
five) representative styles of the ancient 
musical genre known as dhrupad. This 
incisive, precise, and vigorous style called 
kandarbani would take its name from the 
khanda , a kind a medieval dagger from 
Rajasthan. 

A musician of international repute, Ustad 
Ali Khan lives in New Delhi and gives 
concerts in India and abroad. He has 
taught music at Delhi University and 
received in 1985 the highest distinction 
awarded to musicians in India, the San ­
geet NatakAkademi award. Besides many 
musical programmes for All India Radio 
he has recorded two LPs. 

Asad Ali 's great-grand-uncle, Rajab Ali 
Khan, returned to Rajasthan and settled THE RECORDING 
in AI war before moving to Jaipur where All musicians regard Darbari Kanada as a 
he was honoured by Maharaja Ram Singh, raga ideally suited for the Rudra vina. 
who incidentally became Rajab Ali 's dis- Darbar means court, the part oft he palace 
c iple . Rajab Ali had no son and so he in which the king received and enter-
passed on his art to his nephew Musharaf tained his guests. Originally created at 
Ali Khan, As ad Ali 's grandfather. Musha- Akbar's court by the great Tansen , this 
rat Ali became a binkar in the court at raga should be played at night, very slowly 
Alwar. His son, Sadiq Ali Khan, followed and in a majestic mood. The notes Ga 
in his father 's footsteps at Alwar before kama/ (E flat) and Dha kama/ (A flat) with 
entering the service of the Nawab of their distinctively grave oscillations add 
Rampurwith whom he remained until his to the profound feelings evoked by Dar-
death in 1964. Asad Ali grew up in Ram - bari Kanada. 
pur where he received his initial basic 
training in music from his father . At the The complete scale is : Sa (C), Re (D), Ga 
age of ten, he started learning the sitar kamai(E flat), Ma (F). Pa (G), Dha kamai(A 
and, after four years, progressed to study flat) and Ni kama/ (B flat) . Following a 
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beautiful slow alap, a fad and a dazzling 
jhala, the composition settles into chau­
ta/, a metric cycle of twelve beats. 

Gunakali is a morning raga which, ac­
cording to tradition, expresses pain and 
sorrow due to the absence of a loved one, 
and the pitiable mental state that accom­
panies such emotions. Its pentatonic scale 
is as follows: Sa (C), Rekamai(D flat), Ma 
(F), Pa (G), Dha kama/ (A flat). The pivotal 
notes of this raga are Dha kama/ andRe 
kama/, both of which are ornamented 
with heavy vibrato. 

Asad Ali Khan 's development of the raga 
adopts the classic pattern : alap, fad, and 

jhala and is followed by a composition 
(bandish) in 10 beat time (japtal). He is 
accompanied by Pandit Gopal Das on the 
pakhawaj, the traditional two-headed, 
barrel-shaped drum reserved for dhrupad. 

This recording was made in India with the 
aid of the French Ministry of Foreign 
Affairs, Mr Alain Danielou, the Cultural 
Service of the French Embassy in New 
Delhi and I.S.T.A.R. (International Society 
for Traditional Art Research). 

PHILIPPE BRUGUI~RE 
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MUSIQUE INSTRUMENT ALE 
DE L'INDE MEDIEVALE 

Le mot Vina est un terme generique qui, 
precede d'epithetes distinctifs. denomme 
!'ensemble des cordophones de l'lnde 
ainsi que quelques aerophones. La Rudra 
Vina ou Bin, appelee aussi Sarasvati 
Vina, Parvati Vina ou Sar Vina a une 
orig ine tres ancienne dont il est possible 
de suivre I' evolution a partir de represen­
tations plastiques (fresques et sculptures) 
des le VIle siecle de l'ere chretienne. 
Com me Ia plupart des instruments a cor­
des, elle eut vraisemblablement pour ori­
gine rare musical, que l'on retrouve en­
core aujourd'hui dans de nombreux pays. 

II semble qu'a cette epoque, l 'a ncetre de 
Ia Rudra Vina fut choisi pour etre !'ins­
trument privilegie du culte hindou. II de­
vint par Ia suite l'attribut du dieu Shiva 
j usque vers le Xllle siecle. Une tradition 
populaire, dont il est d 'ai lleurs fait etat 
dans plusieurs anciens traites musicaux, 
re late comment Shiva, inspire par Ia grace 
et les formes suggestives de son epouse 
Parvati, aura it cree cet instrument remar­
quable. Curieusement, sa morphologie 
particuliere ne fut a aucun moment alte­
ree ni meme influencee par les cultures 
des differents peuples musulmans qui se 
succederent et s'implanterent en lnde a 
partir du XI lie siecle. Des le XVIe siecle, Ia 
Rudra Vina figure sur les multiples minia­
tures d' inspiration musicale. En outre, les 
iconographies, temoins de son evolution, 

sont suffisamment representatives pour 
Ia reconnaitre aujourd'hui comme l'ex­
emple unique d'un developpement pro­
gressif qui, d 'un monocorde primitif, est 
parvenu a un instrument de cour tres 
sophistique. 

L'INSTRUMENT 
Composee d'un tube de bambou ou de 
bois creux (le plus souvent du teck) sous 
lequel sont fixes deux resonateurs (des 
calebasses), Ia Rudra Vina appartient a Ia 
fami lle des cithares «Sur baton• ou ci­
thares tubulaires. Au VIle siecle, elle est 
simplement faite d'un tube en bambou 
sur lequel est montee une demi-cale­
basse. Cette Vina n'a qu'une seule corde, 
probablement en boyau ou en soie, pin­
cee par l'index et le majeur de Ia main 
droite, tandis que Ia paume de Ia main 
gauche appuie le resonateur centre Ia 
poitrine. 

A partir du IXe siecle, Ia tenue de !' ins­
trument se modifie, une seconde cale­
basse apparait a Ia partie inferieure du 
tube et Ia forme de ces deux resonateurs 
devient plus galbee. II faut attendre le Xlle 
siecle pour remarquer !'existence de fret­
tes fixees sur le tube et noter Ia presence 
de deux ou plusieurs cordes. Des cette 
epoque et pendant toute Ia periode medie­
vale, les textes musicologiques decrivent 
plusieurs variantes de ce type de Vina , 
riche alors en innovations diverses. Cer­
ta ines possedent parfois jusqu'a trois 
resonateurs et le nombre de frettes et de 
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cordes (en boyau mais aussi en metal) 
varient souvent. Cette Vina va peu a peu 
acquerir sa forme definitive. Les cale­
basses augmentent de volume, tant6t 
spheriques, tant6t piriformes, et, sur le 
tube, de hautes frettes en bois sent main­
tenues a l'aide d'un melange de subs­
tances vegetales et de eire d'abeille. L' ins­
trument est desormais tenu en travers de 
Ia poitrine, Ia calebasse superieure etant 
situee au-dessus et legerement en retrait 
de l'epaule gauche. 

La Rudra Vina qui , au XVIe siecle. mesure 
a peu pres 90 em et possede en moyenne 
16 frettes et 5 cordes, atteint, au debut du 
XIXe, environ 125 em, com porte 24 frettes 
et 7 cordes (normes encore conservees 
de nos jours). Les resonateurs qui, a l'ori­
gine, etaient attaches au tube avec des 
lanieres de cuir, sent maintenant visses 
et les deli cats motifs decoratifs polychro­
mes qui les recouvraient ont ete rempla­
ces par un vernis colore. A l 'extremite 
inferieure du tube est emboitee une piece 
de bois sculptee en forme de paon ou de 
cygne . Entre ses a iles est dispose un che­
valet plat (I' utilisation de ce type de cheva­
let est specifique a l ' lnde) en ivoire, corne 
de cervide ou os de cheville d 'elephant, 
sur lequel reposent quatre cordes melo­
diques qui sent pincees avec deux plec­
tres metalliques fixes sur l'index et le 
majeur de Ia main droite. 

droit et, diametralement opposee a celles ­
ci , de I' autre cote du tube, une corde iso­
lee fait office de bourdon, periodiquement 
pincee par l'auriculaire de Ia main gauche. 
Les cordes rythmiques et le bourdon pas ­
sent egalement sur deux petits chevalets 
plats, situes de part et d 'autre de l 'oiseau, 
a Ia hauteur des ailes. A Ia difference de 
tous les autres instruments a cordes, Ia 
chanterelle (ici , Ia corde Ia plus jouee) se 
trouve le plus a gauche de Ia largeur de Ia 
touche, au-dessus des cordes rythmiques, 
et les trois aut res cordes melodiques sent 
successivement reparties vers Ia droite. 
Cet arrangement permet d'obtenir, par 
extention laterale de Ia chanterelle sur 
toute Ia largeur de Ia frette. un effet de 
portamento plus important que si elle 
eta it conventionnellement situee pres du 
bord droit de Ia touche. De plus. sa dispo­
sition au -dessus des deux cordes rythmi­
ques offre, dans un seul mouvement des 
doigts de Ia main droite, une grande pos­
sibilite de combinaisons rythmiques. Ces 
particularites, riches en subtiles varia­
tions, sent specifiques au jeu de Ia Rudra 
Vina . 

LA TRADITION INSTRUMENT ALE 
Lorsque vers le VIle siec le, l'une des fres ­
ques d'Ajanta ainsi qu'un bas-relief d'un 
temple de Mahabalipuram temoignent 
pour Ia premiere fois de I' existence de Ia 
cithare tubulaire. celle-ci est encore vrai -

Sur Ia gauche de Ia touche, toutle long du semblablement un instrument rural , joue 
tube, sent tendues deux cordes rythmi - au sein de troupes thefltrales itinerantes. 
ques jouees avec I' engle de l'auriculaire Un peu plus tard, elle participe non seu-
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lement au culte hindouiste com me attri ­
but du divin, mais elle devient aussi !'ins­
trument d'accompagnement de Ia musi ­
que sacree vocale. Se developpe alors, 
dans le rituelliturgique, unetradition ins­
t rumentale (exclusivement reservee ace 
type de Vina) qui, a partir du XVIe siecle, 
s'etablira principalement au Gujarat et au 
Rajasthan. 

La popularite de cet instrument s'accroit 
sensiblementdes leX lie siecle et il devient 
meme de plus en plus apprecie dans le 
cercle restreint des cours princieres. Au 
XVe siecle. avant l'arrivee des premiers 
Moghols, Ia plupart des royaumes hin­
dous et des puissants sultanats du Nord 
(Delhi) comme du Sud (Golconde, Bija­
pur) entretiennent. parmi leurs musiciens 
attitres. des joueurs de vina, quand ce 
n'est pas le prince lui -meme qui en joue. 
C'est ainsi qu 'a partir du XVIe siecle, va 
s'epanouir une tradition instrumentale 
de cour tres raffinee, dent Ia Rudra Vina 
et le Rabab (luth a caisse echancree, 
importe de Perse) vent etre pendant plu­
sieurs siecles les instruments les plus 
representatifs. 

sent regulierement invites a y sejourner. 
Le plus fameux de ces binkars, Raja 
Samokhan Singh, aura it epouse Ia fille du 
ce lebre chanteur compositeur Tansen , 
musicien favori d 'Akbar, et aurait ete, 
avec les deux autres fils de celui -ci , a 
l'origine de rune des traditions familiales 
les plus prestigieuse dent le dernier repre­
sentant direct fut Dabir Khan , disparu en 
1972. Avec Ia chute de Ia dynastie mo­
ghole au milieu du XVIIIe siecle, les des­
cendants de ces musiciens vent etre con­
traints de quitter Ia capitale pour trouver 
refuge au pres des souverains d' etats vas­
saux devenus ou s'etant proclames inde ­
pendants. C'est ainsi que des vi lies com ­
me Jaipur et Gwalior, possedant deja une 
grande renommee musicale, vent accueil­
lir quelques-u ns de ces binkars , alors que 
les autres seront rec;:us avec enthou ­
siasme a Lucknow, Benares et un peu 
plus tard, a Ia suite d 'autres revers politi­
ques, a Calcutta eta Rampur. 

Au XIXe siecle, Ia Rudra Vina perd peu a 
peu de sa popularite essentiellement pour 
deux raisons: d'une part des Ia premiere 
moitie du XVIIIe, une nouvelle forme 

C'est plus precisement sous le regne du musicale remporte un vif succes aupres 
plus majestueux des empereurs moghols, des princes et de leurs cours : le Khaya/. 
Akbar ( 1542- 1605), grand amateur d'art Ce genre, plus ornemente, chatoyant et 
et genereux mecene, que cette tradition enjoue que le Dhrupad se developpe et 
savante, associee a Ia forme musicale du est alors interprete sur des instruments 
Dhrupad, prend un essor considerable . plus adaptes comme le Sitar. apparut 
Plusieurs joueurs de Bin (binkars) sent probablement a Ia me me epoque. D'autre 
atta ches a Ia cour imperiale et de nom- part, Ia profession de musicien de cour 
bre ux musiciens hindous, persans et turcs etant alors une occupation hereditaire 
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bien remuneree et done recherchee, le 
savoir musical est d'abord transmis au 
sein de Ia meme famille et les joueurs de 
Bin, qui jouissent d 'un statut privilegie, 
ne le revelent qu'a leurs fils. Les conse­
quences d'une telle attitude et le succes 
grandissant du Khayal, eurent finalement 
raison de cette remarquable tradition ins­
trumentale qui, de nos jours, sans etre 
totalementtombee dans l'oubli, n'est plus 
representee (sous sa forme authentique) 
que par deux musiciens : Ustad Z.M . Dagar 
et Ustad Asad Ali Khan. 

l'INTERPRETE 
Ustad Asad Ali Khan, ne a Alwar (Rajas­
than) en 1937, est le dernier heritier 
d 'une celebre lignee de Binkars. Ses an­
cetres, originaires du Rajasthan, s'etabli­
rent momentanement dans le sud du 
Deccan ou ils offrirent leurs services aux 
sultans de Golconde et de Bijapur. Ces 
royaumes musulmans, a leur apogee 
(XVIe I debut XVIIe siecles), entretenaient 
un nombre impressionnant de musiciens, 
peintres et poetes qui, sans aucun doute, 
dans leurs domaines respectifs, eurent 
une grande influence sur le developpe­
ment des traditions artistiques de l'lnde. 

neveu, Musharaf Ali Khan, grand-pere 
d'Asad Ali Khan, binkar attitre a Ia cour 
d'Aiwar. Le fils de Musharraf, Sadiq Ali 
Khan, succeda a son pere a Alwar, avant 
de rejoindre le Nawab de Rampur aupres 
de qui il demeura jusqu 'a sa mort, en 
1964. Asad Ali Khan fut eleve a Rampur 
et rec;:uttres tot de son pere les rudiments 
de son education musicale. A I' age de dix 
ans, il commenc;:a l'apprentissage du Sitar 
qu ' il poursuivit pendant quatre ans avant 
d'entreprendre I' etude plus difficile de Ia 
Rudra Vina . La musique que perpetue 
Ustad Asad Ali Khan appartient a l'un des 
quatre (cinq selon certains) styles repre­
sentatifs de l'ancienne forme musicale 
qu'est le Dhrupad. Ce style, incisif, precis 
et vigoureux, appele Kandarbani, tien­
drait son nom d'une arme medievale tres 
repandue au Rajasthan, une sorte de 
dague que I' on nom me Khanda. 

Musicien de reputation internationale, 
Ustad Ali Khan habite a New Delhi ou il a 
enseigne Ia musique a I'Universite et don­
ne regulierement de nombreux concerts 
en lnde eta l'etranger.ll a rec;:u en 19851a 
distinction Ia plus haute qui puisse recom­
penser un musicien en lnde, le Sangeet 
Natak Akademi Award, eta enregistre de 
nombreux programmes musicaux pour Ia 
Radio ainsi que deux disques 33 tours. 

L'arriere-grand-oncle de Asad Ali Khan, 
RajabAii Khan, revint au Rajasthan, s'ins­
talla quelque temps a Alwar qu 'i l quitta 
ensuite pour Jaipur ou il rec;:ut les faveurs l 'ENREGISTREMENT 
du Maharaja Ram Singh qui devint d 'a il - Tous les musiciens s'accordent a souli-
leurs son disciple. Rajab Ali Khan n 'eut gner que Darbari Kanada est par excel-
pas de fils mais transmit sont art a son lence un Raga approprie a Ia Rudra Vina. 
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Darbar signifie salle d'audience, le lieu ou 
le souverain rec;:oit ses visiteurs. Ce Raga, 
cree a Ia cour d'Akbar par Tansen, doit 
etre interprete au milieu de Ia nuit dans 
une atmosphere lente et majestueuse. Le 
tra itement caracteristique d'amples oscil­
lations des notes Ga Kamal (Mi b) et Dha 
Kamal (La b), ajoute a I' emotion profonde 
qui se degage de Darbari Kanada. 

Les notes successives de sa gam me sont : 
Sa (Do), Re (Re), Ga kamai(Mi b), Ma (Fa), 
Pa (Sol), Dha Kamal (La b) et Ni Kamal (Si 
b). Apres un bel et lent A lap, leJhad et un 
Jhala eblouissant, Ia composition Ban­
dish est interpretee dans le cycle rythmi ­
que Chautal ( 12 temps). 

Gunakali est un Raga du mat in exprimant 
selon Ia tradition !'affliction et Ia tristesse 
devant !'absence de l'etre cher et l 'acca­
blement qui accompagne ce sentiment. 

Son echelle pentatonique est Ia suivante: 
Sa (Do), ReKamai (Re b), Ma (Fa), Pa (Sol) 
et Dha Kamal (La b). Les notes pivots de 
ce Raga sont Dha Kamal (La b) et Re 
Kamal (Re b), toutes deux caracterisees 
par un vibrato assez marque. 

Ustad Asad Ali Khan interprete ce Raga 
selon un developpement classique (Aiap, 
Jhad et Jhala). II est accompagne par 
Pandit Gopal Das au Pakhawaj, le tradi­
t ionnel tambour a deux faces, exclusive­
ment reserve au genre Dhrupad. 

Cet enregistrement a pu etre realise en 
lnde grace au concours du M inistere 
Franc;:ais des Affa ires Etrangeres, de Mr 
A lain Danielou, des services culturels de 
I'Ambassade de France a New Delhi et de 
I' I.S.T.A.R. (Internationa l Society for Tra­
d it ional Art Research). 

PHILIPPE BRUGUIERE 
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