How to Play the Sarod

A Practical Guide

Rahul Bhattacharya

www.sarod.com.au



Acknowledgements

This book is dedicated to my family. | also gratefully acknowledge the teaching
and knowledge imparted to me by gurus past and present.

Thanks to all visitors to sarod.com.au who provided useful ideas for this book.

Rahul Bhattacharya
Melbourne, August 2011

© Copyright 2011 Sabyasachi Bhattacharya

All rights reserved

Copyright © 2011 The Sarod Book



CONTENTS

IMEEEIA LIST ettt ettt et ettt bt e e a bt e s bt eeab e s a bt e et e e b et e be e e b b e e ab e e sa b e e e bt e e bee e beeeabaesabeeennneennee 5
[[ald oY [V 14 o] o RU T TP PP PP P TUPPTOPPTOPPTOOE 6
Part A - KEY COMCEPES ..cuviiiiiitiiii ettt b e s bbb s 8
The MUSIC OF INAI 1.ttt ettt e st e ea e s bt e s b et e bt e sab et e bt e e bt e e aseeesbbeeenbeesabeesanees 9
Key concepts in HINAUSTANT IMIUSIC .....uviiiiiiiiieiiiee sttt ettt e sttt e sttt e e s it e e s saate e e sabeeeesnsbeeesnnsaaeesnreaeenns 10
BEFORE YOU BEGIN: Prer@QUISITES. ....ueeteeieieiiiiiittteeeeeeiiiet e e e e e ettt et e e e e e s sttt e e e e e e saanbbteeeeeseaannbeneeeaeeesaannns 10

S eTota oYY ol I YoYU T - (RS OPPP TP 10
ElECErONIC Taba «.eeeieieee ettt et b e bt e sbe e e bt e e s ae e e sabeeean e e s beeeareas 11

Bl oo T Tol=T o e} Y- o o FO OSSP 15
NOTALION OF TAAI ...ttt ettt e b et e st e e s bt e st e e st e e e abeesbee e bt e esbeeeneeesaneenane 15
LT ol TP P PP P OPPUPPPPTOPNE 17
Part B: INtroduction £0 the SArod .........coiiiiiiieiiee e ettt ettt e ree e 18
TOOIS OF the TraTE .. ettt e b e e sbe e e st e sab e sbeesabe e enbnesbeeenaneennee 21
How often should you Change STHNES ......eeiiiiiiieeiee ettt e s aa e e s sabeee e 23

N LS ettt bttt st ettt e b e e bt b et e b et e eab e e ah Rt e e a bt e sa b e e e be e e bae e bt e e abne e neeennneenaee 26

N T Y T 4T [ Tol T TP TSP PSTRUPPRPPPRTI 28

Use Of the taanpura and Tabla......ou et e s st e e e sba e e s sabae e s sbbeeessabaeeesnnns 31
TUNING TNE TAANPUIA.ceiiiiiiiie ettt ettt sttt e e sttt e s sttt e e s abeeeesabbeeeesabeeeesabaeessnsbeeesnabaeeesnnsaeessnseaannns 31
SAFOT BOIS ...ttt et e be e bt e e hb e e bt e e b e e na bt e e bt e s beeebeeeas 33
FINGEriNG aNd NOTE POSITIONS ...eviiieiiiiie ettt e e ettt e e st e e s sttt e e e sabbe e e sabbeessabbeeesnnbaeeennnns 33
(T T2 11 PSP ORPPPPTPPRRRIN 36
REVEISE Pl ..ttt ettt e st e et e st e et e e bt e s bt e ab e e b b e e ab e e s hbeeenb e e s beeeareas 36
YL = VT [ T=d o | £ PRSPPI 36
EKNAIa Paltas. ...coueieeieeiii ettt ettt b e st b e bt e he e e b et e e ab e e s abe e e aneesbeeeanees 36
Why Palta practice is SO iMPOITANT.....cc.uiiiiiiieee ittt ettt e e st e e sste e e s sbaeeessbeeeessbaeessabeaeesssbaeessnnses 36
EMDBDEIISNMENT ...ttt et e s e e sa e s bt e st e e s abee s b e e s be e e sbneeneeesaneennne 37

Copyright © 2011 The Sarod Book




GAMIAK ettt b e bt e h e e e eh et e s b e e e b e e e be e e b et e be e e be e e nheeeabbeeeabeesabeeebeeeas 38

Y oF=1 £ I U PURT 38
AT - o [P O P PR PP PP PPRPPPPP 38
(011 g V=T o 4/ o 1L USRS 38
palta practice With embelliShMENTS. ... e e e e e e e e e eaees 38
RN VZ=L LT a Y= 4o LU UUTR R PURPPRRRNS 40
SUMIMIAIY cetttiieee e ettt e e e et ettt e e e e et eetuu e e e e et e aataa e eeeeesauaaa e eeeeaasaaaaeeaesassaaseeeeeasssnsnseeesssssnnnseeeeesssnnnnseeenenssnnneesanes 40
Lo T ol YT TP PP PP PP OPPRP PPN 40
Part C: THe FIrSt SArod PIECE. .....ueiiiieiieeeitte ettt et ettt et st e st e s bt e e bt e st et e sabeesbbeesaneesabeeeareenas 41
Bandish - InStrumental ComMPOSITIONS......cciciiiiiiiie et e et e e e ee st e e e e e e s e atreeeeeeeeesnsraaseeaaeeasnnses 42
THE fIrST RAZA: DUIZA ..uuuiiiiiiiiiieiiiiieeee e e e e ettt et e e e e e et ta e e e e e e eeseaabaaaeeaeaeeeasaastaasaaaeeeaassssasaaaeassaannstanseaaesesannses 42

T Yo=Y o oY U O PUPUTUP PSP 44
Using the JOD and ChiKari SEriNgS:....uui ittt e e e e e st e e e e e e s e aatbeeeeeeeeesaasraaseaaeeeesnnses 44

I PEOVISATION Leettiiiitiiitititiet et e e e e e e e e e e e aeeeaeaeeeeaeaaaaaaaaaaaaaaaaaaaaaaaaaaaaas 44
L LI T PP TP PP PP PROUPTOPPRPI 47
Ending the jhaala — high speed tiNai ... e 49
X021 4T 1 VST UPPTPPRRN 50
EXEICISES «.nettieiiitie ettt et e et s e et e e s a et s b e e e e s et e e s b et e e s b e e e e s raeesean 50
Part D: A cOMPIEte PEITOIMANCE ......uiiiiiei et e e e e et e e e e e e e e e e abaaaaeeaeeseesaastaeseaaeeesnnnns 51
WILNOUT PEICUSSION: ..ttt ettt ettt et esat e e s bt e st e s bt e s ke e e beesbeeesaeeesbbeesaneesabeesaneenas 52
AT ol (0] 4 oo [UTe1d o] o) HE U UURR U PUUPPRNS 52
o PO PPPPPPTTN 52
JNA18 et h e e h e e h et e s bt e e a bt e s bt e e be e e beeebe e e e areenreas 52
Part E: BEYONT THE BaSICS .uuviiiiieiiieiiiiiiiie e e e e ettt et e e e e eeribae e e e e e ee s abataeeeeeeeeesasstaseeaeesesasssssaseseeseansstasseaaesesnanses 55
Playing With LIVE Tabla .......uuiiiiieiieiiiiiee ettt e e e e e e tata e e e e e e e e et aaabaaeeeeeeessnsabaaeeeaeeeassstasseaaesesaanees 56
e T T aT=To Y YA S UT R UPRRRRROt 56

Copyright © 2011 The Sarod Book



R ClasSifiCatiON .....eoiuiiiiiiiiie ettt e b e bt e bbbt e s e e sar e et sar e eaneas 56

COMPIEX RAZAS ..ttt ettt ettt ettt et b e ettt e b bt e e ab e e sa bt e e ab e e st e e e bt e e beeebeeesbbeeabb e e sabeesabeeeabeesabaeeneeeas 58
RAZA ELIQUETEE .eeeiiiiiitii et e e st e s s a e e s ae e e 58
SUMIMI@TY ettt ettt e st e e s b et e e s e b et e e s bbb e e e s b bt e e e s b et e e s nba e e e s b et e e e ab et e e e asaa e e s s raeeseanraeesannns 58
EXEICISES .uvteiiiitite ettt s e e e st e e e s a e R et e s e E et e s a e e s b bt e e s e br et s ba e e e s rreeeea 58
Part F: Other COMPOSITIONS ..eco.uiiiiiiiiie ettt sh e et e st e st e s bt e s bt e e sbnesneeesaneennne 59
RAZA KITWaNI 1ottt e st e e st e e s b e e e s bt e e s r e s b a e e s rae e e 60
R IMAIK@AUNS ...ttt ettt e sttt e st e ettt ettt s bt e e bt e e bb e e s abeesabeeenn e e sbeeeareas 60

Copyright © 2011 The Sarod Book




R ..
MEDIA LIST

1: Table: Instruments in North Indian Classical MUSIC ........ccccviiiiniiininiciiicee e 9
2: Image Raagini Digital Taanpura ..........ccccccceiiiiiiiiniiiiiii 10
3: Image: I Taanpura iPhone APp......cccoviiiiiiiiiiic 11
4.Image: Radel Digital Tabla Machine...........cccccocoviiiiiiiiiiiiiiiii 12
5: Image: Tabla iIPhone APP ... 12
11: Image: Tools: Java, File, Wire Cutter, HOOK..........ccccceceiiiiiiniiiiiiiiii 21
15: Image: The knot of the sarod Wire...........ccccceiiiiiiiiniiiiiiii 23
16: Video: Changing and tuning sarod Strings ... 23
18: Image: 3 finger Java Hold ... 26
19: Image: SArod INAILS ... 28
22: Video: Sarod BasiC BOIS.......c.cuiirieiiirieieiiiccest ettt 33
23: Image: Approximate Fretboard poSition.........ccccceiiiiiiiiiiiiiii 33
26: Video: Scale Practice DemONSEIation .........ccccuiiiiiiiiiiiiiiiieiice e 36
28: Video: Demonstration of various embelliShments............c.ccoccoriiiiniiiiiiiince e 38
29: Video: Use of alankaars in palta practice ...........cccoeiiiiiiiiiiiiiiiicssas 38
30: Video: Demonstration of Raga DUIga .......ccccueueiiiiiiiiiciiicec s 44
32: Table: Some more Notations fOr tAANS..........cuiiiiiiiiiiirc e 47
33: Video: Demonstration of various taan types ...........ccccceueueieiiiiiiiiiccicce s 47
34: Video: Demonstration Of tNai........cccoeoieiiirieiiiniciece e 47
35: Table: Basic Jhaala - Right hand movement ... 49
36: Table: High Speed Jhaala - Right hand movement ................ooooii 49
37: Video: Jhaala ending with Tihai ........cccoceiiiiiiiiiiiii 49
39: Video: Raga Kirwamni ........ccoocuiiiiiiiiiiiiiiiicii s 60
40: Video: Raga MalKauns ..........ccccviviiiiiiiiiiiiiiiiccc s 60

Copyright © 2011 The Sarod Book



INTRODUCTION

This book is targeted at the adult learner who has no access to a sarod teacher and
wants to gain a level of proficiency on this instrument. It is designed to assist the
actual task of playing the instrument and does not waste time on topics which have
no direct relevance to the task at hand. Based on my observations and experience, 1
have included useful practical tips throughout the book

This book was born out of my website (www.sarod.com.au) based on numerous
questions about the sarod. It was also inspired by feedback from several people who
had sarod lessons with me about the scarcity of books and guides about this
instrument.

I have written this material as a workbook - exercises are provided at every stage.
For best results, this book requires action from the reader. I firmly believe that doing
is the best form of learning. Rather than read long paragraphs about a concept, it’s
best to try the concept in action.

The book is organised into the following sections:

Part A introduces some key concepts of Indian classical music which are required to
play the sarod e.g. the concept of raga (mode), tala (rhythmic cycle) and introduces
Indian notation system, before getting down to the core business of playing the
sarod.

Part B describes the instrument, the stringing, tuning and other necessary
operational issues such as nails, hand techniques, notes, strokes and basic scale
practice.

Part C brings it all together in the first sarod composition. As with any new subject, a
quick win gives us confidence and also sets us up to understand advanced
techniques and concepts.

Part D starts expanding the composition to cover other constructs required in
performance. We learn how to play improvisations.

Part E: Using the knowledge of the preceding section, we now tackle a complete
performance.

Part F: This is advanced material for the intermediate to advanced student. The topic
shifts to raga aesthetics and other finer nuances of the music.
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Part G: This is a quick sample of some ragas and compositions on the sarod to
provide a flavour of the musical repertoire of this instrument.

Throughout the book, I've used the terminology for a right handed sarod player
(plectrum in right hand and left hand playing the notes). Everything in this is
directly applicable to the left handed sarod player, by simply switching the
references.

Ongoing Support

If you have any questions or suggestions related to this book, please visit my website
at and leave a comment or email me directly at

I will be only too happy to respond to any questions that you may have and use
your feedback to improve the next version of this book - you can always get an
updated copy if you have purchased the original. I also intend to add more video
tutorials over time, to add to the material in this book.

Video Tutorials

Upon purchase of this book, you will be sent a PDF copy which links to the video
tutorials on a separate site. (Due to the video file sizes, embedding them in this book
was not practical. The videos were shot in Hi Definition AVCHD format, and so can
be viewed full screen without any issues). The password to access the videos will be
emailed to you separately. I will continue to add new material to the video site.
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PART A - KEY CONCEPTS
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-

THE MUSIC OF INDIA

The Indian subcontinent (including India, Pakistan, Sri Lanka and Bangladesh) has a
rich tradition of classical, folk and popular music and dance. Of the classical musical
traditions, there are two variants: Hindustani (sometimes spelt Hindusthani) or
North Indian classical music and Carnatic (sometimes spelt Karnatic) music.

Of the two, Carnatic music is the older form and Hindustani music evolved from it
as a result of the influence of ancient Vedic chants, Persian music and also folk
music. While the musical theory of the two streams is largely similar, the
approaches to music differ enormously.

A number of instruments exist in each tradition -

Instrument Type Hindustani Carnatic
String Sitar, Sarod, Sarangi, Esraj, | Veena, Violin
Dilruba, Surbahar,

Santoor, Surshringar,
Veena, Violin

Woodwind Bamboo flute, Shehnai Flute (Bamboo, steel),
Nadaswaram

Percussion Tabla, Pakhawaj Mridangam, Ghatam,
Tavil

Drone Taanpura Taanpura

1: Table:; Instruments in North Indian Classical Music
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KEY CONCEPTS IN HINDUSTANI MUSIC

BEFORE YOU BEGIN: PREREQUISITES

If you are new to Indian classical music and the sarod, it is recommended that you
get the following instruments at the very least and try out the exercises suggested in
this section. These instruments are now available on the iPhone as apps, but I
strongly recommend standalone versions with much better sound quality.

ELECTRONIC TANPURA

- Most professionals use the Raagini Digital Series, shown below

2: Image Raagini Digital Taanpura

Alternatively, you can use the iPhone app called iTanpura as shown below:
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aill Telstra 5 11:36 AM Q 95 % [mm=p
(lanpura Lite ;)
) P
vV E A
() cmm—— ()
Tanpura 1 +
off g Ma | Ni .. > [)
L e | | R !]
Tanpura 2

@Pa Ma| Ni | ... | >

L

Presets Settings

3: Image: I Taanpura iPhone App

I would not recommend using the iTanpura, as the sound quality is not as
good as the Raagini series. However, it is a lot cheaper and has a free trial
mode, so can be used for non-concert use.

ELECTRONIC TABLA

In this book, I have used the Radel DIGI 60 S as the model. It looks like this:
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PROGRAMMABLE UILT-IN PITCH P 60 THEKAS Radel
TS DI B
DIGITAL ELECTRONIC T

3 @

TWO PROGRAMME MEMORY PITCH & TEMPO MEMORY STEREO

TEMPO/PITCH/MATRA

digi 60s

Radel

4.Image: Radel Digital Tabla Machine

Alternatively, you can use iTabla, an app for the iPhone. It looks like this

ulll Telstra % 11:35 AM Q 96 % [mmmp

21 % \ s 0] @

Speed %m

Select a quick tuning...

Pancham Madhyam Nichad Malkauns

5: Image: Tabla iPhone
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Common taals are:

Teentaal or Tritaal - 16 beats, divided into 4 sections of 4 beats each
Ektaal: 12 beats

Jhaptaal: 10 beats

Rupak Taal: 7 beats

Kaharwa: 4 beats

Dadpra : 6 beats

THE CONCEPT OF SAM

Sam (pronounced Sum) refers to the first beat of the cycle. This is a vital concept in
Indian classical music. The Sam refers to the first beat of the rhythmic cycle.
Compositions are structured so that they have a point of emphasis which coincides
with the Sam. In concerts, you will often find people marking the Sam as the
vocalist/instrumentalist hits that note with the tabla player in unison. They often
nod or use their hands to acknowledge this point. Tabla players will often play this
beat with more emphasis to signal the start of the rhythmic cycle.

Tip: Missing the Sam is a major error and will cause audiences to dismiss the
musician as grossly incompetent. Along with going off-key (Besura), this is one of
the two cardinal errors to avoid under any circumstances.

The concept of Sam is exploited in a number of ways to add flavour and sparkle to
the music and also demonstrate the musician’s technical and intellectual prowess.

NOTATION OF TAAL

We start off with the most common taal: Teentaal

Teentaal has 16 beats, divided into 4 sections of 4 each. Each beat has a specific
sound associated with it. The beats of Teentaal are
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Concept of rhythm
Concept of Sam, the first beat of the rhythm cycle
Electronic taanpura and table

EXERCISES

PNl LN

Using the Electronic Taanpura try changing the starting note to C, D, E in Pa
mode

Now repeat the same exercise using the taanpura in Ma mode

Using the electronic table, set the machine to beat frequency 14 in Teentaal
Try tuning the tabla to C

Increase and decrease the frequency of the table from C to D, A, B etc.
Increase and decrease the tempo

Count 1-16 with the table machine - count the Sam

Try speaking the bols - Dha Dhin Dhin Dha with the tabla machine
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PART B: INTRODUCTION TO THE SAROD
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TOOLS OF THE TRADE

In addition to the sarod itself, it needs a number of accessories. These include:
-Java (Jaba) or plectrum

- Nalil file

- Hook for stringing

- Steel wire cutters

- small “pill box” for oil with a cotton wad

- Soft cloth for cleaning the fretboard

- Spare strings

6: Image: Tools: Java, File, Wire Cutter, Hook
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7: Image: The knot of the sarod wire

HOW OFTEN SHOULD YOU CHANGE STRINGS

Minimum, once a year. If you are a concert performer, then at least 3-4 times a year.
This applies only to main playing strings. Tarab strings are not used often and can be
changed only when they are broken.

- counter-clockwise tighten, clockwise loosen
- String length - 7-8 turns

See the video 16 about string changing and tuning

8: Video: Changing and tuning sarod strings

Tip: As has been mentioned before, the Ma string will snap most often. After a few
instances of using up the reserve length, the length of the string will be too short for

the Ma string. The shortened string can be put to good use, as Tarab strings.
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9: Image: 3 finger Java Hold

It is important to hold the java firmly, firmer than you hold a guitar plectrum. The
reason for that is -in the sarod, you hit the strings much harder than a guitar (one of
the first things I tell students of the sarod, who have come from a guitar
background). Don’t worry, the strings won’t snap.

NAILS

The sarod is unique in that it requires nails to press the string on to the fretboard.
This requires hard nails, something that takes time to develop. In the beginning,
nails are soft and will take time to harden.
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10: Image: Sarod Nails

NAIL MAINTENANCE
Filing Nails

As you play the sarod, the steel strings will cut grooves into your nail, (imagine a U
shaped groove) to the point where the string will go inside the groove and the edges
of the groove (ends of the U) will start touching the fretboard, causing the sound to
degrade. By filing, you take out the grooves and level the edge of the nail and start
again.

Typically, you'd file your nail before the playing session - so not more than once or
twice a day.
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eyes closed. The sound feedback is all that is required - there is no need to visually
confirm the position of your fingers.

A personal anecdote: Like many people, I cannot sit cross legged due to a problem
with my leg. I instead compensate by folding my legs differently and sitting on a
cushion.

Over time, try sitting on the floor using a cushion. Try 10, 15, 20 minutes a time. In a
few months you will get used to the posture.

USE OF THE TAANPURA AND TABLA

Use of the taanpura and tabla are very important in your practice. Of the two, Tabla
is more important. Many teachers discourage the use of taanpura when you are
learning to play notes.

Tip: In the early days of your sarod playing, try not to use the taanpura, or if you do,
keep it at very low volume. You must listen to yourself play the notes so that you
can check for accuracy.

I use the taanpura all the time. I find, it gives me a frame of reference and allows me
to check how I'm going with the notes.

TUNING THE TAANPURA

The first step in tuning the electronic taanpura is to set the base frequency for the Sa.
Let’s choose C to start off with.

Then, there are three basic modes for the taanpura which depends on the raga being
played. I'm referring to the electronic tanpura here.

All Ragas have either a Pa or Ma or Ni as a point of emphasis. The taanpura is tuned
to these three modes

So, for a Raga which has Pa, the taanpura is tuned to Sa Pa Sa Sa

Copyright © 2011 The Sarod Book




This page is not part of the limited preview

Copyright © 2011 The Sarod Book




SAROD BOLS

There are two basic strokes in sarod playing. One is the down stroke, or Da stroke.
The other is the upstroke or Ra stroke.

The Da and Ra strokes can be combined into other complex strokes such
as DaRaDaRa and DirDirDirDir

See attached video 24.

11: Video: Sarod Basic Bols

The first thing that people from other musical backgrounds (e.g. Guitar players)
need to take note of about the sarod, is that, you play boldly and quite a bit louder
than you would play other instruments. Strokes have to be bold. Guitarists, in
particular, need to get used to hitting the string harder than the guitar plucking
technique. Don’t worry, the string won’t snap.

FINGERING AND NOTE POSITIONS

Pickup the sarod and strike the Sa string. Then the Ma string, then the lower Pa
string and then the Lower Octave Sa string. Then the jod and chikari

Let's now play the basic scale of Sa Re Ga Ma. The approximate placing of the fingers
is as below:

12: Image: Approximate Fretboard position
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Sa Ni Dha Pa, Ni Dha Pa Ma, Dha Pa Ma Ga, Pa Ma Ga Re, Ma Ga Re Sa

\GAP PALTA

Sa Ga, Re Ma, Ga Pa, Ma Dha, Pa Ni, Dha Sa

Sa Dha, Ni Pa, Dha Ma, Pa Ga, Ma Re, Ga Sa

‘REVERSE PALTA

Re Sa, Ga Re, Ma Ga, Pa Ma, Dha Pa, Ni Dha, Sa Ni

Ni Sa, Dha Ni, Pa Dha, Ma Pa, Ga Ma, Re Ga, Sa Re

‘PALTA USING BOLS

In the previous section, we have played the pure palta. Now we will expand this to
include playing palta using Da and Ra strokes

We will play a Da Ra at each note (effectively playing each note twice)

EKHARA PALTAS

In the Amjad Ali Khan technique, one important method is the use of fast paced
passages. To build up to this level, we will practice the palta which will use one
stroke per note, alternating between Da and Ra. So the right hand will keep playing
Da Ra while the left hand advances.

See the Video for demonstration.

13: Video: Scale Practice Demonstration

WHY PALTA PRACTICE IS SO IMPORTANT

Palta practice is the bedrock of all sarod playing. Wherever possible -this needs to be
done with the tabla - e.g. Dadra for threes, Teentaal for fours etc, at varying speeds.
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Once comfortable at a certain speed, the speed needs to be increased. If you are
playing Da strokes, try Da Ra strokes. Like exercising in a gym, the moment you're
comfortable, raise the bar by changing the level of difficulty.

Palta Practice can seem very boring.

However, the key issue is that, without palta practice, you will never get the right
fingering, stroke play and accuracy that is required for playing the sarod. Palta
practice is like learning the basic vocabulary. If you don’t do any palta practice, you
will not have the confident sound that is required on the sarod. You will continue to
timidly approach notes, probably reducing the volume as you're not quite sure
where you should stop. In short, it’s highly unlikely that you will get onto the
concert stage without the skills derived from Palta practice.

Why is Palta practice so effective? For starters, it gives you a good feel of where the
notes are, and locks in the sound. Secondly, playing with the tabla gets your brain
used to the taal cycle to the point where you don’t have to think about where the
tabla is within the rhythm cycle - your brain subconsciously knows this. Thirdly, it
builds up confidence in your playing through improved accuracy.

Even the great maestros like Ustad Amjad Ali Khan practices paltas in his riyaaz
sessions. This is perhaps the most accurate sarod player in the history of the
instrument, whose crystal clear sound is unmatched by maestros past and present.

EMBELLISHMENT

So far, we’ve been playing notes in a discrete, staccato manner to build up our tonal
accuracy. However, the reason that the sarod doesn’t have frets is because of the
continuum between notes (a characteristic of Indian music in general). These are
called alankaars (enhancements, ornamentation or embellishments).

So, Scales + Embellishment = Sarod Sound vocabulary

In this section, we will look at common ornamentations used on the Sarod - these
are Meend, Gamak, Krintan and Sparsh.
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‘MEEND

Meend: Portamento/Glissando. Meend is the glide from one note to the next.

\GAMAK

Gamak can be though of as multiple meends, going up or down. Often, a few
meends played together in rapid succession will give rise to a gamak.

'SPARSH

Sparsh means “touch” in Hindi. Sparsh notes are those that you touch, like grace
notes, usually on the note up from where you were.

KRINTAN

Krintan is a staccato note played down from the note before it. It is the opposite of
Sparsh.

‘OTHERTYPES

Others include Murki, Andolan, Zamzama, Kampit, Khatka/Gitkari and Kan
See attached video 28.

14: Video: Demonstration of various embellishments

PALTA PRACTICE WITH EMBELLISHMENTS

Now that we’ve got both paltas and alankaars under our belt, it's time to combine
the two. We will introduce embellishments in the playing of paltas. So instead of
just playing staccato paltas, we’ll introduce meends into the mix. See attached video
demonstration

15: Video: Use of alankaars in palta practice

Copyright © 2011 The Sarod Book

e



This page is not part of the limited preview

Copyright © 2011 The Sarod Book




TRAVELLING TIPS

Sarods don’t travel well in today’s world of rough baggage handling

- Untune the sarod to the point where the string still is straight, but out of tune
- Pack the sarod well using bubble wrap or other soft material

- Make sure that there is a snug fit with the case

- Avoid flights with transfers

- Pray!

SUMMARY

So, in this section, we’ve learnt about the sarod and how to play basic patterns. This
is pretty much the most important section of this book.

EXERCISES

1. Practice playing paltas at various speeds
2. Extend paltas into the lower octave
3. Practice playing paltas with different bols - Da Ra, Diri Diri
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Armed with a basic knowledge of the instrument, we will now try to bring it
together in a composition in a Raga called Durga. This composition brings together
the concepts covered in the previous chapters.

BANDISH - INSTRUMENTAL COMPOSITIONS

We will look at compositions in detail in the next chapter but here is the basic
structure of a composition, also called a bandish or a gat

Each composition has a main melodic line called the gat and has two parts:
STHAYI - the base part (similar to the first stanza)

ANTARA - the upper part (similar to the following stanza)

THE FIRST RAGA: DURGA

This raga is a popular raga which has the following notes;

Ascending notes (Aarohan): Sa Re Ma Pa Dha Sa

Descending Notes (Avrohan): Sa Dha Pa Ma Re Sa

This composition by Ustad Amjad Ali Khan is as follows
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FINGERING

As per normal fingering, the first finger is used in Re and Pa. The rest use the second
finger.

See attached video:

16: Video: Demonstration of Raga Durga

USING THE JOD AND CHIKARI STRINGS:

By now, you would have noticed that the jod and chikari strings are played every
now and then. Chikari is to the instrument what the drone is to the entire musical
performance. It is a reminder of where the base note is.

In general, there are fixed rules of chikari during jod and jhaala sections. When
playing a bandish or gat, chikari is often used as a filler.

The appropriate use of the chikari is something that has to be learnt over time.

IMPROVISATION

In this section, we will continue to build on the composition that we have covered in
the previous section and extend it to cover a full composition. This composition will
be in Teentaal Madhyalay (16 beat middle tempo) in Raag Durga.

So far, we've covered the following:

Main Composition:
Sthayi
Antara

However, as you can appreciate, there’s not much material in the Sthayi and Antara
and these can be played in a few minutes. What do we do next?

To understand the answer to this question, look at a composition as an unfolding
painting. You start off with the main lines, but gradually expand each section to
paint a canvas. This is done through use of devices such as Swar Vistaar (expanding
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17: Table: Some more notations for taans

See video 33 for demonstration.

18: Video: Demonstration of various taan types

TIHAI

One final note on a device very commonly used in concert performances called the
Tihai (or patterns of three).

The number three is very significant in all aspects of Indian life and religion and
music is no exception. The tihai is a pattern of notes, which when repeated thrice,
ends on the first beat or Sam.

Tihais vary in their complexity. A simple tihai - will be restricted to one avartan (or
one cycle of the taal). More complex tihais will extend to multiple avartan. Examples
of complex tihais include Chakkradaar (circular) and Bedam (without a break or
pause). Let’s keep things simple for the moment and look at a simple tihai
(standalone) and a tihai used to conclude a taan.

Let’s look at a simple tihai. Since the objective is to repeat something thrice, so that
the last note falls on the Sam, we can construct a simple one:

Tihai : Simple Tihai : repeating P D S (upper Sa) three times to land on the Sam

1 23 4 | 5 6 7 8 | 9 10 11 12 |13 14 15 16 |1

| /P D SP | DS P D |S

Tihais are usually pre-prepared and musicians can go to great lengths to compose
and execute complex and interesting tihais.

Let’s look at a taan ending in a Tihai

See video 34 demonstrating this notation.

19: Video: Demonstration of tihai
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Note Chikari Chikari  Chikari

20: Table: Basic Jhaala - Right hand movement

This Jhaala pattern is used on the sitar as well. However, the key problem with this
jhaala is that as the speed increases, it gets harder and harder to keep pace. To cope,
there is the modified right hand movement for high speed jhaala.

1 2 3 4

Da Ra Chik Chik

21: Table: High Speed Jhaala - Right hand movement

ENDING THE JHAALA — HIGH SPEED TIHAI

Notation:
The Jhaala is usually increased in speed and concludes in a tihai, at the same speed.

In this case, we will use the tihai pattern

Ma Pa Dha Sa, Ma Pa Dha Sa, Ma Pa Dha -
Ma Pa Dha Sa, Ma Pa Dha Sa, Ma Pa Dha -
Ma Pa Dha Sa, Ma Pa Dha Sa, Ma Pa Dha Sa

See video 37 for Jhaala demonstration ending with Tihai.

22: Video: Jhaala ending with Tihai

Copyright © 2011 The Sarod Book
R



r _—

'SUMMARY

In this section, we have embarked upon playing our first composition. Concepts of
bols and scales learnt in earlier chapters have been employed to play this
composition. The key is to understand how to improvise and gradually build up this
capability

EXERCISES

Try creating improvised taans which cover a specific part of the scale and fit within 8
beats.

Play a Jhaala with the left hand going up to the upper Sa and then coming back
down to the middle Sa
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In this section, we will put together a complete instrumental performance.

A typical instrumental performance will have the following parts:

‘WITHOUT PERCUSSION:

‘ALAAP (INTRODUCTION):

A slow introduction to the raag. Typically, each note will be explored before
moving on to the next. This is played without percussion.

JOR

A section where a rhythmic pattern is established using the chikari string.
This is done in two beats - the main note and the chikari string such as

Note Chikari, Note Chikari.

To mark different portions of the Jor, a specific phrase called a Mohra is
played. This is like a full stop at the end of the phrase and uses the following
pattern:

1-2-3-45 e.g

Ni-Ni-Sa-Re-Sa (Re is the point of emphasis)

JHALA

This is a different type of jhaala from the one covered before. Here we will
play the Jor Jhala. Jor Jhala is played without percussion. It employs a
four beat stroke, with the pattern

Note Note Note Chikari
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PART E: BEYOND THE BASICS
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We will now cover a few topics that are required for intermediate to advanced
playing, including some tips for live performances.

PLAYING WITH LIVE TABLA

Till this time, we've been playing with the table machine. However, live tabla
accompaniment can be a very different experience. For one, tabla players do not play
a simple theka - they add all sorts of embellishments to the basic bol. So, it’s vital to
get some experience with a competent tabla player, who will not damage your sense
of rhythm. While practising with the tabla machine will help you improve your
sense of rhythm immensely, you do need to occasionally play with the live tabla, to
enjoy the full effect of the percussion.

RAGA THEORY

RAGA CLASSIFICATION o o ) _
There are three popular systems of classifying ragas in Hindustani music. One of

them is based on a parent scale and the other is based on notes in the raga. The third
is based on time of the day or season.

PARENT SCALE BASED (THAAT)

Ragas are deemed to belong to 10 parent scales. This method was devised by Pandit
Bhatkhande in the last century. The following table shows these 10 scales and some
ragas in each scale:

Parent Scale Western Scale Popular Ragas in family
(Thaat) Equivalent
Asavari Aeolian SRgmPdnS Darbari, Jaunpuri
Bhairav None SrGmPdNY Ahir Bhairav, Jogiya
Bhairavi Phyrgian SrgmPdnS Bhairavi, Malkauns
Bilaval Ionian SRGmPDNY Durga, Hansadhwani
Kafi Dorian SRgmPDn¥¢ Malhar, Bageshree
Kalyan Lydian SRGMPDNY Yaman, Kedar, Bihag
Khamaj Mixolydian SRGmPDnY% Tilak Kamod, Des
Marwa None SrGMPDN¥Y Marwa, Purvi, Sohini
Purvi None SrGMPAdNY Shree, Purvi
Todi None SrgMPdN¥Y Gujari Todi, Multani
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NOTE BASED

In this method, the notes in the ascending and descending are counted and classified
as:

5 notes: Audava
6 notes: Sadava
7 notes: Sampoorna (Complete)

So, Durga would be a Audava-Audava raga, as it has 5 notes in the ascending and 5
notes in the descending scale.

TIME OF THE DAY OR SEASON

Ragas are assigned to the time of the day, in intervals of 8 hours. Each such interval
is called a Prahar. The first prahar is commonly assumed to be before daybreak, such
as 3 am.

In simple terms, we can call them before daybreak, early morning, mid morning,
afternoon, late afternoon, evening, late evening and night ragas for practical
purposes

It is important to know what the appropriate time of the raga is. For example, an
early morning raga cannot be played in the afternoon, nor can Darbari (a late night
raga) can be played during the day. While this may appear to be an artificial
division, with experience, one can feel the time of the raga - and appreciate why
they have been classified thus.

Certain ragas are associated with weather and seasons. For example, the Malhar
group of ragas are associated with rain. Also, Basant (which means spring) is
associated with the spring season.
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COMPLEX RAGAS

From time to time, you will come across performances of complex ragas - do not be
alarmed. In Hindustani music, complexity does not mean better. The greatest
maestros often will perform simple ragas.

RAGA ETIQUETTE

There are some ground rules to keep in mind while performing ragas.
Firstly, keep it simple. For an entry level performer - compared to an obscure raga
playing a popular raga will be more appreciated by a learned audience.

éEl\/IOTION AND OTHER UNWRITTEN RULES

" After all this theory, here’s the final rule: All music is emotional in nature, especially
Hindustani music. So, some rules apply here which overrule all other rules.

These are:

Emotional content is key - technique is just a means of expressing it well

Notes have to be pure - no offkey (besura) at any time

No mistakes on the taal cycle permitted - this is called going betaal

Simple and elegant trumps over complex any day

| SUMMARY

In this section we have expanded our knowledge of the raga system, taken into
account that emotion with improvisation is the final holy grail of our performance.

‘EXERCISES

Listen to the following raagas:
- Yaman
- Darbari

Form your views as to what you feel about these ragas. Read about the origin of
these ragas - did your views match the popular usage of these ragas?
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PART F: OTHER COMPOSITIONS
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This section lists a mix of different compositions : some easy in well known ragas
and some complex ones to give you a flavour of the sarod landscape.

RAGA KIRWANI:

Vilambit, Rupak, Teentaal composition

23: Video: Raga Kirwani

RAGA: MALKAUNS:
Vilambit, Madhyalay and Drut Compositions

24: Video: Raga Malkauns

Copyright © 2011 The Sarod Book




