CHAPTER IV

TRANSLITERATION OF GITS AND EXPLORATION OF TALAS OF
BIYAH-GOWA OJAPALI

4.1 Introduction to transliteration:

Chapters two and three were intended to paint an enlarged picture of the Gits by
discussing their detailed structure and technically paraphrasing them in an attempt
at notation respectively. The two subjects have been understood as important to a
better study of Biyah-gowa Ojapali music while the Gits have been dealt with an
eye to explication in the previous two chapters. As such, in the present chapter, an
attempt has been made to transliterate a bulk of musical text and also to explore
the area of rhythm which had never been held for detailed consideration in any

earlier work.

Transliteration or converting the lyrical texts of the Gits into another alphabetical
script, namely, English, has been deemed necessary on many grounds. Firstly,
since the Biyah-gowa Ojapali Gits make up the primary area of interest in the
present study, the verses associated with the Gits have been felt significant to be
separately handled which would definitely in turn account for a further
broadening of the analytical study taken in hand. It is to be stated here that the
transliterated textual material pertains to those Gits found most frequently and
popularly subjected to performance. These Gits have been transliterated with an
absolute attention to the order in which they are placed or performed in an
unabridged concert. So, the transliterated section in this chapter does not merely
present the textual material in a random fashion but in a set sequence which helps
in restrengthening the understanding of the sequential map of a Biyah-gowa
Ojapali performance which began in the earlier sections of this study.

Though the available Ojapali literature has put efforts in transliterating some
popular texts, it has been found that these are scattered, coupled with the fact that
many of them are not usually taken up for performance by present-day artistes.
The transliteration in the present study precisely pertains to such texts that are
usually subjected to recitation by the current practitioners. These popular Gits,

however, lay scattered among different Ojapali groups. Through extensive field
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efforts these Gits have been collected, then ordered and transliterated to present a

fuller picture.

Further, it has been strongly felt that an attempt at transliteration would help in
establishing the correct pronunciation with sufficient clarity. As a matter of fact,
since the lyrical material is not in modern Assamese, even an individual of
Assamese origin finds it difficult to correctly grasp the word and its pronunciation
from performances that have been staged. In this light, transliterations have a big
role to play in making clearer the picture of Biyah-gowa Ojapali music. The
transliterated Gits are included here also for the convenience of future researchers
to work on the literary aspect of these songs. Last but not the least, the inclusion
of the transliterated text of some properly ordered Biyah-gowa Ojapali Gits has

been perceived as an action rendering the present work an all-encompassing one.

A chart of the produced sound of an alphabet and its respective transliterated form
indicated by diacritical marks in the corresponding English alphabet has been
presented at the beginning of this work (see pages- xvi-xvii). The content of each

Gt has already been elaborated in the second chapter.
4.2 Transliteration of Adhibasar Gits:
4.2.1 Adhibasar git I:

O’Praner Natha Meri Avata Re.

O’ Praner Natha, meri avata re |

Adhara Mohana benu bavata re ||
Go-dhuli dhuskara $ukula manohara |
Maytra puccha $ire §obhe nare ||

Mala kusumbe $obhaya manohara buke |
Hiramani kundale dagamaga dole nare |l
Brndavana chadi aise Kanai Rama |
Nanda gopa sange kride nare |

Kesava Gopinatha anande Devahari |
Aponara prema chadi aila nare ||

(Verses collected from Oja Muktaram Sarma)
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4.2.2 Adhibasar git 11:

A Mdire Gharamadhye Anande Aya

O’ maire ghara madhye anande aya |
Anande anande anande aya |

Ananda karatu Gopala grhe aya ||

Aju rabha arambhana purna ghata sthapana |
Amra pallava mukhe diya nare ||

Haste tulasi phoola mathe japya mala |
Ratna simhasane basiche Gopala |l

Paduli padili kala dwipa arati |

Patila mangalya ghata govala yuvati Il
Cariphale caristambha upare rabharambha |
Taniche candratapa surjyaka merat |l

Milaya Vaisnavi gana diya gandha candana |
Kali haibo Thakurara byavahara nare |
Cova je candana kastur bharai |

Dehu Dayalara ange range cadai |l

Aratu karila Yasova mai a |

Karila aneka keli sundara Kanai ||

Sindura dhupa arati diya Rama Krsnaka nibediya |
Jaya jaya Gokula nagara nare ||

Keho nace keho gave keho dei uruli |
Candravali dhale jala jaya Krsna buli |l
Yuge yuge arati yuge yuge puja |

Kali yuge Harinama bine nai duja I

(Verses collected from Oja Muktaram Sarma)
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4.2.3 Adhibasar git I1I:

O’ Aratubidhi He Madan Gopala

O’ aratu bidhi he Madan Gopala-2 |

O’ barise barise rase rase kusumba sulala |
Aratubidhi he Madan Gopala |

Hari he- Ka’sita racita karptra subasita € |
O’ Ata kire ata ki rupe camatkara |

Hari he Koutibhanu kouti Candrama udita Hari e |
O’ Mukha kire, mukha sobhe Nandalala |l

Hari he sumari Hari haya dasa Raghunathe kaya e |
O’ Mohana re Mohana Gokula bhulai I

Hari he ghanta tala mridanga jhanake Hari e |
O’ jhanaka re jhanaka paficama tala |

Hari he sankha baje $ina baje aru baje dhol Hari e |
O’sakala re sakala samaje daki Hari Hari bola |l

(Verses collected from Oja Muktaram Sarma)

4.3 Transliteration of Patani git:

(Patani git of Raga Shyamgara)
Nanda nacaya e bahu tuliya tuliya
Nanda nacaya € |

(Pran bhayare) —

Nandara mandire govala aise dhaya |

O’ hate laiya kandhara bhara nace thaiya thaiya ||
(Pran bhayare) —
Nanda Yasoda nace nacaya RohinT |
O’ sangera balaka nace nace Yadumani |l

(Pran bhayare) —
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Brahma nace Visnu nace aru nace Indra |

O’ caubhiti gopini nace madhyata Gobinda |l
(Pran bhayare) —

Ailare Narada muni swargapura hante |

O’ hate bina Krsna guna gaite gaite ||

(Pran bhayare) —

Kahaya Madhava dase dina hina mati |
Janame janame hauka Krsnata bhakati |

(Hazarika, S., 2014, 10)

4.4 Transliteration of Visnu pada Dasavatara verses:
Diha - Gobindai, Gobindai, Gobindai,
E Hari mai pasilo sarana

Dasavatara Pada -

Prathame pranamo Brahmarupt sanatana |
Sarbba avatarara karana Narayana |
Tajunavi kamalata Brahma bhaila jata |
Yuge yuge avatara dhara asammkhyata ||
Prathamate bhaila dibya matsya avatara |
Marilanta Sankhasura asura durbbara ||
Anantare bhaila Hari kurma avatara |
Kshira sagarata prsthe dharila Mandara |
Baraha swarupe Hari dhari avatara |

Adi daitya Hiranyaksa bira je sarnhara ||
Caturthata Narasirmha rupe avatari |
Hiranyaka$ipu marilanta nakhe ciri |
Paficama janmata divya batu rupa dhari |
Pathailanta sutale Balika chala kari ||

Sastha avatare Hari Jamadagna Rama |
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Narakhila sarhsarata ksatriyara Nama |l
Saptame tretata St Rama avatara |
Bahubale Sttaka karila uddhara |l
Astamata Halirama rupe avatara |
Dwibidara prana laila musthira prahara |l
Buddha avatare Veda pantha kari canna |
Vamanaya $astre mohi acha sarbbajana ||
Kalira $esata haibo Kalki avatara |

Kati mari mlecaka kariba bundamara ||

(Hazarika, S., 2014, 12-13)

4.5 Transliteration of Rabhar janma:

Sund sabhasada loka dosa nadhariba moka
Savadhane $una mana Kari |
Rabhara janama katha eka mana kari etha

Kaho abe Suna karna bhari ||

Nachileka purbakale manusyata abikale
Kaliyuge karila bekata |
Hastina purata asi dharmaputra raja bhaila

Rabhakhana nirmila tathata ||

Dharme Sudharma sabha megha gana bhaila rabha
Trna bhaila jata debagana |

Nairtrika bhaila kam1 caudisa jukhila swami
Dekhibaka parama sobhana |l

Suvanara dasa khuta dasa digapala gana
Maharange asi save bhaila |

Purbadise Indra raja pascimata Hutasana
Daksinata jama raja raila |l

Rabhara bama pase asi apuni Mahesa raila
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Parvatt sahite Pasupati |

Swarna simhasana khate Sri Krsna raila tate
Daine Laksmi bame Saraswatt ||

Ehimate rabhakhana karilanta nirmana

Dharmaputra raja Yudhisthire |

Citrasena Bicitradi gandharva sakale asi
Rabha tale tala yantra dhare ||

Mallava Mallara raga dila tate bhage bhaga
Bidyadhara aru Bidyadharf |

Urvasika adi kari save nrtya-gita kare
Anande cahanta netra bhari |

Hena jani naraloka kalara khutaka diba
Banh diba upare manduli |

Ei rabha ninda kare Saptama purusa mane
Jaibo save narakaka cali Il

Baidya bhanda gita tala aka jiba nindakare
Vaisnava dharmara putre kahe |

Janibaha nirantare jama jatanata pare
Samsarata maha pape dahe |l

(Oja, D.N., 1989, 68-69)

4.6 Transliteration of Banas:

The Gor Bana, Patani Dhal Pada and Donguwa bana are usually rendered
using the verses below. Any other verse, for example from the Akhyans, may also

be used for the same.

Guru Brahma Guru Visfiu Guru Adi Deva |
Guru bhine sarhsarata ana nahi keba |l

Trahi trahi Hari lailo tomate carana |

325



Ami anathaka krpa kara Narayana ||

Jara adi anta nahi guna mahimara |

Hena Rama pade karu kauti namaskara ||
Saraswatl Mata mora haibe kanthe sthiti |
Bisese racana kara moka krpa kari |l

(Verses collected from Oja Dharmeswar Nath)

4.7 Transliteration of Akhyans:
4.7.1 Pada chanda Akhyan:

Vaisampayan badati Suniyo nareswara |
Hena $uni nami matsya rajara kumara ||
Pradaksine Arjunaka namaskara kari |
Asesa pranati karai caranata dhari ||
Namo Dhanafjaya Kurukule avatara |
Ajnana Dosaka Prabho ksamiyo amara |
Nacailo govailo hasa parihasa bhave |
Sisava dosaka ksama kara taju pave |l
Eve jano Prabho mora kicho $anka nat |
Apuni Arjuna jara bhailanta sahaya ||
Jahara biratva guna kahe tiniloka |

Eve ki kahibo moka ajfia kariyoka I
Arjune bolanta $una rajara tanaya |
Ami bidyamane kicho nakaribi bhaya Il
Jhanta Kari ani diyo mora dhanusara |
Hena jana tora garu paile asi ghara |l
Arjunara ehi bani suniya Uttara |
Brksara namaiya ani dila dhanusara |
Arjunaka sabe $are bulila pranami |
Ajiia diyo Prabho tumi ki karibo ami |
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Tomara anista cintai kona duracara |
Ajiia kara ami taka karo bundamara ||
Arjune aswasi hasi bulila bacana |

Tumi asi kato kale bhailo darisana |l
Cirakale bandhanara bhailaha melana |
Ripu sainya Sonita karaha aji pana |l
Etiksana save pasi thakaha tunata |
Samara belata mora pariba manata ||
Jetiksane jaka mai maribaka caon |
Savadhane thaka jena §ighre laga paon ||
Arjune $araka hena bulila aswasi |
Kautuke toinata save thakileka pasi |l
Punarupi karajore matsyara nandana |
Arjunaka cai hena bulila bacana ||

Suni acho tomara asesa parakrama |
Saksatate jena Narayana Indra sama ||
Tribhuvane khyatilanta bira Dhanatfijaya |
Tumi bidhyamane mora kicho nahi bhaya ||
Ekese karjyata mora manata bismaya |
Ugulathugula mora nuguce sarmsaya ||
Sarbange sundara deha candrato adhika |
Napursaka bhava hena bhaila tumi kika I
Arjune bolanta §una rajara tanaya |
Napurhsaka bhailo mai janiba niscaya |
Jyestha bhaira satya bacanaka anusari |
Bariseka acho mai brahmacarjya dhari |l
Samapata bhaila ave angikara brata |
Mohora biratva aji dekha samarata I

Urdhabahu Kari hera bolo toka dadha |
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Mora bahujuge tora bhaila raksagada |l
Brksalata durgamaya bhaila saracaya |
Rathata nagari sama thakibi nirbhaya I
Dekha mora yuddha aji ratha khana daka |
Eke$ware maro aji kauravi senaka |l

(Duttabarua, H.,1986, 1326-1327)

4.7.2 Chabi chanda Akhyan:

Jetiksane Dhananjaya Gandiva dhanuka lai
Uttare sahite khedi janta |

Bhisma Drona adi kari Kauravara senajata
Sabe dekhi bismaya bhailanta |l

Sabare Sukhaila mukha hata pava kampe buka
Jhanta jhanta $iharaya gava |

Sagara samana sainya karhsa pari jhima gaila
Vaidya bhanda nahi rava cava |l

Hena dekhi guru Drone sabake bulila teve
Suna save maharathi loka |

Adabhuta dekha aji kande jata gaja baji
Aure aure cai karai $oka Il

Avara dekhiya bara adbhuta bimangala
Samukhe bahabe khara rava |

Krabyadaka paksigane oparata kolahale
Hera $una $rgalara rava |

Meghara garjjana bara barise rudhira jata
Akagata $onitara barna |

Dibasate sandhya naya dasodisa tamomaya
Gagane udita taragana |l

Avara dekhaha kene cauviti senaka bedhi
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Bhuta preta bhairava pisace |

Mamsalobhe Kilkili karala dasana tari
Urdhvabahu kari sabe nace |l

Uluka nirghata pare saghane prthibi lare
Dhvajacaya kampe ghane ghana |

Hena jani biragana jhante hova savadhana
Hera aji paile ghora rana |l

Bhala sainya raja pala rakhibaka ave diya
Jhante pata katakara behu |

Bisamya durgama ghora Asi acho para raje
Nadi nada parbbata duruha ||

Ekesware dekha hera khedi ase jiba jana
Jajjvalya je agnira samana |

Anumane jano hena Dhanura tankara jena
Arjunata pare nai ana ||

Amara senaka lagi hastira juthaka prati
Simmhe jena ghane ghane canta |

Tehraya batsara ghora banabasa dukha pai
Kauravaka karibe upanta ||

Nischaya janilo ei matsyara sahaya hui
Arjunase asanta yudhvaka |

Kourava majata eve aga hui kona bire
Samukhe jujibe Arjunaka I

(Duttabarua, H., 1986, 1328-1329)

4.7.3 Duladi chanda Akhyan:
Dronara bacana suni Durjyadhana
Bolai ati garbba khange |

Bare bare guru ei daruvara
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Teve palai kono bhange ||

Arjunaka ati snehara nimitte
Dekhaha guru agata |
Anumane jano ase je Arjuna

Tumise jana samasta ||

Suna patra loka Arjuna asoka
Mayo sadho ehi kama |

Punarapi teve bidhi milaibeka
Bina yuddhe pailo raja Il

Arjuna asaya guru kanta ei
Bagha ghonga dekhuvai |

Cahiyo atayai tehraya batsara
Gaila kiba nou jaya |l

Thakante sevante ghorara hresani
Nusuna kaito avasa |

Pandavara hita hetu ake guru
Arjuna kanta jasa |l

Sainyara ujhare $rgali palaya
Saguna kaka uraya |

Pandita lokara ate lata pata
Dekhanta ata apaya ||

Avara adesa bulileka raja
Dronaka kari biguti |

Tilara kuSara daruka brahmana
Yuddhata nuhi $akati |

Agama purdna pucha lage mana
Pandita jujara nui |

Pacha guci guru thaka yuddha cai

Karna yuja aga hui |l
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Rajara ingite Karna maharathi
Dronaka bulai uphandi |

Kauravara khai carcca Pandavaka
Tumi bhaila mula dandi Il

Arjunaka bara munisa bakhana
Buja mora parakrama |

Asoka Arjuna jhampe sahasreka
Mai acho tara yama ||

Eke$vare aji maro Arjunaka
Dekhibe patra samaja |

Kauravara hradi sela gucai teve
Akantaka karo raja |l

Bahraya batsara tapa kari ara
ASi ache Dhanafijaya |

Mura $arajake dana dibo taka
Huibeka laksa aksaya |l

Sara barisane Arjuna agani
Numai ero samarata |

Rajya asa eri cariyo Pandave
Khate asi Kauravata ||

Sare hani dhvaja banara ketuka
Bhumite pari pelaon |

Prthivi mandala aura jena mai
Nusuno Arjuna nau ||

(Verses collected from Oja Sanjay Nath)

4.7.4 Lecari chanda Akhyan:
Karnaka sambodhi eve pace kope bulilanta Krpacarjya

Suna hera Radhasuta Karna durasaya |
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Kouravara maje kino tumi  dhumketu parilaha asi
Sabahare milaila pracanda pralaya |l

Rajara kulara jata bira cintilaha tumi mahamara
Binadose cintila prajara mahakalal

Ekedali brksa surya candra  hate dhari karaya tai khanda
Akarone majate karili dui phala |l

Nija bhaira maje tumi danda kuta kapata badhai dili
Mitra bandhura suhrdaya karilihi bheda |

Abilambe paiba phala eve $ighre rasatala jaiba sabe
Satye kaho sakalove haibe kanthaccheda |l

Garbbe made tai Radha putra yuddha kese bafica kara matra
Bhala beya ekoke nacai buddhi sandhi |

Apara Sagare bina nave santariya khuja para haibe
Aru tate galata gahana §ila bandhi |l

Arjunaka ekal care dekhi yujibaka khoja Kana tumi
Era bhai sei asa nakara phitaht |

Jalanta agani kala bisa aficale bandhive khoja kisa
Hena tora dambha dekhi mora uthe hanhi ||

Saula age darikar lamfa Partha age tor tene dambha
Dantahina sarpara je phopaniye sara |

Sirmhaka ekala care dekhi siyalara dale yuddha denta
Tena mata tumi aru Dhananjaya bira |

Jaisani gandharva Citrasene  ei Kauravaka bandhi nente
Bhagya bese prana rakhi asili palai |

Ekesware Dhananjaya bire  sehi gandharvaka jini bale
Sama dale Kauravaka anila melai I

Daravati nagariya hante Yaduvire cahiya thakante
Subhadraka harilante madhyama Pandave |

Surasura nagaYaksa Raksa  gandharva lokaka jinilanta
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Aganika tusilanta dahila khandave ||
Mabha balavanta daityagana raksasa asura jatajana
Jaka bhaya kare swargabast Devagana |
Eke$vare Parthabire pai badhilanta patanga paral
Henaya birara age tumi kuna Karna |l

(Verses collected from Oja Sanjay Nath)

4.7.5 Jhumuri chanda Akhyan:
Kripara bacana jata |
Ehimane samajate |l
Karnara bhitika cai |
Asvasthama maharani ||
Kope agni sama bhaila |
Garjiya kahibe laila Il
Tebe hera karna tora |
Save garbba haiba chora Il
Eta micha garbba caya |
Mahantara karma naya ||
Jata jiva kot kot |
Dhari acha Basumati ||
Tathapito tasambara |
Mane nahi aharnkara |l
Pratyakse Aditya deva |
Jagate karanta seva |l
Sabare mangalmaya |
Sabe jasa basanaya I
Tathapito garbba nai |

Mouna huya cali jayall
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Mahajana maha santa |
Hena surjya Bhagavanta |l
Tumi Karna apunaka |
Barabira bolaibaka |l
Hanthuri samare jaha |
Mahamaha dekhuyaha ||
Bola nije baliyana |
Chagalara kati kana |
Sunahe Sakuni dusta |
Gandhara rajara putra |l
Tumi anahare jata |
Kandara mula sutra |
Kutanata sadayantra |
Sabaro tai mula mantra |l
Kurubamsa prthivita |
Kare puspe sumandita Il
Jena maha bana khanda |
Sobhe ache jena candra |l
Tahara majata brksa |
Durjyodhana raja mukhya |l
Brksara kotara agni |
Bhaili dusta tai Sakuni |l
Tate karna bayu bhaila |
kala nala jali gaila Il

Sehi kalagnita pari |

Sabe bandhu jaibo mari ||
Sakuni sahite Karna |
Kurubamsa haiba canna |l

Kuna nyaya juddha kari |
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Indraprastha laili kadhi ||
Aru kova kuna khene |
Dharmaka bharhgaili rane |l
Bhimaka jinila kaita |
Kaha mura age aita |l
Nakula Sahadeva sane |
Jinilaha kona rane ||
Padabata nahi priti |
Anyayata sada rati ||
Dusta dusasana baghe |
Culi dhari bara rage ||
Draupadika tanilanta |
Sabhara maje anilanta ||
Bhisma Drona kururai |
Samaraje ache cai Il
Micha kuta pasa kheli |
Banabase pathaidili Il
Rajya dhana laila kagdhi |
Bhatrka prabafichana Kari ||
Krodhata Arjuna sama |
Jalanta agani sama ||
Pralaya milibo 2ji |

Ki karibu anka khuyji I
Juja teve save tumi |
Nubujibo ami tini ||

Asi pita putra mora |

Aru Krpa momai mora |l
Tilara kusara matra |

Tumi se tahara patra ||
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Pacha guchi thaka cai |
Yuddhe amara nujurai Il
Danafijjaya maha santa |
Jena Surjya Bhagabanta ||
Pramatta kesari sama |
kalantaka jena yama |
Jeve Saradhanu dhare |
Teve kone raksa kare |
Sabe haibu bundamara |
Rajya haibo charakhara ||
Gandiva dhanuka dhari |
Kurubarmsa dhvarhsa Kari Il
Aru jata bandhugana |
Sabako Kkariba canna Il
Jata raja mane aru |
Pindaka nathaibe karo |l

(Verses collected from Oja Dharmeswar Nath)

4.8 Transliteration of Malita of Raga Ramgiri (of Biyah-gowa Ojapali):
ST Rama $varupe Bali rajaka badhila |
Akantaka rajyabhara Sugrivaka dila Il
Rajya pai pasarila Sugrive Ramaka |
Samaya bujiya nase banara lataka |
Garjiya aneka tanka Laksmana kumare |
Dekhailanta ani Bali badhibara $are ||
Bhai pai kapiraja Ramara pase gaila |
Ramara carane pari krandana karila |l

Ramara carane dhari kandibaka laila |

336



Sugrivara krandane Ramgiri raga bhaila ||

(Verses collected from Oja Dharmakanta Deka)

4.9 Transliteration of Misra gits:
4.9.1 Jhuna gits:

4.9.1.1 Krsna jhuna:
O’ he Gopala kino dusta bhaili tai
He Gopala kino dusta bhaili tai ai ahare |
Alpa bayasate eta runa jhuna
Katano $unibo mai ai ahare ||
Aru eka katha $unicho Gopala
Batate pata dhaimali |
Tohora nimitte Yamunara ghate
Najai keho govali Il
Ratri cari para nathaka Gopala
Sajya cari uthi jasa |
Jateka govali moka pare gali
Curi kari layanu khasa
Mavara bacana suni Narayana
Dina Deva Damodara |
Kichu kichu Kari Deva Sri Hari
Mavaka dila uttara ||
Kahako namato kahako nobolo
Sisu sange thako rai |
Aficola patiya tamola khuji khai
Kasare kalasi thai |l
Barira antara banara bhitara
Tate mai dhenu caraon |

Kahako namato kahako nobolo
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Kene mai dusta bolao |l

Gaon — cuburiya tounye - pute khaiti
Mora Gopalata dosa |

Patheli kolata Yadui stana nakhai
Dine paiica bara rosa |l

Kahaya Madhava He pranara bandhava
Sisu Madhavara Iila |

Krsnara bacana Suni Yasomati
Dhula jari kole laila |l

(Verses collected from Oja Sanjay Nath)

4.9.1.2 Siva jhuna:
O’ Nandire Bhrngire -
O’ Nathako mai e hay hay -2
Nathako mai eman Kailase nare
Nidrara jagiya Hara uthilanta kharattara
Parvatika bulilanta baka |
Suna Hemavantara bet paga kara Sighragati
Mai jaon bhiksa magibaka I
Sankarara bani $uni Parvati bulila puni
Suna prabhu Gajananara pita |
Ghare khud kano nai ki mate randhibo jai
Mora ghora lagi ache cinta |l
Parvatira bant suni pache Hare mane guni
Krodha bhare lagaileka mata |
Tiri jara svatantari micha tara ghar bari
Aula- pacu tahara mathata |l
Durga Dasa Dvijara bani he prabhu Sulapani

Purna kara baficitara asa |
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E’ dine prarthana caon anta kale gati paon
Bhailo taju dasaro je dasa ||

(Verses collected from Oja Sanjay Nath)

4.9.2 Kabirar git:

Are, Guruji tumji kisera mana mana mana
Prabhujt tumjT kisera mana mana mana |
Ababa duniya ababa duniya

Malati janta la’ kar can jvala |

Are, janta nari praner piyarl

Hira-mani bisa $obhe hiye ahare |

E marana kale sumarana kariya (2)
Udara bhariya piye ||

GuryT tumjt...........

Are ke kara pita ke kdra mata

Ke kara sangati bhai ahare |

E adaga badaga bindu deha (2)

Geliya paciya jaya |l

Are, piriti pasaro curuti pasaro
Pasaro maramar basa ahare |
E aba laksa rupiya jivana (2)

Janghala hai ganje ghansa ||

Are kaheto Kabira dharmaka dhariya
Namese jaiba nistari ahare |

A gurura carane hridaye dhariya (2)
Ke kare ghara bari ||

(Oja, D.N.,1989,112)
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4.9.3 Durgabari git:
Ahe bhdi lakhai Ahe bhdi lakhai

Ahe bhai lakhai Ahe bhai lakhai
Ki’ lai, ki’ lai, ki 1a’i
Baficim mai bane ||

Ajira mandira nalage Gambhira
Nusuno Sitara rava |

Mana biyakula hiya dura dura
Kifcito nujure gava |l

Sitara samana nai rupavati
Bina pradipate jvale |

Hara je kankana nayana Khanjana
Raja harhsa gati cale ||

Ati habilase Sitaka bihailo
Dhanu bhangi raja jini |

Ayodhyara sukha bhuijite napailo
Patila daive bighini ||

Ramara krandana dekhiya Laksmana
Age raila hata juri |

Kavi Durgavare e gita bhanila
Ramara carane dhari ||

*(Oja, D.N., 1989, 118)

4.9.4 Baramahi git (an extract):

Are kai sani dekhibo
prana priyare pava nda la’ |
O’ mora gunara nidhira birahe dahiche

gavanalaarell.......
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........ Bara mahara tera gita la’ure ganiya |
Ei gita gailanta Phulmati ka’ina ||
Phulmatira Svami Krsna jagatara Bapa |
Jiba $une jiba gave khande mahapapa |

(Oja, D. N., 1989, 99-101)

4.9.5 Puweli gits:
Puweli git -1:

Kar bari puhdila rajant, o’ bandhu aila

O’ bandhu aila, kar bar1 puhaila rajant |

Saru siitara bastra khani niyare tintila re,

Ghane ghane mage bastra khani ||

Hena dekhi Radha rani duvara melila jani
Palankata basilanta jai |

Palankata basi jai karpiira tambula khai
Mate Radha Kanaira mukha cai |l

Saru stitara bastra khani niyare tintiya ache
Kanjala lagiche duyo akhi |

Binanda jouvana kene haliya pariya ache
Ange tomara diya ache saksi |l

Kanai bolanta bant la’ure tamola khani
Mane Radhe nakara nairasa |

Radhara galata dhari mukhata cumbana kari

Duyostana karila udhasa |l

Udhasa karila stana bimohita bhaila mana
Srngara karila Banamali |

Sisu Madhavara Iila SiT Nande bhanila
Sisu Krsna Radhara dhaimal |l

(Verses collected from Oja Tirtha Nath)
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Sivar Puweli git -2:

O’ he Sankara jaga Digambara rii.
He Sankara utha Digambara rai |

Carmara $ajyata Sankara $uti ache
Bihane GaurT jagaya |

He Sankara.....................

Utha utha prabhu nindrara jagiya
Grhe caula muthi nai |

Kartika Ganapati tomara dui putra

Bhoke bari dukha pai |l

Anyara cavale kandile katile
Sandesa laru pitha paya |
Amara cavale khaibaka lagiya

Khudkano eti nai |l
Kato beli mane uthiya basila

Parvtira mukhake cai |

Bokandi bicari dhaturara gudi
Gala bhariya Hare khai |l
Bham je dhatura khalo Parvati

Mathata dhariche tana |

Ajira sajara caula muthi tai
Dhara rna kari ana ||

Bole Parvati jaibo kona bhiti
Save kare upahasa |

Bhanuraka hunu dhare drabya dile

Labhe mule hove nasa |l

Parvatira bani suni Sulapﬁr_li
Krodhe bulilanta mati |
Jidinai bhanara bhiksaka najaon

342



Sidinai tekeli kati |l

Mai magi ano lundi pundi kari
Tini mave pove khasa |

Mai khaibara bela  katha badha badhi

Michate danda patasa |l

Dukhara upari dukha hari hari
Dukhara upari dukha |
Cavale daliyai kukure kamore

Ka’to nai bhanrara sukha |l

Putra dui gutira mukhaka cahante
Eta mana dukha paon |

Jhuli bokondalt ana Parvati
Bhiksa magibaka jaon |l

Mathe laila Hare sarpara Kirti
Galata mundara mala |

Hate laila ani tréula dambaru
Katite baghare chala |l

Jagatara guru bajaya dambaru
Bhiksa magibaka jai |

Guru carana hrdaye dhariya
Dina Madhava dase gaya |l

(Oja, D.N., 1989, 105-107)

4.10 Ritual gits during Homa:

4.10.1 Homar gits:
4.10.1.1 Sabhar malita:
Diha: O’ Krsnaya e- Hari bandhaba Rama ||

Pada: Prathame pranamo Brahmarupi sanatana |
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Sarba avatarara karana Narayana |l

Taju nabhi kamalata Brahma bhaila jata |
Yuge yuge avatara dhara asarmkhyata |l
Matsya kurma baraha nrsithha Srf Rama |
Bamana Parasurama ara Halirama ||
Budhva Kalki rupe kari nanabidha I7la |
Santaka palila Prabhu dharmaka stapila ||
Purbe dibya sabha khana Kailase achila |
Mahadevara bare sabha marttyaka asila |l
Dharme sudharma sabha meghe sabha khana |
Devagana trna bhaila jana bidyamana ||
Satya Sauca ksama daya cari khuta haya |
Dhairjye mandali kamt janiba niscaya ||
Candre bhaila candratapa bayu je camara |
Dhiipa dipa kalpuli rabhara bhitara I
Digpala evasuta Savitrije paji |

Dhenu bhaila amrapata kahiloho aji Il
Dharani yajfiara bhiimi naksatra mandala |
Ghantata sagara sthita Gangadevi- jala Il
Gandharbbe candana apesvara puspacaya |
Prathamate devaraja Ganesaka pujaya |l
Madhye ptje Brahma adi jata devagana |
Sese piije bhagavanta jito Narayana ||
Krsnaka pijile papa hare samastare |
Suryaka pujile tapa hare nirantare ||
Agnika pujile sukhi bhogi hove nara |
Durgaka ptjile pave bibhiiti bistara |l
Sivaka pijile jana badhaya bibhiti |

Krsnaka pujile pave satvare sadgati |l
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Henajani nara Krsnara carane kara sara |
Hari Hari buli purusa kara udhvara I

(Sarma, N.C.,1996,106-107).

4.10.1.2 Amgachar janma:

Diha: Jaya Namo Nardayana Yagiieswara Hari
Pada: Bisvamitra mahamuni yajiara karana |
Yogadhyane eka garu karila nirmana ||
Snanibaka gaila garu rakhi yajfia thai |
Laksanaka pathai dekhe tata garu nai |l
Kevala tukura marsa tata ache pari |
Rsira agata jana dila $ighra kari ||
Sei mamsa niya rsi bhiimita putila |
Tana hante amragacha ekagota bhaila ||
Sudhva kari amgacha mahamunigana |
Yajna kastha buli homa kare sarbbaksana ||

(Barua, A. C., 1974, 890-891)

4.10.1.3 Rabhar janma:

Sudharmara sabhata rabha karila nirmana |
Khuta hai mahadharme rakhe rabhakhana ||
Bara skandha Bhagavate kami-ruva hai |
Visnuve maralt bhaila janiba niscaya ||
Garudara pakhaye cala-khera bhaila |

Othara purane asi gathi huya raila |

Hari Hare baya dola dharme dharae chati |
Sabhamadhye basi ache trijagata pati |l
Daksinata dharmaraya uttarata bahe Brahma |

Piive Sankara pascime Bhaskara madhyata Visnu jana
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Kubera kalika Indra parisada gana |
Catuspase roi sabe karila bahana |l
Eirupe sabha pate devatasakala |

Svargarapara namaya sabha prthibt mandala |

Ei malita Parthe Krsnara age gai |
Prthibika lagi rabha anila namai |l
Prthibiye dharilanta mandalara rupa |
Karnikai meru bhaila tini gune dhiipa |l
Aganiye dipa bhaila Surabhiye ghrta |
Ehimate sabhadrabya bhailanta tahita |l
Candre bhaila candratapa bayuve camara |
Dhiipa-dipa-kalpuli rabhara bhitara Il
Dikpale evansiita Sabitriye panji |

Dhenu bhaila amdali kahiloho aji I
Gandharbbe candana bhaila apecara puspacaya |

Prathamate devaraja Ganesaka pujaya |

Sagarata hante bhaila puspa parijata |

Tata hante golokata bahu phula jata I
Sankhara grhint Brnda TulasT janma hai |
Tulastra janma-katha ehi-rupe kaya ||

Sitara §apata muni darbba janma haya |
Yajfiara arai caula Laksmi janiba niscaya ||
Surabhita hante dadhi-dugdha-ghrta jata |
Batira hante madhura janma janiba saksata |
Rabhara tekeli ghata Ganese bhailanta |

Adi prakrtiye sindura rupe prakasanta |l

Cari siddha bhaila asi kalpuli cari |
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Cari konata rahilanta maha ranga Kkari |l
Kalpulita diya stta Brahma asi bhaila |
Kona sthane kona thake r$iye kahila |l
Amrapatra rupe jana ra’la Sarasvati |

Eirupe devagana rahila tahiti ||

Parisade bhaila asi yatra-kalara puli |
Banamalai bhaila tara majhata madali Il
Satva gune asi tara bhaila jari gachi |
Apecarai ampata Sarasvati panji ||
Apuni Laksmiye asi pithaguri bhaila |
Adi prakrtiye sindura rupe prakasila |
Ehirupe rabha-sabha haila sthapana |
Taka dekhi sarahara anandita mana |
Suna sabhasada loka ami alpamati |
Sabhara janama katha bhaila samapati ||

(Barua, A. C.,1974, 891-893).

4.10.2 Other devotional songs:

4.10.2.1 Malc1 git:

Jaya janmila dasabhuja mahitale piija

Jaya janmila dagabhuja mabhttale ptja
Asura badhara hetu |

Jijane kare ptja Durgara carane

Samsara taranit setu ||

Bhukuti mukuti ai$varjya bibhdti
Durgaka pijile pai |

Durghora sarmsare Durgara pada bine

Uddhara karanta nai |l
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Mahisa asure devataka khedi
Laila save Amravati |

Gaila deva caya jatha Hari-Hara
Brahmata laila sanmati ||

Devara katara dekhi Hari-Hara
Parama kopita bhaila |

Savaro $onita eka sthana Kkari
Durgara janama kaila |l

Caranara bhare medini kampaya
Mastake paila akasa |

Candra-Surya bahni tini gota caksu
Trailokya kare prakasa |

Mahese dilanta aponara astra
Jahaka bole trisila |

Sehi $iila dhari asurara hiye
Karila prana nirmula ||

Mahisa asura bolaya jahaka
Asurara adi mila |

Bama hate tara culita dhariya
Hiyata hanila sula |l

Durgara rupata mohita bhailanta
Anya mati Kichu nai |

Anta kale sito parana tejila
Durgara mukha padma cai Il

Maudaka Narayana nrpati bole mai
Najano tuti minati |

Bhrtyara sambandhi putra hena mani

Tusta haiba Bhagavati ||

(Verses collected from Oja Muktaram Sarma)
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4.10.2.2 Sivar Bandana git:

Aba Aba dandavata Aba Aba dandavata |
Aba Aba dandavata Aba Aba dandavata |
O’ Taba rana paya e Are bamba Bholanath ||
Mahadevaka aradhane jata hove punya mane
Brahma adi deveo najane |
Gal-badya belpat bhol bhaila Bholanath
Bihaya nama parama jatane |l
Byadhe byaghrara bhai pai bel gache uthe jai
Sivaratri caturdasir dine |
Asrujale sikta tata belpatra parila gata
Tako laila aponara gune ||
Vrsabha bahane Hara he Prabhu Digambara
Sirata §obhiche jata bhara |
Haste dambaru $ula jagatara adi miila
Bhakta janaka karicha uddhara |l
Samudra manthane kala uthila bisa halahala
Sei bisaka tumi kaila pana |
Kavi Haridase kaya e rana carana tale
Tomara bhaila Nilakantha nama |

(Verses collected from Oja Tirtha Nath)

4.11 Samarani git with diha 1 and 2:

Dihal: Krsna ye Hari bandhaba Rama.

Pada: Tajunabhi kamalata Brahma bhaila jata
Yuge yuge avatara dharaya asarhksata
Prathame pranamo Brahma rupi sanatana

Sarbba avatarara karana Narayana
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Ki diya pujim Prabhu ki ache amara

Sevate santusta haiba sambandhe amara
Hasta diya ptijim Prabhu thake karma Kkari
Mukhe diya ptijim Prabhu nobolaya Hari
Deha diya ptjim Prabhu dehara nai stiti
Buddhi diya paijim Prabhu pape jarjarita
Brahmandara bhitare napailo bicari

Nija gune tusta haiba Prabhu deva Hari
Kiba phule pijjim Prabhu sakalo phule tuva
Tomara name tomaka ptijima gadhulihe puva
Hena jani nirantare eri ana kama

Nirantare nare daki bola Rama Rama

(Verses collected from Oja Sanjay Nath)

Second diha for the Samarani git:
Gobindai japa mana bhai
Japa Rama nama

(Diha collected from Oja Muktaram Sarma)

4.12 Introduction to Talas of Biyah-Gowa Ojapali:

The cymbals, the only percussion employed in a Biyah-gowa Ojapali recital,
perform the simple role of rhythmic accompaniment to colour the aural texture of
the performance and to fulfil the minimal requirements of a presentable vocal
passage. The Palis, who handle the percussion, are also entrusted with the duty of
assisting the vocal body along with demonstrating certain dancelike movements
too. As such, according to the nature of role arrangement in the performing group,
the Palis cannot have the liberty or luxury of only behaving as rhythm
accompanists. On the other hand, the presentation of the melody relies for the

most parts on the Palis and thus the phrase- “Pali cai raga taniba” which means
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the Oja needs to consider the musical expertise of his Palis before attempting an
intricate melody (Goswami, B. M., 1997, 215). This being the case, it can be
safely assumed that down the ages nothing much went into the evolution or
commendable development of the rhythmic chapter in a Biyah-gowa Ojapali
performance as the troupe lacks separate members to exclusively deal with
percussion. Had there been provision for exclusive rhythm performers, it is
conceivable that more instruments, besides the cymbals, would have entered the

scenario and accounted for a much richer musical spectacle.

It is deemed necessary to mention at this point that in the present study the term
‘Tal’ has been used to refer to the cymbals while Tala’ to a rhythm. Within the
different strands of musical performances in Assam, cymbals of different shapes
and sizes are brought into use. On the basis of the size, the cymbals are generally
understood as of three types- Bar (large) tal, Maju (medium) ral and Khuti (small)
tal. The Bartal and Majutal are found to feature in the usual accompaniment of
Dhol/Khol (kinds of drums) in such categories of devotional musical recitals such
as Nagara nam, Thiya nam and also in Gayan Bayan within the Sattra tradition.
The Khuti ral is central to majority of Ojapali forms although the anatomy of the
cymbals may vary. The other two types of Tals are found being administered to
suit certain ritualistic parts within Suknani Ojapali when accompanied by a

Deodhani performance alongside the Jay dhol.

According to Manoranjan Sastri, the cymbals used in epic-based Ojapalis like
Biyah-gowa, Raiman, Bhaira, Sattriya Ojapali etc are called Kara tal. However,
Kirtinath Sarma Bordoloi states that the Biyah-gowa Ojapali cymbals go by the
name of Khuti ¢al. Nabin Chandra Sarma, on the other hand, claims the Kara tal
and Khuti ral to be one and the same thing (Sarma, N. C., 1991, 52-53). Other
scholars like Atul Chandra Barua emphasize the denomination of Khuti sal and
opine it to be what is prevalent within the circles of both Suknani and Biyah-gowa
Ojapali (Barua, A. C., 1974, 1066). (VADYA, Pic 1- khuti tala of Biyah-gowa
Ojapali / VADYA, Pic 2 — khuti tala of Suknanni Ojapali). It is to be noted that in
common Ojapali vocabulary as being relied on by the active practitioners, it is
only Khuti tza/ and not Kara ral that find place in it. Oja Dharmakanta Deka
relates the word ‘Khuti’ with the term ‘fixed’ (as a pole in the ground) and while

demonstrating a rhythm played on the cymbals adopting a style in which the
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performer stands still and rolls the rims of both the Tals without disrupting
contact between the two, he uses the term ‘Khuti ral’ to refer to this whole
process. (VADYA, Vid 1 - The term ‘Khuti’)

The text of Sangitratnakar includes a detailed description of the anatomical
features of the Kara ral (Goswami, B. M., 1997, 79). On observation, it has been
found that the Biyah-gowa Ojapali Khuti tal has a size smaller than that
mentioned for Kara tal in the said text. Furthermore, there is size disparity
between Biyah-gowa Ojapali Khuti tal and that of other epic-based Ojapalis like
the Sattriya Ojapali. The former is little larger in size than the latter (Sarma, N.
C., 1996, 89). Since at present times, Biyah-gowa Ojapali and Sattriya Ojapali
performers procure their cymbals from the same bell-metal hub of Sartherbari (a
place in Assam), there is hardly noticed any difference in size in the cymbals
(VADYA, Pic 3a — Khuti tala of Sattriya Ojapali). But earlier the Biyah-gowa
Ojapali Khuti tal was distinctly bigger (VADYA, Pic 3b — Old Khuti tala of
Biyah-gowa Ojapali). Khuti zal is, again, found to be of two types- Kaharuwa and
Bhutiya. The former is in vogue now. Bhutiya tals were comparatively heavier
and more resonant and made of a different quality of bell-metal that is black in
colour and called Bondakah (Goswami, B. M., 1997, 88).

The shape of the individual 7a/ in a pair of Khuti tal of Biyah-gowa Ojapali are
the same but they differ in size and are stringed differently. The right-handed
Palis, with the base of the left thumb and the index finger, hold a bunch of strings
attached to a hole made at the center of the left Tal. For the right 7al, the little
finger is inserted between the double strings tied to the hole. The rest of the
fingers help in controlling the motion of the Tal. To produce various rhythms and
characteristic sounds, the Tals are collided against each other which may be made
either face-to-face or rim-to-rim, either vertically, horizontally or tangentially.

A comparison between the physical features of the right and left Khuti za/ of

Biyah-gowa Ojapali is mentioned below.

Particulars Right Tal Left Tal
1. Weight 300 gms 360 gms
2. Diameter 9cm 10 cm
3. Circumference 28 cm 31.4cm

352




4. Thickness 0.5cm 0.5cm

5. Height 5cm 5cm

6. Size of hole 0.5cm 0.5cm

7. Mechanism of Uses double string loop | Uses bunch of strings
holding the tala (cover)

8. Length 6 cm 8cm

(Goswami, B.M., 1997, 79)

The Khuti #al in its anatomy is a less complex instrument when compared to other
rhythm accompaniments in Indian classical music such as Tabla, Pakhavaj or
Mridang. The latter group of instruments have definite demarcations of treble and
bass and thus quite obviously are tuned to set pitch. On the other hand, the Khuti

tal is made of solid metal; it cannot be tuned and thus has an indefinite pitch.

The anatomical limitations of the Khuti zal/ affect the range of variations it can
display in its specified rhythms. The other percussion instruments named could
produce many Bols or mnemonic syllables making a rhythmic pattern. This wide
range of Bols, which can be simply understood as vocalizations of the actual
sounds produced by the instrument, in turn effectuate many different rhythms and
thus of a rich text. However, the Khuti tal, as already seen, because of its overly
simple structure cannot afford to produce many different Bols. There are a very
few ways of striking the two cymbals with each other and the entire rhythmic text
relies on the Bols produced out of these striking styles. The only Bols so far
collected from Oja Muktaram Sarma and his associates that make up for all the
known Biyah-gowa Ojapali Talas or rhythms played in the Khuti tal are-Tuk,
Kham, Kut tum, Likiri, Kyng and Krck.

The available texts claim the entire Biyah-gowa Ojapali musical globus to be
made up of five Talas namely Lecari, Cabtala, Coutala, Jikirt (or Jikari) and
Thoka. Scholars like Atul C Barua name another Tala Rupaht which is usually
played with Malci gits (Barua, A.C., 1974, 884). Oja Durgeswar Nath also
mentions Rupahi as a mixed variety of Tala brought into use while the ritualistic

process is being carried out with the recitation of Bandana/ Malci gits (Oja, D. N.,
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1989. 31). Though not clearly demarcated, the scholars suggest two categories of
Talas, the first to include the major rhythms and the second to include rhythm(s)

accompanying only Ritual gits.

The field-centric analysis of Biyah-gowa Ojapali music has, however, presented
the chapter of rhythm in a different light. The competent performers claim with
considerable emphasis that seven, not five, Talas account for the rhythmic volume
of Biyah-gowa Ojapali. They do not differentiate between major and minor Talas.
Oja Muktaram Sarma, for example, names these seven Talas as Cabtala, Coutala,
Jikiri, Thoka, Rupahi, Heseni and Kuteni. He leaves out Lecari tala (VADYA,
Vid 2a - 7 tala types). Oja Dharmeswar Nath, on the other hand, names the same
as Lecari, Cabtala, Coutala, Jikiri, Thoka and Rupahi. He could not name the
seventh one but demonstrated it which is then understood as Heseni (VADYA,
Vid 2b - 7 tala types). What comes out observing the given situation is that there
is disparity not only between texts and active practitioners but also between
practitioners themselves. Interestingly, the Rupahi is actually found to be a major
Tala accompanying important renditions and not that which is played with Ritual

gits.

The field data and analysis of the same has provided the much-needed ground to
frame a disciplined understanding of the Talas and a proper re-categorisation of
the same. Based on the analysed data, in the present study the Talas are
comprehended to come under two categories. The first category comprises Six
Talas namely Cabtala, Cautala, Lecari, Rupaht, Jikiri and Thoka. The second
category is found to include only one, namely Heseni. Kuteni is not understood as
a properly developed rhythm and suggests only a definite style played at the
background that could not be set into any melody-line of a composition. Heseni
stands apart from the rest in the sense that it has many variants and these are
employed only during the fifth stage of Gits or during rituals. The major four
blocks of Biyah-gowa Ojapali music staged in the evening have no place for

Heseni and include the rest.

A major difference between the two groups of the Talas lies in the manner the
cymbals are held by the performer. In playing any variant of the Heseni tala, one
of the cymbals is placed above the other and this cymbal is made to strike at the

inner surface of the other. While in the Talas of the first group, the opposite
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happens. It has been observed that each variant of the Heseni tala is specially
framed to fit into the rhythmic style of the melody-line in precise compositions

specific to a category such as Adhibasar git, Kabirar git etc.

In both these groups of Tala, two types of Bols are evident. In the former group,
Kham represents a sharp resonating sound while Tuk a dull, non-resonating one
(VADYA, Vid 3 - Kham and Tuk). It can be noted in passing that Oja Ananta
Barua was found referring to ‘Kham’as ‘Trou” and ‘Tuk’ as Tek’(VADYA, Vid
4 - Trou and Tek).

In the other group, Krng is sharp while Krck is dull. Since a definite pitch cannot
be marked in a Khuti ¢al, a higher pitch is usually understood by resonance. Thus,
the resonating Bols like Kham and Krng are felt to produce a high-pitched sound.
Further, though each Heseni variant is played in different manners, different Bols
according to different styles of playing have not been demarcated. It has been
already stated that because of anatomical limitations of the Khuti zal, there are not
many styles of playing nor are there many Bols. So, the text of the major rhythmic
patterns cannot be subdivided into Khands or columns divided by bars. In such a
case, in one measure itself all Talis (accented beats) and Khalis (empty beats) are

shown.

It can be marked in passing that a few Bols of Sattriya Ojapali talas tally with
those of Biyah-gowa Ojapali. For example, the non-resonating sound of Tuk
corresponds to Khup and resonating sound of Kham corresponds to Tiling
(VADYA, Vid 5a - Tiling Khup Ojapali). In this sense, a Sattriya Ojapali tala
like Mool tala is similar to the Biyah-gowa Ojapali Coutala as both comprise two
beats where the first beat is a resonating Bol and the second a non-resonating one
(Bora, K., 2017, 223).

While notating the textual data of a studied Biyvah-gowa Ojapali tala, methods
have been adopted from the system of Hindustani Classical music popularly
circulating across northern India. No attempt has, whatsoever, been made to study
a Biyah-gowa Ojapali tala in comparison to a Hindustani za/a. The basic layout of
a Hindustani rala has been relied upon to make lucid the understanding of a

Biyah-gowa Ojapali tala.
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4.13 Description of the various talas:

Given below is a detailed discussion of all the Talas known to the interviewed

performers.
4.13.1 Cabtala:

In playing the Cabtala, the right and left cymbals are clashed directly against each
other but with moderate force. Two varieties, Cabtala | and Cabtala 11, have been
sorted out considering the actual recital-based data. Cabtala | named Tin teliya or
Tin cebiya Cabtala, further, is understood in two different ways necessitating a
further sub-division of it. While ‘Tin’ means ‘three’ ‘Cebiya [Telia’ refers to
‘beats’. In this light, Cabtala 1 is plainly held comprising a three-beat cycle.
However, observing the style of arranging the cycle in two different performing
groups, the sub-categorisation of Cabtala | into Cabtala | (a) and Cabtala | (b)
has become necessary.

Cabtala | (a) properly gets three beats of one count each in a cycle where the first
two are accented beats and the last beat an empty one. With an accurate text of
three beats, Cabtala | (a) justifies the name Tin teliya. This sub-variety of Cabtala
| has been found demonstrated in a musical feature (VADYA, Aud 1 - Tin-teliya
Cabtala a)

Cabtala 1 (b), on the other hand, has actually a four-beat cycle where three
accented beats of one count each are followed by a one-count rest. Inspite of the
four-beat structure, this Tala is called Tin telia which suggests that the performers
only take into consideration the accented beats and pay no importance to the
empty one as a part of the structure. This, in turn, hints at a misconception arising
out of grammatical incompetence. Instances of Cabtala | (b) have been collected
from present-day performers (VADYA, Vid 6 - Tin-teliya Cabtala b).

Cabtala || called Eksebiya Cabtala is understood as a single accented beat of one
count. This single beat is continuously repeated at equal intervals resembling
normal clapping. For the purpose of notation, the text of Cabtala 11 is put forward
as a two-beat cycle. This Tala has been demonstrated by such active Ojapalis as
Oja Sanjay Nath (VADYA, Vid 7 - Ekteliya Cabtala). It is to be noted that both
the varieties of Cabtala comprise the dull non-resonating sound represented by
the Bol Tuk.
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Thus, Cabtala | (a) has a measure of ‘ Tuk Tuk s ‘

X 2 0

Cabtala 1(b) of ‘ Tuk Tuk Tuk s and

X 2 3 0

Cabtala 1l of ‘ Tuk Tuk ‘
X 2
4.13.2 Coutala:

The manner of striking the two cymbals in Coutala ends in producing first a sharp
resonating sound followed by a dull non-resonating one. Thus, Coutala is a two-
beat cycle with Kham and Tuk as the sequence of Bols. This Tala is bereft of any
empty beat and both the beats, one count each, are accented in the cycle. As such,

a textual measure of Coutala would look like
‘ Kham Tuk ‘
X 2

Coutala is integral to the major musical body of Biyah-gowa Ojapali and its
presence in Akhyans such as Pada, Chabi and Duladi is predominant. Coutala is
usually played at a slow tempo which is, however, found to accelerate to a fast
tempo most of the time (VADYA, Vid 8 - Coutala).

4.13.3 Thoka:

The Thoka tala stands out from the rest because of certain features it holds. First
is its usage only in a faster tempo and second is the usual pattern of its entry after
the Coutala reaches its peak. This tala consists of two beats of one count each.
Both beats comprise of two syllables-Kut-tum (VADYA, Vid 9a - Kut-tum Kut-
tum) or Tuk-khao and Muk-khao (VADYA, Vid 9b - Tuk Khao-Muk Khao) or
Tuk-kham Tuk-kham (VADYA, Vid 9c - Tuk-Kham Tuk-Kham) of half count
each. The first syllable of each beat is accented. In this Tala, the diagonally

opposite rims of both the cymbals are clashed against each other and it is this
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unique style of playing that result in dull non-resonating sounds different from
what is represented by the Bol Tuk (VADYA, Vid 9d - Thoka tala).

Thus, a measure of Thoka tala looks like
Kut-Tum  Kut-Tum

X 2

4.13.4 Lecari:

Lecari is another important Tala enriching the rhythmic text of Biyah-gowa
Ojapali music. Neither the available texts nor the active bearers admit of two sub-
variants of Lecari Tala. However, analyses of the field data in the present study
have revealed two varieties of Lecari which have been named Lecari | and Lecari
I1. Both the Talas are played in the same manner leading to the production of two

non-resonating sounds followed by a resonating one.

In Lecari | two dull sounds Tuk Tuk account for the first out of three beats of one
count. The next two beats are covered by one resonating Bol Kham (VADYA,
Vid 10a - LecarT | tala). While playing Tuk Tuk cymbals are moved vertically up
and down, while making contact with each other. On the other hand, while
playing Kham, the cymbal, usually the right one is struck loosely upon the other

from above producing a resonance. A Lecari I measure would look like
TukTuk Khams ss
~—— — ~—— — S~

X 2 0

In the other variant, Lecari 1, while the rest remain same, it is half a count shorter
in total than Lecari 1. That means, out of three beats, the last one is not one count
but only half count long. (field note m22/ 06.11. 21) It becomes a little difficult to
notate the text of Lecari 1. A comparison with Lecari | notated body would,

however, ease the understanding —
TukTuk Khams s
\/ \/

X 2 0
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Oja Sanjay Nath demonstrated Lecari Il in his performance (VADYA, Vid 10b -
Lecart 11 tala).

4.13.5 Rupabhr:

The Rupahi tala has also been found to have two different sub-forms named
Rupahi | and Rupahi 11 in this present work. Rupahi | has a three-beat cycle where
the dull sound Tuk is placed in the first beat of one count while the other two
beats are covered by the Kham sound. Rupahi | has similarities with Lecari | in
the sense that the latter too has a three-beat cycle where the sequence involving
Tuk followed by Kiam is found. Though the aural colour definitely changes when
one shifts from Lecari | to Rupahi | or vice versa, it remains a fact that these two

Talas can be safely interchanged because of their structural uniformity.

This seems to be the reason that Oja Muktaram Sarma and his Palis do not
acknowledge the Lecari tala and play Rupahi | in compositions where other
performing groups are found to employ the Lecari | tala. (VADYA, Vid 1la -
Rupahr tala discussion). Oja Ramani Sarma, a disciple of Oja Muktaram Sarma,
calls it Theka Rupahi to denote a Tala which is found to be commonly practised
as Lecari |. He is of the opinion that during a slowed-down tempo Theka Rupaht
is brought into use and as the tempo increases a shift to Rupahi is made (VADYA,
Vid 11b - Theka Rupahi). An instance of the tendency of interchanging Rupahi |
and Lecari | is noticed in Atul Chandra Barua's musical feature in All India
Radio, where the performers demonstrated Rupahi | but called it Lecari | tala

(ACB alekhya 51:58 mins). Rupahi | as now understood as having cycle-bar of

Tuk Kham s

has been played by Oja Sanjay Nath in his performances of Lecari Akhyan
(VADYA, Vid 11c¢ - Rupahi I tala).

Rupahi 11 has a similar sequence of Bols where Tuk is followed by Kham.
However, it is a double accented beat cycle where each is of one count. The

measure looks like
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‘ Tuk Kham ‘

It has been marked in Oja Sanjay Nath's recital of a Patani git (VADYA, Vid 11d
— Rupahi 11 tala).

4.13.6 Jikirt:

The Jikirt Tala never accompanies any crucial part of a performance. Yet it is no
less important as, with its invariably faster tempo, it acts as an important cue to
one closure of a composition. It usually follows the Coutala. It has a single-beat
arrangement where the sound understood as Likiri is repeated at regular intervals
(VADYA, Vid 12a - Likiri Likiri / VADYA, Vid 12b - Likiri Likiri). While
playing the Jikiri tala, one cymbal is tightly held while the other loosely-held
cymbal strikes over the other to produce resonating sounds. Like Cabtala 1l, for
grammatical convenience, the Jikirt tala too has been arranged into a two-beat

cycle with two accented beats each of one count:

Likiri Likiri
~  — ~_ —
X 2

The use of Jikirt tala is found in such performances as Patani git and Vispu pada
(VADYA, Vid 12c - JikirT Tala).

4.13.7 Kuteni

The Kuteni tala has no properly defined rhythmic cycle. It is just one way of
striking the cymbal usually played at the outset before the actual melodic body is
upheld. While playing the Kuteni, both the cymbals are made to face upward and
one cymbal is horizontally moved over the other (VADYA, Vid 13 - Kuteni
Tala).

4.13 8 Heseni:

The term ‘Heseni’ is considered by a section of performers to indicate unaccented
beats representing dull, non-resonating sounds on the cymbals. For example, ‘Ek
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tal dui Heseni’, as some Ojapalis say, stands for ‘one accented beat followed by
two unaccented ones’. Oja Muktaram Sarma considers Heseni as a Tala used as
an accompaniment with ritual songs such as Adhibasar git, Malci and Jhuna Qits
(VADYA, Vid 14 - Heseni tala discussion). Field study has established the fact
that Heseni is one way of holding and striking the cymbals which is employed to
form different rhythmic cycles according to the rhythmic pattern specific to the
melody of a Giz. As such, Heseni has many variants and the fact remains that the
variants listed in the present study are not exhaustive as the rhythmic cycle of
Heseni keeps changing according to the Giz in hand. Given the situation, notating
the text of a Heseni variant does not carry as much importance as the other Talas
already discussed. Nevertheless, a textual clarity of the rhythmic nature of the
cycle would still help in understanding the overall musical structure of the
composition in hand. It is to be noted that the Heseni tala as understood after
field-data analyses is invariably one applied only to the fifth stage Gits along with

the ritual-specific Gits.
Some of the Heseni variants are listed below:

a) Heseni I: Played with the Malci git “Janmila dasabhuja”, the cycle of
Heseni | comprises three measures where the first one includes three beats
of one count and the remaining two are each composed of two beats of one
count. The dull sound of Krck and also an unaccented beat is absent in this
Tala (VADYA, Vid 15 - Heseni | tala). This is the only Tala where the
text cannot be laid out in a single bar(field note m12/ 06.08. 22).The

notated text of Heseni | would look like —

Krng s
2

Krmng s
3

legngS
X

b) Heseni Il: Used in the Adhibasar git “O praner nath”, this variant of
Heseni has three beats of one count each where the first two beats
comprise resonating bols and the third a non-resonating one (VADYA,

Vid 16 - Heseni Il tala). The measure looks like:
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c)

d)

Krng Krng Krck

X 2 3

Heseni 111: It is found used in the Diha of the Samarani git “Gobindai
Japa mana bhai”. Though the accompaniment of the cymbals with this
particular Git has been categorised as a variant of the Heseni tala, it is to
be noted that Heseni Ill is not a proper rhythm with a well-set cycle
because the cycle keeps on changing with the changing rhythm of the
melody-line. Hence, a notated text is not possible. Only the resonating
Bol of Kyng is found here (VADYA, Vid 17 - Heseni Il tala)

Heseni 1V: Heseni IV is found played with two specific melodic
compositions — the Homar git “Krsna ye Hari” (VADYA, Vid 18a -
Heseni IV tala) and the Samarani git “Krsna ye Hari bandhaba”
(VADYA, Vid 18b - Heseni IV tala). The significant feature here is that
the Tala is played in a moderate tempo in the former and in a relatively
much faster tempo in the latter. The cycle comprises three beats of equal
value, that is, of one count where the first two are accented beats with

resonance and the third is unaccented:

Kmg Kmg s
X 2 0

Heseni V: This Tala is set to the melody of the Sivar Jhuna “Nandire
bhrngire”. The cycle consists of eight beats of one count each where the
first five are accented and the remaining three are unaccented. Further, the
fifth beat has the dull Bol of Krck while the former four have the
resonating Bol of Kyng (VADYA, Vid 19 - Heseni V tala).

The notated measure appears as

Kmg Kmg Kmg Kmg Krck s s s
X 2 3 4 5 00O
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f) Heseni VI: Heseni VI is grammatically framed according to the melodic
composition of the Krsnar git ‘O he Gopal’. The Tala is characterised by a
two-beat cycle. The first beat comprises of three strokes of the Bol Krng
and the second beat comprises of a single stroke of the Bol Krck. In the
first beat, the first stroke is half the count of the other two strokes
while the second beat’s only stroke equals the value of the first beat (field
note m17/ 12.04. 22). (VADYA, Vid 20 - Heseni VI tala). The notated
text would appear as

Krng Krngs Krngs , Krck
| ~— - \/l
X 2

g) Heseni VII: This has to be included in the list of Heseni sub-variants on
the ground that it has a cycle that matches with no other variant discussed
so far. It is to be noted that the Kabirar git “Guruji tumji” with which the
Heseni VIl stands as an accompanying strand has been actually
demonstrated by practitioners with a complete cymballic absence
(VADYA, Aud 2 - Heseni VII tala). The fifth stage Gits, as the performers
claim, enjoy the luxury of voluntarily opting for a cymballic involvement.
As such, the said Kabirar git, as performers state, can have a cymballic
text framed according to the rhythmic formation of the melody-line of the
Git. Different performing groups may, thus, end in framing a different text
which suits the melody in one way or the other. For the present work, a
cymballic text to suit the Giz “Guruji tumji” has been specially framed. A
four-beat cycle where each beat is of one count and where the last one is
unaccented has been found to be considerably suitable. So the notated text

appears as

Kmg Kmg Kmg s
X 2 3 0

A brief reference to the important cymballic events of Tala bhana and Tala Pata

appears pertinent at this point. Tala bhana already introduced in the second
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chapter during the detailed discussion of Gits is primarily a method that combines
certain signature strokes of different Talas to signify the end of a section within a
melody or the total melody itself. The general trend followed involves strokes of
Cabtala 11 followed by those of Lecari and Jikiri tala. This combination,
however, may vary according to different Ojapali groups (VADYA, Vid 21 - Tala
bhana). While Tala bhana is an ending event, Tala pata is an inaugural Tala
activity. More clearly, during the evening performance on the first day, when the
Oja shakes his anklets, the Palis take it as a cue to demonstrate Tala pata which is
to play the different Talas to be used in the recital one after the other. The major
Talas played are the Cabtala I, Coutala, Rupahi |, Jikirt, Lecari and Kuteni
(VADYA, Vid 22 - Tala pata).

The present work, thus, has attempted to formulate a foundational yet crucial
understanding of the rhythmic features represented by the Khuti ¢a/ in an elaborate
Biyah-gowa Ojapali recital. It has been found that the seven rhythms in vogue
have an uncomplicated text and an equally simple style of staging a performance.
The Palis, thus, do not feel an extra load of handling the rhythm section as the
expertise in playing the Talas does not demand extreme toil. The analysed data
presented in this study on the basis of extensive field trips definitely acts as an
authentic base for learners as well as in undertaking further research on the study

of rhythm within the Biyah-gowa Ojapali system.

4.14 Chart of notated text of the respective talas:

To aid a fuller comprehension of all seven Talas and their sub-variants, a table

has been prepared enlisting the name and the notated text of the respective talas.

1. Cabtalal () ‘ Tuk Tuk s ‘
X 2 0

Cabtala | (b) Tuk Tuk Tuk s

X 2 3 0
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Cabtala 1l

. Coutala

. Thoka

Lecari |

Lecari Il

. Rupaht |

Rupahi 1l

. Jikirt

Kuteni

Heseni

Heseni |

Tuk Tuk ‘
X 2
‘ Kham Tuk ‘
X 2
‘ Kut-Tum Kut-Tum
X 2

~ — @ T—

‘ TukTuk Khams ss ‘
N—
X 2 0

‘ TukTuk Khams s ‘

‘ Tuk  Kham ‘
X 2
Likiri  Likiri
~— — ~— —
X 2
Kmg Krng s| Kmg s| Krng s
‘ X 2 3
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Heseni I \ Krng Krmg Krck l

X 2 3
Hesenilti e
Heseni IV Kmg Krng s

X 2 0
Heseni V Kmg Krng Krmg Krmng Krck s s s
X 2 3 4 5 678

Heseni VI l | Krng Kmgs Krnes | Krek

X 2

Heseni VII Kmg Krmg Krng s
X 2 3 0 l
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TALA NOTATION
Notational extracts of verses where the Talas are applied:
TALA I(a)

CABTALA 1(a)
AUDIO DETAILS : VADYA, Aud 1- Tin- teliya Cabtala a

--PaDha PaDhaSa- SaSaSaSa | SaSaSaRe SaReSaRe ReReReRe

~———— ~—————— ~—— ~——————
ssDakhi s s ss narakatha |su ni re s e s € s he shehe
\_/ \_/ ~ — ~— —
X 2 0 X 2 0
Sa - - - Sa-Sa Re Sa-NiDha| PaDhaPa DhaDha -Pa DhaPa DhaSa - -
— ~——— | — ] ~—
yasss as haha a sre s e s ¢ hehe smane s samass
< - ~———— 1 — 1 ~——————
X 2 0 X 2 0
Sa-SaRe -GaMaGa MaReGaRe| Ga - Ga Ga Re GaReGa Re- Sa -
Osbata ses e s es e| s s he he ra s as asams
X 2 0 X 2 0

NOTE: In the source audio, the tala has been loosely played which posed a
difficulty in arranging the bars. The above bar division has been done
for a clear understanding of the use of this tala.

TALA I(b)
CABTALA 1(b)
VIDEO DETAILS : VADYA, Vid 6- Tin- teliya Cabtala b

Dha PaDhaPaDha Sa- SaSa SaSaSaSa
\/ S —— S ——

Ha Guru s s s s brahma guruvisnu
~—————— ~——————— N S

X 2 3 0

ReGaReGa  Ga ReSa - - Re

\—/

Res es he SSSS Re

X 2 3 0

NOTE: In this tala too, the bar division has been rearranged for better
understanding of the tala.
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TALA I(c)

CABTALAII

VIDEO DETAILS : VADYA, Vid 7- Ek teliya Cabtala
Akhyan- Chabi Chanda - Tune 3 A

GaPaPaDha DhaSaSaRe SaGaGaRe SaSaSaSa
Bhalasanya rajapala rakhibaka abediya

~ — e — e —

X 2 X 2
DhaSaSaSa SaReSaDha DhaSaRe - SaReGa -
Jhantepata kakaira s beshus ahahes

~———— ~— ~—————

X 2 X 2
TALA 2
COUTALA
VIDEO DETAILS : VADYA, Vid 8- Coutila
Akhyan- Chabi Chanda - Tune 1 B
-Ga I;a - Gaéa SaRe Reéa - Paéa - Re I.{e —éa Sa
_ ~——————— ~— — ~——————
s Bhis masDrona| adi = kari s ee |skou rasbara
X 2 X 2 X 2 X 2
DhaDhaPaPa Ga PaDha Dhaéa éa—f(ef(e -éa Dha -

S —— —

sendjata s aha  haha |reshehe she | he s

X 2 X 2 X 2 X 2
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TALA 3
THOKA TALA

VIDEO DETAILS : VADYA, Vid 9 d- Thoka tala
Akhyan in Jhumuri Canda - Tune 4

Ma Pa GaMa

Su na he S/a
X 2

Ma GaMa
Jai ha ri
X 2

- Pa - Ma
s rou s O
X 2
TALA 4 (a)
LECARI TALA 1

Ma Pa

ku ni

X

Pa Ma

jo u

Ma Ma

dus ta

Ma Ma Pa Sa

a ha hai ya
X 2

VIDEO DETAILS : VADYA, Vid 10a- Lecaril tila

Akhyan in Lecari Chanda - Tune 1

IMaf’a Mgl'ia | I.\_Ii Pa
ka

Kas ST na

=2 2o

X 2

Ga Pa MaPa

paks

0

€ Ve pas

[Latidd |

N

Ma Sa
bo dhi
2 0
S S
2 0
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TALA 4 (b)
LECARI TALA 11
VIDEO DETAILS : VADYA, Vid 10b - Lecari II tila

Patani Git - Nanda nacaya

PaPa PaPa - Dhaéa Dha - | PaPa PaGa Ga | Pa Pa

As hate s la s ya s|das dhis ra| bha ra
X 2 0 X 2 0 X 2 0 X 2

PaDha PaPa Dha | Ga Sa - Re SaReSa Dha | Sa Re
has nace s |[thai ya s ha thai yas S Nan da
X 2 0 X 2 0 X 2 0 X 2

TALA 5(a)

RUPAHI TALA I

VIDEO DETAILS : VADYA, Vid 11 ¢ - Rupahil tila
Akhyan in Lecari Chanda - Tune 2

ReMa Pa Dha .Pa]jha DhaSa Dﬁa M.aP.a 15a Ma Re

Bhala be ya eko kes na cai bud dhis
X 2 0 X 2 0 X 2 0

Ma I;a ]jha Dha 153 ]jha Sa f)ha bha
Sa n dhi e ha ha ho S S
X 2 0 X 2 0 X 2 0
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TALA 5 (b)
RUPAHI TALA 11

VIDEO DETAILS : VADYA, Vid 11 d- Rupahill tala

Patani Git - Nanda nacaya

DhaNi DhaNi | Pa
Krsnar guna | gaon
X 2 X
Ma MaPa Pa
ci s s ya
X 2 X
TALA 6

JIKIRITALA

PaPa

ami

MaMa  MaPa
naci yana
X 2

VIDEO DETAILS : VADYA, Vid 12 ¢ - Jikiri tala

Patani Git - Nanda nacaya

Re| ReRe Re Ga Ga

re | nanda na ca re
X 2 X 2
GaGa GaSa| SaSa Sa
yatu liya | nanda na
X 2 X 2

TALA 7

KUTENITALA

GaGa @GaPa
bahu tuli
X 2

Re Re
ca re
X 2

VIDEO DETAILS : VADYA, Vid 13 - Kuteni tala
Kuteni tal serves as a background music.
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TALA 8 (a)

HESENITALA 1

VIDEO DETAILS : VADYA, Vid 15 - Heseni I tala
Malci Git

Sa Sa Sa| Re Re| Ma Ga| Re Sa Sal Re Re| Ma Pa
Jan mi la [ da sha| bhu ja||ma s hifta le | pu ja

X 2 3 X 2 3

Ma Pa - Ma Re | Re Sa| Sa Re Sa - -

asu s ra| bas s dha ra|l he tu = S S
X 2 3 X 2 3
TALA 8 (b)

HESENITALA 2

VIDEO DETAILS : VADYA, Vid 16 - Heseni Il tala
Adhibasar Git

- ReMa PaDha| Ma MaReMaSa| Sa Ma DhaPa

s Aha haha | pra nes rna | tha me sri
X 2 3 x 2 3 X 2 3

MaRe MaRe ReSa | Sa ReMa PaDha| Ma MaRe MaSa

as vas sta |[re aha haha pra nes rna
X 2 3 X 2 3 X 2 3
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TALA 8(c)
HESENITALA 3
VIDEO DETAILS : VADYA, Vid 17 - Heseni III tala

Samarani Git - Diha

Pa
Ho

Pa Pa Dha Pa
Go bin dai s

Pa Pa Ga Pa Dha Pa |Pa Pa Ga Re Sa Sa

ja pa mana bhai s [ja pa Rama na m

Pa Pa Ga|Pa Dha Pa|Pa Pa Ga |[Re Sa -

ja s s |pa s sla s s |res s

NOTE: Here the bars have different rhythms according to the respective rhythm of
the song. so, it is not possible to indicate the tala signs.

TALA 8 (d)

HESENITALA 4

VIDEO DETAILS : VADYA, Vid 18 a - Heseni IV tila
Homar Git

MaPa Ni Pa Pa PaMaGa  SaGa

gg/ na i y¢e Has s s sTi

X 2 0 X 2 0

Ma PaMa @ Ga Sa -

ban dhas sba Ra m s

X T Ov X 2 0

In the Samarani git ‘Krsna ye Hari’, this same tala is used but in a faster tempo.

VIDEO DETAILS : VADYA, Vid 18 b - Heseni IV tala
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TALA 8 (¢)

HESENITALA 5
VIDEO DETAILS : VADYA, Vid 19 - Heseni V tila

Sivar jhuna

Dha Sa Re Cia Re - - -

Na an di

x 23 45 000

s I€¢ § 8§

Pa Pa - Pa Pa - Pa -

na tha s komai e s

x 23 45000

Dha Sa Re G_a Re - Re Pa
Bhri ing gi s re s a ha
X 2 3 45 000

Ma - Ga - Re - Re f’a
e s hai i hat s e he
x 2 3 45 0 00

VIDEO DETAILS : VADYA, Vid 20 - Heseni VI tala

TALA 8 (f)
HESENITALA 6
Krsnajhuna
SaSa-Ni- SaRe-Ga -
D ~————————
Oo shes Goospals
~— S —
X 2
SaSa-Ni- SaRe-Ga -
~—— S ——
Ta ishes Goospals
\/ v
X 2
ReGa-Pa- Sa --Re-
S — S —

ta ss1s
v

assis

GaPa-Ma - GaRe - Sa-
v \_/
kino sdus s ta bhais li s
v v
X 2

GaPa-Ma - GaGa-Ma-

v \_/

kinosduss tabhaislis

S — S —
X 2
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TALA 8(g)
HESENITALA 7

VIDEO DETAILS : VADYA, Aud 2 - Heseni VII tila

Kabirar Git

Sa - Sa Sa
Ha = a re

X 2 3 0
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Fieldwork documentation

Photographs:

VADYA, Pic 1 - Khuti tala of Biyah-gowa Ojapali
VADYA, Pic 2 - Khuti tala of Suknanni Ojapali
VADYA, Pic 3a - Khuti tala of Sattriya Ojapali

VADYA, Pic 3b - Old Khuti tala of Biyah-gowa Ojapali
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Audios:
VADYA, Aud 1 — Tin-teliya Cabtala A

VADYA, Aud 2 - Heseni VII tala

Videos:

VADYA, Vid 1 - The term ‘Khuti’
VADYA, Vid 2a - 7 tala types

VADYA, Vid 2b - 7 tala types

VADYA, Vid 3 — Kham and Tuk
VADYA, Vid 4 - Trou and Tek

VADYA, Vid 5a -Tiling Khup Ojapali
VADYA, Vid 5b - Khup Siling Ojapali
VADYA, Vid 6 - Tin-teliya Cabtala b
VADYA, Vid 7a - Ekteliya Cabtala
VADYA, Vid 7b - variant of Ekteliya Cabtala
VADYA, Vid 8 — Coutala

VADYA, Vid 9a - Kut-tum Kut-tum
VADYA, Vid 9b - Tuk Khao-Muk Khao
VADYA, Vid 9c¢ - Tuk-Kham Tuk-Kham
VADYA, Vid 9d - Thoka tala

VADYA, Vid 10a - Lecari | tala
VADYA, Vid 10b - Lecari |l tala
VADYA, Vid 11a - Rupah tala discussion
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VADYA, Vid 11b - Theka Rupahi
VADYA, Vid 11c - Rupahi | tala
VADYA, Vid 11d — Rupahi Il tala
VADYA, Vid 12a - Likiri Likiri
VADYA, Vid 12b - Likiri Likiri
VADYA, Vid 12¢ - Jikiri Tala
VADYA, Vid 13 - Kuteni Tala
VADYA, Vid 14 - Heseni tala discussion
VADYA, Vid 15 - Heseni | tala
VADYA, Vid 16 - Heseni |l tala
VADYA, Vid 17 - Heseni |1l tala
VADYA, Vid 18a - Heseni IV tala
VADYA, Vid 18b - Heseni IV tala
VADYA, Vid 19 - Heseni V tala
VADYA, Vid 20 - Heseni VI tala
VADYA, Video 21 - Tala bhana

VADYA, Vid 22 - Tala pata
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FIELDWORK DOCUMENTATION

Fig. 2: VADYA, Pic 2 - Khuti tala ~ Fig. 3: VADYA,Pic 3a- Khutitala
of Suknanni Ojapali of Sattriya Ojapali
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Fig. 4: VADYA, Pic 3b - Old Khuti tala of Biyah-gowa Ojapali
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