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INTRODUCTION

Branches of Knowledge.

: A{l‘(Kala) : : Science’:s (Sastra) | e

~ Ordinary Arts Fine Arts 3
| £ 1y B SRR
Music _ Poetry Paihting Drawing  Sculpture and
Architecture
(The dutushshashtl kalas (64 Arts) include ordinary

- arts and Fine Arts).

Music is the language of emotion. It is one of the fine
- afts and is the finest of the fine arts. It is concerned with
~ sounds which are calculated to excite pleasant feelings in us.
_ In the case of fine arts like Painting, Sculpture and Archi~
& e, Nature provided man. with plentiful ideas. The
: ﬁfnu‘se variety of colours in the plant, animal and mineral
kxyiom, the rising sun and the setting sun, the azure sky,
the:inspiring colours of the raivbow and the naturaleforma-
tions and nimerous landscapes of architectural beauty on,
the hill-sides gave him the necessary materials to develop-
and work upon. But the system of music was developed by,
the genius of man himself. And for this reason a.mongst
&hers music 18 eutltled to be ranked as thy greatest of the
fine arts. o8
- Musig. is of nnwersal appeal influencing alike the
scholar’and the lay person, the old and the young, the -man
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f and the beast. The infant, the cow and the serpent {eﬂ ;
.charm of music as per the sloka: -—a ¥

1wdga sedga 33 mIETe sy

Music is one of the God-given gxfts to humanity, It___’:
has been cultivated from the dawn of human history. Itis
the noblest of the fine ‘arts. It is the language of pure

" sound. Tt has a humanising influence and is a powerful 4
 factor in the moulding of one’s character. The stndy and
cufavatmn of music makes one a real gentleman. The |
cd%ural benefits that one acquires by a study of the humam-
*t;é'% and sciences can be acquired by a diligent study
and practice of music.. The sense of beauty that is deve-

. Toped in the person contnbutes to his cultural refinement,
« The baser instincts in are suppressed and the nobler

instincts developed. Music is the proud and privileged
accomplishmert of a refined person. It elevates the soul,
It is one of the greatest joys of humanity and is the. most

- harmlegs of pleasures. It is a rich heritage that has come
to s from the hoary past. /

: [ Music is a language by itself and is capable of exprwsmg
subtle thoughts and refined ideas. Just as a poet expresses
his thoughts through the medium of words, a composer
expresses his thoughts through the medium of musical
phrases.. Subtler ideas and delicate shades of feeling ctin be
«Eﬁectwely portrayed through the medmm trf musm

* Musi¢ is international and knows no hamers of rehgwn, :

Tace, caste, creed or dogma. Itis the in rnational road te
world harmony: ,Musicians are mﬁmgé ‘the world inthe

. Teal sense of the te{in. They contribute to human *Iygppl-
¢ messina large measure. They are- members of a _world
mthevhmdp 'ﬁxey sted lustre around - thsm where?er they
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They are able to pleqse all types of people—from the
»;irmce to the peasant. They belong to the world and not to.
any particular country limited by geographical barriers,
When music comes to be umversally studied and practised,
there will be far less crime in this world and the earth will
be a happler place to live in.

Musm is both an art (kala) and a science (sastra).
. Its study and practice result in the development of the
infellect and the soul. It removes the coarseness frpme
human thought and expression and gives grace and refine-
ment. In addition, it is a »idya and helps one to realise thes
Supreme within him. Perfect mental peace is attainable
through music, A piece of music finely rendered makes
the listener forget this mundane existence and lifts him up
to a higher plane. He tastes something of the sweet nectar
of heavenly bhss—-the Divine Ammda Musm is thus a price-
1ess treasure. ; :

Music can cheer the moody and soothe theeweary.
It affords good relaxation to the mind. Its capacjty
to cure- certain ailments has been known from early times.
At the conclusion of -a concert- or bhajana, the participants
feel as if they have gone through a process of purification.
Nature intended man to cultivate music and attain @sthetic
bliss* For this purpose She has bestowed upon’ him a
~ singing voice—not merely a speaking voice. [tis the fundas
mental right of every child to be taught singing. Music
develops the creative and constructive abilities in children,
Physmlo ical benefits like the development of healthy lungs
accrue by tbe cultwatlon of vocal music. »

: .just as phys;eal ,exerclse seTves keep actwe every -,
nook tnd corner -of the body,fthe cultivation and
. L]

. 'O



heanng of good music serves to tourish the nervou 4
system. The delicate fibrils of the inner ear are touched
only when the highest type of classmal music is ‘heard. Otha-_

wise théy tend to become idle strvctures and lose their
responsive nature ere long. .

The study and cultivation of music fosters acertam
discipline which will help one to lead an orderly and
principled life. Such people will not be victims of outbursts -
cof gmotional excitement or violent thoughts. Mental and
emotional equipoise are attained through the cultivation of

¢ #music. Music is above all an important factor in removing
the feeling of strain from life.

. (For further details relatmg to the greatness of music see
the Author’s “ Teaching of Music”’ Chapter I )

Music is anintegral part of India’s culture. It is styled the .
Gandharva Veda. 1t is one of the four upa vedas (secondary
| wvedas). Godis conceived of as Nadabrahma—Embodiment
I of {musical) Sound. (This concept of Godis India’s con-
tr—ikgution to world’s thought). Through Nadopasana or

- mausical meditation many have attained celestial bliss.

There can possibly be only two systems of music—one,
in which the music progresses by successions of smgle
. Dotes ‘and the other in which the music progmes by s succes- :
sions of groups of notes, called chords, The mdnndual
f‘v‘&eﬁ constituting a chord are related to each other ‘accord-
* ing to the laws of consonance. ' The two systems of music
are respectively known as the melodical and the harmonical
systems. The former prévails in the countries of the Qnent
and the latter it Europe and countries where European
civilisation has penetrated. Harmony, wh:ch is the smml—

- taneous combination €€ consonant or tehﬁve seundsxs the
ﬁm’ﬁmﬂt featire of \ estern music, It is a recent’ dew
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it thf_re and isabout three centuries old. The bmldeu :
e Indian system of music kmew the principles of
mony. Samvaditva(So=#ss) is consonance. The series of '
consonant intervals are common to both the systems, the
order of precedence alone differing in one or two cases. The
idea of developing the system along the lines of melody
appealed to the Indian musiciang more and we are richer
to-day on that account. The extensive raga system which
is a unique feattre of Indian music could not have been
evolved, if they had also chosen to develop their music®
along the lines of harmony. The ideal of absolufe music
has been reached here in the very conception of theraga®
system. The concept of raga is Indms con'mbutmn to
- world’s musicology. Eoa

The music of the west exhibits the combined strength
and wealth derived from union and co-operation, while that
of the east displays the exquisite workmanship which can
. be produced by individual effort. The gamakas (graces)in
Oriental Music serve to strengthen, beautify and egibellish
the notes of a melody and give a peculiar charm and colour
~ toit in much the same way as the harmony accompanimént
- to the basicmelody in Europe. All the possibilities of the
melodical system haveé been fully explored here. To underc
_ stand what pure melody is, one must listen to non-European
- musie. For, in Europe, a melody is always cenceived
harmomcally Melodic ideas there, are plvoted on relations
- ships of harmony. But in the east, melodies are conceived
with a melochc conscience independent of any: harmonic
ideas. There isa character of universality about Indian
music since the langnage of melody is, universal and is
mtelihglble to one and all.

The music of the world starte?as a melodic stream.
After & course, it gave. birth to afbranch, the harmoni-
IS 5 . ; >
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stream. The parent stream as wellas the branch
Mlowed over rich fields and ylelded fruitful result
concept of ragatook shape in the regions watered by the
melodic stream while the concepts pf polyphony, couﬁter—
point and harmony took shape in the regions watered by
- the hranch stream. Adopting the medium of musieal
6xpre'ssion native to their soil, the composers in the two
¢ Tegions have bequeathed to humanity their unaLuable

composmom
L

F rom the one-line nature of its music, melodical music
& #is figuratively referred to as one-dimensional music and
horizontal music. From the multi-line nature of its music,

; harmonical music is figuratively referred to as two-dimen-
. sional music and vertlcal music.

: Indian music may be styled the Raga sangila and i
- European music the Semvada sangita.

The raga system paved the way for the dewelopment oI
Manodharma sangita along systematic lines. In India,
_every musician is a creative artist. He delights his listeners
not only by his scholarly and polished. renderings of musical
compositions but also by his own 1mprovlsed music.  Thus

5 man Indian concert, we not only listen to the nusic buf
also to the musician. e T :

s  Gamaka is the essence of a melod1c ‘system of mns}c

- Itis the graceful turn or curve given to a note or to a group

of notes that emphasmes the melodlc mdlwduahty of a xaga

- Indian music and European musxc are two rg'eai
L musxcal systems. ¢ They stand as the . embod.t

%

: m}’areﬁpectivelx the pel-fechony; 5 ey e
\Fhﬁfmmcai‘systms b‘f‘mus’c Edtk m mt Fl b
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~the helgh&s to wlnch the gemus of man has soared in
‘ xious search for new forms of musxcal expression. The
composers in both the syltems had before them the same
ideals, but the methcds of approach became different. The
raga ‘system, which is the life and soul of Indian music,

served the same purpose to the Indian composer as hamony,
to the composer in Europe. European music is a “single
musical system with but minor differentiations here and
there due to national temperament. Oriental music com-
prises a few sub-systems underlying all of which is a basic®
unity. Indian music is the finest representative and the
most hlghly developed amongst the Oriental systems ke

Polyjahony did not develop in India ; but tmtzﬁhtmy has
e)nsted here from ancient times. One can hear examples
ant;,phqnal music even now in the Vedic chants of Pandits,
. in the Bhajanas of Haridasasand in the folk songs sung by
women in rural parts. =

Vocal music played a dommant part in the development
of Indian music from early times. All singing was unisogal.
When men and women sang together they sang either in
unison or in octaves. In the absence of part-singing, the
classification of voices into bass, tenor, alto and soprano,
according to the range in absolute pitch was not attempted.
Since Indian music is not written in any particular'key, the
singer here enjoys the freedom to choose any convenie
pitch for his key-note (adhara shadja), a privilege denied to ;
the : European singer. The full possibilities of instrumental
music, whether solo or orchestml h'ue not yet been fully
explored in India.

Indian music is based on the scale of just intonation-
Smce ‘European harmony did not develop here, the necessity



for evolving the scale of equal tempetam%ﬁﬁ
Ahromatic scales too are not used in Indian Music.

The raga sangita that is in vogue in Indla is Eatermg,ta _
the msthetic needs of 400 million peop]e-roughly 5 of thg
human race. That system of music deserves to be
known and studied even by people of other countries.

India is a marvellous country., Her hoary civilization

-and culture and her numerous languages and dialects ‘have

“earned for hera unique place in world culture. The snow-
-clad Himalayas, the mighty Rivers, the holy Prayag, the
1n<p1rmg Taj, the majestic Gopurams of the South Indian

temples and the colossal statue of Gomatesvara at Sravana-

© belagola (Mysore) are a perennial source of inspiration to
.. these who have the good fortune to claim India as their
~ motherland. Besides being the home of three great religions,
| She has producgd some of the greatest thinkers, poets, seers,
i religious leaders, jurists, bhaktas, scholars, composers and
- musicians. India is the home of the Raga system. Her
i music is the finest example of a true melodic system of
misic. It isinkeeping with her genius'that she should

~ have given birth to two sub-systems of musm (Hmdustham
. and Karnatic).

Her hoary musical culture, the richness, variety

~and prolific character of her musical literature and

: fepertoire, the amazing number and variety of her mméaif
instruments belongmg to the chordophonic, :
membranaphomc and autophonic groups and the fine galaxy

of musicians and composers produced by her have ail eame:d
for her a dignified place in world music. -

dﬁﬂ’ﬁm&c is very old. Tts mmm datwﬁm
f*bfeglrmmg of the Christian Era. m ﬁ'us ne



wm singl W ‘of music prevailed thfoughoﬁt the
breadth of India. The division mto North
‘Indml (Hmdnstham) and the South Indian (Kamaﬁc)
- system came later on and became more prondunced
during the reign of the Moghul Emperors in Delhi. We
come across the terms: Karnatic music and Hindusthani
music in the work : Sangita Sudhakara of Hanpnla written
: bggweep 1300-1312 A. D :— ;

i 885 agoso Foso s&S*T 58 F5Es
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: Funda’mentally the two systems are similar—the same
‘svaras and srutis being used. It s the peculiar style o
. singing and the treatment of ragas, based on the very sam
| svaras and srutis, that gives the distinctive colour to the
.~ two systems. The modern music of India represents the

73 acclmmlated musical wisdom of centuries.

Sangita.
: Sangxta is the Indian term connoting music. Gandharva
tatm‘c is the science of music. Ancient writers held the
ij -Vlew thqt Vocal music, Instrumental music and
Da.nce, tOgether constituted sangita :—

fnlo a‘&;o S Sydso I . (Fcho ToAs Sugea

But vath the rapid advance made in the realm of pure
sic, the art of dance was separated and the first two ®
ere held to constitute sangita by later writers:—

AS =Egsoho ob(F SoAFdme IuN.
NADA .

2 Nzida is musical sound. The whole ‘subject of music
. relates to nada. Nada givesrise to sruti§, and these’ gne rise
. to svaras and these again to ragas.
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O percelvmg of anahata nada is the object of Yeibus

- .afford pleasure to the mind. Hence ahata nada which gives

e relatesto ahata nada.This admits of the threefoId dwzswn

i ‘ ~mouth. The nada is thus produced by the conjun

' mind; the mind strikes the fire abiding in the body ; tha ﬁ'e
- strikes the wind; the wind abiding in the brahmagmnﬁu'

10

Nada admits of the dmsxons ,
* The nada that is heard w1thout the conscious eff man- |
(or other beings)is anahata.” The Nada pmdmd.» y the -
conscious effort of man is Ahata, g

_Anzhata nada is the music of the spheres, the music of .
Nature and includes the nada emaating from the Muladhara _
‘of the human body. All these are audible only tonogls
~ Tyagaraja, the great nzda yogi of recent times refe 18 10 t
greatness of the muyladharaja nada in the first c_‘_ ;
- his song “‘Svira raga sudharasa’ (Sankarabham 2

~ The anahata nada being devoid of @sthetic beauty &oes not

pleasure to the mind isstudied. The science and art of
- music as practlsed in the world and as cultivated i in Heaven

Gita, Vadya and Nritya.

Lk CAUSATION OF NADA

5, According to Sarngadeva and other writers, t :
caused thus: The Atma desiring to speak or Sﬂig, 5&’5 th

rising along the upward paths, manifests the soundsueces -
sively on the navel, the heart, the throat, ‘the hea&l @/

prana and anala and this is referred to by Tyagar

Cbarana of his Kriti, Mokshamu galada {Saram*i:é}
wm'd nada na denotes prana and da demrtes ﬁm

: ‘Alata nada is classxﬂed into:
, 7](1) %mra]a——egamtmg fmm



s ~-(5) Charma}a—ananatmgftom skx;x—coweredmstrmﬁznts. _
(6) Lohaja—emanating from metallic instruments:

cymbals ; ,
L SYARA 4

The basis of all systems of music is the seven notﬁer :
& svaras. The names of these seven notes and the syﬂabhﬁ
used fof solfa-ing them in Indian and European music are
gwen in the iollowmg Table :—

= Table L. - f
Solfa letters. - !
,‘ g Svara Name, T
Indian. European.
L& _ Shadja . sa
. Rishabha 5 1i
‘Gan;dha.ra = ga
4 ‘ M"a}dhyama o S
: I‘énéhama SR pa ; ;soh :
{ Vmavata . - .. R lah}? :
o Nishada ' - ni sior te

i Lf wiﬂ be noticed that the syllables, sa 1 gama pa dha
i are only the initial syllables of the full names of the seven
‘svaras, with the exception only of the first* note, where sa
A sha is used. Of the seven svaras, the notes sg and.

pa (the tonic and the fifth) do not admit of varieties, Tke -
minhg five svaras : #i ga ma dha ni admit of two varieties
*@iﬂiemw Komgl and Tivra are used to describe these.

e :
A . £,







Suddha Gandhara Shatstati Dhaivata and Suddha ’ilshad‘tr
are additional names given respectively to the four notes:
Sadharana Gandhara, Chatussruti Rishabha, Kaisiki Nishada
- and Chatussruti Dhaivata and the 12 notes of the gamut -gre
' thus expanded to 16. The reason for this as also its utility
will appear* later. Calling the same note by two names is
_nothing peculiar to Indian music. There are instances in
European music as well. ~ 5 g

Suddha svaras aud Vikrta svaras

The potes sa and pa which do not admit of varieties are
called achala svaras or fixed rotes. They are also referred
to as auvikria (changeless) svaras. Suddha svaras, also
. referred to as Prakrii svaras, have the prefix swuddha. The
- vikrta svaras have prefixes like chatussruti, shatsruti,

- sadharana, antara etc. The term suddha svara in modern
South Indian music refers to the earliest variety’of eachnote '
- in the ascending scale. Thus of the three varieties of

- rishabha: suddha, chatussruti and shatsruti, suddha rishabha®
is the Jowest in pitch; likewise, of the three varieties of

- gandhara : suddha, sadharana and antara, suddha gandhara

. is the lowest in pitch and so on.

~ In North Indiin Music however, the term suddha svara
now refers to the notes of the Sankarabharana scale. In
ancient Indian music, suddha svara signified the notes of the

shadja grama (roughly the modern Kharaharapriya or the
- Kaii that of Hindusthani music). Thus whereas the notes:
(suddha) shadja, suddha madhyama and (suddha) panchama
ha.% mt'uned their values from ancxent times, the

o Also mthe Aatlmr s " Melakavia jtmya vaga Scheme''
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' CHAPTER II,

MUSICOGRAPHY

. Notation is the mode of representing music to the eye.

| It is the method of representing the various notes that we
& employ in music by a system of letters, signs and symbols. -
" Tt is intended to play the same part as the letters and
 characters of a language. Notation is to- music wha®

' alphabet is to language.

~ - Notation is a powerful aid to memory. One can easily

- recall to his mind and sirga song learnt and recorded in
notation many years back. Practicein singing from sight,
passages given in notation develops Svarajnanam.

Thereare two principal systems of musicai notation,
One is the staff notation used for writing European music
and the other the script (sa 7 gama) notation used | for
iting Indian music. In the former, Music is written on,
five parallel lines and the position of the note on the line or
the space between the lines indicates its pitch. This system
as the unique advantage of showing in a graphical manner
the nse and fall of pitch. In the latter system, music is
: Wntteu with the' solfa letters. Although these letters
are written in a straight line and the notes are thuson a
dead level, yet solid musical facts are presented to the eye
by each solfa letter. The notes start into their placesin
ﬂi'o’m:ﬂsical scale the. moment the eyes lookat them The

."
*
L

. .
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" in Europe resembles the Indian system
solfa letters. : :
Besides these two systents, there is also a thu'd
of notation styled the ‘Numerical notation.’ This makes
use of the first seven numbers, ' : ;
e 2 3 4 5 6 o
to repre~ent the seven notes and has other suitable symhnls
to ‘denote the varieties of a mete. But this sy&tlm&?
limited in its use,
: Sa ri ga ma (sargam) Notahcm
© The several signs and symbols "used in this notatloai
may be classified into thosz usel to indicate the nature
of 1o L S
(1) The musical note \ Ll
(2) musical time and
- (3) other factors. , >
: ~ For the purpose of notation, the four xmparta.nt ﬁaet
that mitter rezirding a misicul note arve :—
= ey 1. Its duration.
‘ 2. The sthayi to which it belongs
3. Its variety.
4. Whether played pure or with gama}m
1. Daration :— E
The seven svaras are wrltten ST g g
o mmg the vowels in their solfa names. These s
* correspond o the short or hrasva svaras
:,_sclwts w & wousf; 58K %
: w?em by themselves notes of dmration
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d represent notes of duration of two aksha‘m
Thus tﬁ& duration of a short svara letter is.one aksharakala;
~ and that of a dirgha oreapitaPsvara letter is two akshara-
§. = T aksharakala
- Tie = 2 aksharakalas .

A comma placed after a note inereases its duration by
unit time ; and a semicolon placed likewise increases its
. duration by two units time. Further increase in duration
s represented by the addition of reqmslte commas and
. semicolons as follows : —

= BL s = 3 aksharakalas
¥ o S ,' ; ke .
S : N e 8 S fapiged = 5 45
S e S s = 6.
" and soon, -

e A horizontal line placed over a note or a group af;

‘notes halves the duration of the note or the group. Two -
iuch lines reduce the duration to one-fourth; three®such
i lines to one-eighth and so on. Thus in pomt of duratioms

S

S '_‘_—“v por Ty %
Bs =55 w 555 = 655558555 = 1 akshara-"
i ' = - c'-r
kala.
o
A3 di44 tddddsad Bosin,

" The terms Prathama (S#% (first), Dvitiya agaos
(second), Tritiya (@6« (third), and Chaturtha s&g
~ (fourth) kala, simply indicate the relative degrees of speed 3
i ofa masx:c‘tl composmon or passage. -In the Prathama kala,

| onenoteis sung to unit time; in the Dvitiya kala, two
| notes aze sung to unit time ; in the Tritiya kala, four notes

| are s&mg&bm; time ; in the Chaturtha kala, eight notes
| afe sung o unit time and so on. But ¥ in the Prathama
kala wo noteq are mne,r to unit time, the number of notes




18-

mtﬂ unit in the other degrees of speed, m :
 the same proportion. s B R ¢

The madhvamakrda and trikala fines should as ftﬁe’ﬁé
placed only above the svara line and not below it, in order

+0 maintain the uniformity of space between the svara line
and the corresponding sahitya dine.

: 2. Sthayx —

-  Adot placed above a note indicates that it beioqa; to
the higher octave, and a dot placed below a note mdlcates
o that it belongs to the lower octave. Thus g r g m are htgher
 octave or tara sthayi notes ; n d p m are lower octave or
 mandra sthayi notes; s r g p d n are middle oqbne or
mdhya sthayi notes.

Ati tara sthayl (the octave mf)ove the tara sthayl) a.nd
i Annmaadra sthayi (the octave below the mandra st}zayi;

s

¥=spect1ve]y as follows —

"

ciet TS @R e
3 v

""Ati'f‘tara sth‘ayi - g e
Anu mandra sthayi :— s r g
e Y Teiih o JWE T E

; Thus the co*npass of the Vma = 3} oc taves




written as :—

s
r, Komal ri
Lagi o divea 5
* g  Komal ga

g, Tivra ,,
g Fivra ooy

~ as follows :—

mawsymbdls to dtstmgulsh the note gvamﬁebz wm .: ;
practwe, sometnnw for the sake of convemence the num@-:: .
rals T and 2 are used to*denote the komal and tivra
varieties respectively. Thus the 12 notes of a sthayi are

m, Komal ma

T T

19
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p $

d, Komal dha °.
d, Tivrds p ‘
n,Roptal 8t o
0, TR iy A

* And the notes of the following melakartas are wrﬂﬂfen

R e A ey S s

29 | Dhira Sankara
AR

- Mechakalyam

ki

|85 Pt -

22 *| Kharaharapriya W Mo pd D e

28 | Harilkambhoji.
bharana

=

, TABLE 141 5 ,}
§.—3 £ f:_u*@ F 7 & o by ® R:
,_,fx zo #s Name. g 5 & Notes "
§ !a_ : G :
= ® R B 57 A
8 | Hanumatedi f son gk m pdi m, %

-35 Mayamalavagaula:_ BT fs oy Pt ng*"'.

§r, g m pd: nl-..

i !.111 pd. n, s

sr. g. m pd, n, s
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v°w] Changes. The varieties of a svara»; ar
represented by resorting to the vowel change in the name
the note. The three vatieties of rishabha : suddha rishabha,
chatussruti rishabha and shatsruti rishabha are represented
as va, »i and ru respectively; and the three gandhara
vanehec suddhag llldhd'l"'l sddhdr.ma ""Lndhal‘.l and antara
gandiiara as ga, gi and gu. Likewise the conxspondlng
varseties of the dhaivata and nishada are represented as:-—
dha (suddha dha). dhi (chatussruti dha), dhu (shatsruti dha)
3 angl #a (suddha ni), o7 (kaisiki ni) and e (kgkali ni)
;;suacuvelv The two madhyama varieties are represented .
%5 maq and mi. This is in a sense absolute notation for, the
| svara letters by themselves indicate their pitcli-values
withont any reference to the ragas in which they figure.
For example.
sa ra gu ma pa dha nu e
‘ unudhapnmngu uu,
by staeif indicates that 1t is the Mayamalavagaula sm A
“"‘lﬂpadlu..

; sa dhi pa ga ri e
: by itself indicates that it is the Mohana scale and soon.

g Tius device of representing the note varietics ’b’y’resart-
uﬁto the vowel change in the name of the note began in
i @emtunes ago. It is found in the Kudimiyama
Cﬁ'snr’lpﬁon (7th cent. A. D.) in the Pudukottal Stzite
@-meisa}so resorted to in European masic in anot -
1‘5‘65 Des, D and Dis denote respectively, slxddha nshabha
c’,ﬁatussrm; ushabha and shatsruh nshabhm

L
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m:fgcﬂ‘in’ce casy A1 st b method of réckoning muéncal

time, six angas have beea dev1sed Jhese are known as ﬂ%i =

shadangas or six angas and they are: 1. laghu, 2. drutam,
3. anudrutam, 4. guru, 5. plutam, and 6. kdkapadam
Of these, the first three angas alone enter in the formation
of the seven principal talas. = The time-values of the afudru-
tam and the drutam are fixed and are unit- txme am%
units fitne respectively. While the anudrutam is represenﬁed
by a crescert thus U the drutam is represented by a circle

(full moon) thus ), Tht anudrutam is counted by 2 heat

4

of the hand ; the drutam is reckoned by a beat of the }:anch ‘
and a waving of the hand. The waving of the handijs

called visarjimm

The hrfhu 18 represented by a short vertical line this }
~Ats kriya consists of two parts: (1) the beat of the l.and
and (2) finger-counts. The beat is .performed either by
the clapping of hands or by mildly striking on the ngﬁf
thigh with the right-hand. The latter method,
is of course possible, only when one sits and sings.
The right-hand fingers are used for ‘counting time.
In finger- -counts, one should start - with -the little
finger and proceed counting in the direction of the thumb.
In cases of six and eight finger-counts, the five fingersare
counted first ; the remaining finger-counts are compltted by
starting again from the little finger and counting in,
the direction of the thumb. r :

- Unlike the drutam and the anudrutam, the time-value
of the laghu varies with the change of s jati. Its time-
value can be 3, 4, 5, 7 or g units of time. In consequence,
these five kinds of laghus are respectively called the Trisra
laghu, Chaturasra laghu, Khanda ldghu, Misra laghu and

Sankxma laghu. These different laghus are_ represented by

.

4
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addmg to the laghu sign, the numerals, mdlcatwe of thei: v
‘total time-value thus :— : A

«

"3 ’ 4 : I 5 ‘ 1 ; I 9 e
The following Table illustrates these points:-— .
" TABLE 1V.
Kind of laghu. | Symbol. TOt‘(};ltéLne' ‘How reckoned.
€ J :
o Irista  laghu [ 3 3 units of I beat + 2
time finger--counts
Chaturasra ,, | 4 4 I beat 43 .
L
‘Khanda. = ,, : L Bl I beat + 4 -,
55 ’
Mrsm o | o B I beat +6 ,
Sfmklrna. ke PR | L TN 1 beat 48

; The laghu is a constant ‘factorin ati the s¢pta talas,
The drutam is absent in the Eka tala.. The anudruta.m is
preseateonly in the Jhampa falh o T i
The other “three angas: Guru, Plutam and I\akapadmn
« Figure in the scheme of the classical 108 talas. These
- glassical - time-measures figure in dance music, advanced
- pellavis and in the Tiruppugazh hymns of Arunagirinathar.
“’hereas all the gix angas figure in the scheme of the 108
tolas, the anudrutam, -dratam and Jaghu alone arqm&
in the sapta talas. Hlstoncally, the scheme . of ¥ T
eldar Table Vga\es the sagns and ttm '
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il Ry %
; Daration in :
No. ameof iy nol| akshara. | Kriya or mode of counting.
the doga. "7 Ciolas, :
1 |Anudrutam| 1 | Oge beat. ..
o M
ety : One beat and a waving of
? | Phutam O 3 | tbehand or visarjitam.
o ; thxe finger-
s Lagni || e
R A N A sasabda u and a nis- e
4 | Guru : 8 8 sabda laghu(also see: P. 23)..
i A beat, krushya and
! ! sarpini, each consistiog
! i | of 4 aksharakalas ; or a
Prtam. . 8 1213 ‘beat for the first matra
| anda circling movement
| of the hand for these-
3 | maining two matras.
5 A beat, patakam, krushya
6 lKakapadam + 18 { and sarpini each eonsist-
5o b ing of 4 aksharakalas.
& b .
* This uﬁ:whamtasra laghu. There are four other kinds of
- laghu. See Table {V.on P. 22.
Krushya = Wavirg the hand o the left.
; Sarpini =  Waving the hand to tho n.l:t
3 Patakam = L-itmg up the hand. .
Eia Other Si'gns L =

Double bars I asterisks * and wavy. lings are, utheﬁf;
signs used in this notation. Double bars are used to indi-
clite the conclusion of the whole song or a gection of « song_
Asterisks are used to denote the foreign notes (anya svaras

accldentals) ‘occurring in bhashanga ragas. Wavy lines
ssub. oo are placed over notes ®o indicate that those

1 ¢tes are to be shaken and sung ot played. An ascending:
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ghide (etra jaru) is represented with the sign - and a d »
eeading glide (irakka jaru) Witzl‘the SR Seiribiriionsiiies

The letter y occuring within brackets thus : (r) after an
avarta or phrase indicates that the concerned avarta, avar-
tas or phrases, as the case may be, have to be repeated.

*  Whenever, it is desired that a group of svaras sho d,be

played as a single continuous phrase, a sign d a
¢ Slur 7™ is placed over that group of svaras. That sign is
afi indication to the violinist that those svaras should be
« played in one stroke of the bow and to the flutist, that they
should be played in one breath and so on, Sometimes
s hiyphens are used instead of these curved lines. A group of
notes between two hyphens, should be played as a single
5 eontitiuous phrase. Phrasings are indicated thus in Indian
. m G - A phrase may consist of three or more notes. One
- Partt of a phrase may be in Prathama kila and another
_ part in madhyamaksla.

. Inaliti with sangatis, the constant or the repeating

. -part of the fundamental theme is represented by ,, (ditto)
and the altered portion of the theme alone  is written in

i A Svaras, 3 R

-~ Visranti or Rest. Periods of silence or rest in music
are indicated by placing the requisite number of commas
*d semi-colons within brackets. Thus (,)=a period of
-+ Test of one unit duration and (:)=a period of rest of two
- aumnits duration and so on. e et

i)

Nnmnk.é.'l‘he Roman numera.ls IIIIII IVV ,. z
~ VIL are used to denote the sapta tzlas‘and the Al %.;
-+ mumerals 3 4°5 7 9 are used to denote the laghu jati. Thus .

IV, denotes the Mista jati Jhamp S »
T ' t ‘patalaa 31 g

- jati Matya tala and so on, R “dt‘ KM o =
. : . : . e b ¥ 4 s

Jj_v’*:
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Tn the Scheme of 72 Melakartas, the Roman mnnmﬁs,
2 II I IV V VI VI VI IX X XI XII are used to denote
“the twelve chakras and tite Arabic numerals 123456
ﬂa:cad next to the Roman numerals indicate the serial
nymber of the melakarta within the chakra. Thus ITI,
refers to the third mela in the third chakra which is
Mayamalavagaula, the 13th mela in the scheme of 72
Again V, refers to the fourth mela in the fifth chakra,
which "is Hankgmbhop the 28th mela in the scheme of 72
and so on. Lo

. In violin playing, the numecrals 1 2.3 4 are used o
denote respectively the forefinger, middle finger, ringfinger
and little finger of the left-hand. The numerals, when
placed over notes indicate that the particular fingers

signified by them should be used for playing those notes.

When the note sa is to be played on open string, the figure 0
is placed above it. Thus in a violin tuned to Panchama
sruti: : : .
0 1.0 3 01 2
Cs. Y %@ Pk om R
-wﬂl signify that sa is to be played on the open 2ad siring

and the forefinger, middle finger and the ring-finger should
be used for playing the notes ri ga and ma ; and alse that

paiste be played on the open first string and the rema aining
three notes, dha i sa to be played smulzrly But if the

SR

same phrase is noted as:
s el M S
o s m P .0
1t will mean that sa should be played on thd third string with
the ring finger and pa should be played on the ‘second string
with the little finger, and the remgining notes played as
before. Similarly a phrase noted like this:—

L ]



will mean that the above four notes' should be played on
the first string by the forefinger, middle finger, rxngW7
“and the little finger respectively.

It is however not necessary to place these numerals

_ Over every note of a passage. In a composition they are

« Placed over only certain notes and the performers can easily:
infer the fingers for the other notes.

’ The upward stroke of the bow and the downward

stroke of the bow are respectively denoted by the signs :

- ‘l"v_and M-

Plus and Minus signs. The Atita and the Anagata'
 eduppus or grahas are denoted by the + and - signs. ‘A piece
in anagata eduppu starting after 3 aksharakala is denoted
- -4 Ex. Kolwamaregada in Todi. It means the piece
 Stazts after the lapse of § aksharakzla from the commence.
ment of the gvarta. Likewise, the atita eduppu of the
anupallavi of Kshinamai tiruga in Mukhari will be re-
- presented ds 4 1 which means that the anupallavi starts at
haif aksharakgla before ‘the commencement  of the fvarta.
Asong is named after its commencing words or phrases,
. Vowel Extensions. In every musical composition.
ﬁ-é'i’mgnded for singing, there is usually, for every svara letter
of the dhatu, a corresponding syllable in the sahitya.y For
example, in the grd zavarta of the Vignesvara gita of Puran-
dzltim Daszfl in Malahari rzga, we find that for the musical
. bhrase of six notes there ar six ‘syllables in the
B e et o e i ol i he

e gy
t ~

e

T8

Sa,



27

L ey
But frequently cases, wherein there are fewer syllables
in the szhitya compared to the nugber of svarasin the
dhatu, arise. In such case$, vowel extemsioms of one or i
more sy llables in the sghitya are resorted to. For instance,
n #he second gvarta of the above-mentioned gita, it will be
seen that for the six svaras, there are only five syllabigs in
the sahitya. This sahitva of five syllables (sin dhn ra var
#g) is sung to the music of six notes by introducing the
vowel # contained i1 ihe second syllable. The music with
the sahitya in this extended form will be written as :—
* 53 0d pr g p
s odhu’ 7 va - var: ‘ma

1In practice however, irstead of actually writirg ite vowel
Aetter, it is vsual to put a cotin its place.. The abové pas-
sage is written as follows :—

EP sl P ym B ~
sn dhg . T8 wer  ma
The doty in the midst of the sghitya syllables, mdlcatg.s
therefore that the vowel contained in the syllable .preceding
it should be sung once. More dots indicate that as many
vowels should be irtroduced and sung.

A dot or dots pleced aiter the syllables, ending with
the vowels: @ (far) ee (thee) oo (mcod) a (may) and o (mode),
indicate that the corresponding vowels should be supgas®
many times. In the case of words containing syllables ending
with 7 as ingmba, og diphthongs as gi-in kaesiki and qu
invgaula, the corresponding vowel extensipns will be o, e
snd u respectively. Inthe case of - dipbthongs, it is the
second of the two component - vowels that has to be !
extended. The following examples will make these points
clear:



Examples :

(From Purandara Djsy’s Malahari raga gitas) :
Written as:— Should be sung as:— -
1. d p m g r s d p m g r ws.
chan-da ma . < <Inh chan da ma 4 .4 THa
&5 & omr: .. . b &5 & Wl .y B
2.d s s dpm p d s s d pm
ke ra‘ya ni . ranu ke ra wad: Ny iy s
Gs swelfl . r e Q&r w el @ T o=
3. d p..m.g ros d p m gr s
he ma kyv.- . ta be ma kg u u 188
GRDID e L Bam D & Der 0 b
4 r s dpmop r ¢ dp m p
g8 nase . vi ota ga mna‘isér 8 ST
& oor Gaw . & g 4 er Gaw s @l 3
= 8 roim g ¥ STy mo0
@ v hot .0 dara Lam ‘bo "9 da- 1a
Lo ewb Quiri . os0x ew Bur m @ T
Hery meopod o mip fmip d WP
Ay bl sty Am m ‘bz - a 'sa fa
oD . ur . oevr § e D Ul G e S
o pomog o & d'p m g e W
ko da gant .. . ra kun da ' gan u mra
. ©t 5 Q&ar . . g &b ¥ @sar e n. T

8. (The Pallavi of Navaraga mahka varna.)

mmgg rrsn mat & gor tu} ll
BE ¢ opipal

es'by the introduction of akamm, ak,axa -,
ukaxam etc reall'y gives charm to vocal musie. .

o
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Usually £or long svaras in the dhatu, there are long
syllables in the sahitya and likewise for short notes, short
syllables. For example:—

Mohana ;— Isa manohari :—

z g PP § gl R % P
va ravi ng & Srigana na  tham bha ja'rre
@ g d e uf Eexer  sb U g Br
But exigencies of music may necessitate a short letter

.-of the sahitya to be sung for a long note of the music and
vice versa.

While writing the sahitya, the letters should be written
in their correct and natural form and net in their estended
or contracted form. »

Although many of the signs used in modern Indian
notation are found in the earlier works on music, yet no
systematic attempts were made to write down melodies in
notation until recent fimes. This accounts for the loss of
the original music of Jayadeva’s Ashtapadi Hymns, the
Tevara Hymns of the Tamil Saivite Saints and other,
examples of ancient music.

In printed or written music, the following data are
fursished. “The name of the raga and tala of the piece are
given at the top. At the top left-hand corner are given the

-fempo dnd marga of the piece and the serial number of the
melekarta from which the raga is derived, i the raga
happens to be a janya raga. At the top right-hand corner
is given the arohana and avarohana of the raga. In order
to facilitate the easy reading of the svara and the sahitya
(music and the words) it is usual to print the svaras in types

shightly bigger than those used for the sahitya. Usually, ali
the Indian melodies are in the chaturasta gati. Deviations
into other gatis like trisra gati, khanda gati, mista gati and

»






» %
vaer 7 CRAPTER B ivadis sa (-‘
TECHNICAL TERMS kg
Adi tala, a variety of triputa tala, consxstmg of a
chaturasra laghu and two drutams: ] . 'Q O
4 +2+2=8 aksharakalas. 3

Ahata nada, music made by the Pffort of ma.n ;
Aksharakala, anit time in music.©~ © 7 :
Alankara, beauty, ornament, embellishment, grace;
svara-group pattern. Also the svara‘exercisesillustrating °
the seven principal talas and their varieties. . .
+  Alapana, Alapa, Alapti, dev elopment of araga.

Anahata nada, music of Nature. .

iy
45
L3 o

v

Anga, one of the taladasa pranas; also section of a

musieal composition. sabiinv ainll

. Antara gandhara, the tivra \arlety of gandhara
: (E) frequency 5/4 .

Anudrutam, one of the six angas used in recko'u g
musical tlme consists of a beat ; duration one aksharalcctla -
symbol @ . #imaEl

~Anumandra sthayi, the octave helow' the:mandra
sthayi. £ » ? .

Anusvaram, a secondary note played along with the
note of a melody for decorative effect. Anusvaras afe nsed
m raga alapana as well.

Arohana, a series® of“}wtes in‘thé ascerrﬂmﬂ' order of*
pntch srvmpdns" : S
x.rohana and Avarohana of a raga, the recog \e&

ofder or krama in which the notes ascend und descend in a
1aga, It defines the contour of the raga.

Ah tala the sixth of the seven pnn« ipal talas; conﬂht:,
of two 1 laghus and two drut'lms o
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Atl tara sthayi, the octave above the tara Stnﬁyi- :
Avarchana, a series of nqtes in the descendmg order of |

pxtch s ndpmgrs.
i il Av.rtg a complete.tala or time-measure.
' Bhed. variety, difference.

Chaturasra laghu, a variety of laghu consmtmg of a
peat and three finger-counts: | 4 ».

¢ . Chaturtha kala, fourth degree of speed.

Chatussruti dhaivata the tivra variety of dhaivata
o’frequcncy 27/16. -

< Chatussruti rishabha, the tivra variety of - rlshabha
(D); frequency 9/8.

,  Datu varisas, svara exercises containing dstn svara
combinations ikesg v m g p, np dm H'g ete.

Dha, the solfa name of dhaivata; also the sixth note of é
the scale. »

. Dhaivata, the sixth note of the scale.
. E! Dhruva tala, the first of the seven pringipal talas :

nsists of a laghu, drutam and two laghus | Q| |

%

. Dirgha, long; the time-value of a dirgha svara is two
_akshamkilas. :

_ ' Dravidian Music, the system of music that was ‘in

vogue: tamongst the Ancient Tamils., Kural gam Tuttam

1, Kaikkilai evs 4@, Ulai » .0, Ih‘uﬂ Vilari efar#,

And Taram arrie, were the names given to the 0
of the scale in that system

2 Drutam, one of the SiX angas used mreckoqmg
 time; consists of a beat and waving of .the hg ;o
. two aksharakalas symbol Q o
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Mh}. fast or quick tempo.- st aria s
* Drute laya, quick speed. i &
* Dvitiya kala, second degree of speed.
Eka tala, the last of the seven principal talas ; ‘eonsists

ofalzwhuonl} symbol | : %ot

G., the solfa name of gandhara; also the third note of
the scale. £ _ L R L

Gamaka, the collective term givea to the various
shakes, graces, ornameznts and embelhshmcnts used in ¢
Indian music. Gamakas are produced by the shake or

quiver of the notes in'a peculiar way and thev please. th; 2
istener :—

sgusg Sobt KNy (505 B, | L

Gamaka is inseparable from even the simplest, phrase.
It is not a mere accidental ornament but is'an essential part
of the melodic structure. Gamaka. is an integral part of the
music and the note with its grace makes one :tﬁefﬁnce
Gamakas lend colour to Indian music in mtch the sdme way
as harmony to European music. PR e
- Gandhara, the third note of the Gcale '
Gandbarvam, music. ;
Gandbarva tatva, science of music.
- Gandbarva veda, sangita ; one of the four upa wedas.
Ghata, beat or clapping of the hmds one of the modes,
of reckomng musxcal time,

G!ru, one of the six angas used in reckonmg musneal
tnne consists of a beat and a cxrclmg movement of the hand
vﬂtﬁ éibse(l fist ; also reckoned as a sasabda laghu and a_
aisssabda laghu. Duration eight aksharakalas; Symbol 8
' Hechchusthayi, higher octave. *

)
d
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Hechchusthayi varisas, svara exercises nmrg’the ﬁgbet

¥ ﬁ sy ’7(5 j

octave notes. . E
Hrasva, short; the duration of a hraé@ﬁ svai'a‘i one

; plat ald |

o aksharakah |

Jatl gor®, ne of the tala dasa pranas refers to the '
e 2
variety of laghu. "
< Janta varisas, svara exercises in double notes :

. ",\"‘!»?.!:"
ss ry gg m m ete.
Jhampa tala, the fourth of the seven prmcxpat
,tailas: consists of a _Iaghu anudrutam_ and  drutam :

Symbol | © O

Kaisiki nish ada, the komal variety of nishada(B ﬂat)
frequencv 9/5

t  Kakali nishada, the tivra variety of nishada (B)'
trequency I5/8. »
'« _ Kakapadam, one of the six angas -used in reckomng
; musical time ; consists of a beat, patzkam, krushya and’
sarpini, the duration of each of +these four kriyas being four
aksharakalas or 01e matra, Symbol + . sssdirei)

Kala %, one of the tala dasa pranasyminute division
. of an aksharakala. : o awial avsedbanid

Kalam sre, ome of the tala dasa, pranasy#sigaitying
absolute measure of time ; musical speed ; tempo ; ;hgﬁegree
. of movement or pace of a musical mmpo‘.ﬂt!on e

__ Khanda laghu, a variety of laghu cons:stmg of a ;)eat ‘
and four ﬁnger—counts 1 5

o Kﬂya, one of the tala dasa pranas mode of Eemnmg:
musxcaltu_n_ae : st e

Krushyn, wavmg, the hand fo t,he lwi i i !
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*  Laghu, ofe of the six angas used in reckoning muSical
time ; consists of a beat and a variable number of finger-
counts according asits jati & trisra; chatﬂt'aﬁ‘a sdkhianda,

misra r sankirna ; symbol | ' shndei
Lnya, one of the tala dasa pmms musmﬁl’t’i'ﬁ’t!“te'ﬁlpo
_rhythm speed. ' s il

« Layajnanam, an accurate sense of thythm.
Ma, the solfa name of madhyama ; also the fourth note
of the scale.
Mudhyama, the fourth note of the scale.
& M ndhyama kala, moderate speed, or tempo.
{ Madhya laya, medium speed. : ,
¢ Madhya saptaka, middle octave. Bt revsiail
Madhya sthayi, middle octave.
- Mandra saptaka, lower octave.
Mandra sthayi, lower octave. ;
) Matra, unit of time-measure in the scheme of 108 tahs
A matra=4 aksharakalas..
‘ Matya tala, the second of the sev.n principal talas®
consists of a laghu, drutam and laghn | O/} - agn’
*  Misra laghuy, a variety 01 lacrhu crasisting of a beataad
six finger-counts: | , ; :
Mausical alphabets, sa i o2 ma pa dha ni
Musicography, the “Science of writing musipe 4nvebrrect
natation. ; wimi wdsouk

;‘(’

&

mecology, the scxem.e of music’; singita sastra.

<* Nada (1) music, musical sound; admits, of the vatizties,
ahata and anahata ; (2) the tone of a musical mstrumeite
£g:, we-say the nada of one- *zfﬁ’is‘*mpeﬁi? ‘ﬁ# that

of another vina. &



. Ni, the solfa name of mshada also the s'é\'enthagge of
the scale. : R
s Nicha sthayi, lower octave.
Nishada, the seventh note of the scale e
+ Nissabda kriya, 2 kriva without sound ; ex, vgaquam
Pa, the soifa name of Panchama; also the fifth note of
the scale. ;
= Panchama, the fifth note of the scale ; frequency 3/2 5
« = Patakam, lifting up the hand.
_ 4 Plutam, one of the six angas used in reckoniog musical
i % time ; consists of a beat, krushya and sarpini, the duration
of each of these three krivas being fom‘ ak:harakalas
or one matra ; symbol ¢
* Prakruti svara, natural note.
~ Prathama kala, first degree of speed.
+ Prati madhyama, the tivra variety of mﬁdhﬁdma
(1 sharp) ; frequency 45/32. '
 Purvanga, (1) the lower tetrachord srgm. (2) Also the

" ﬁnt half of a vara comprising the pallavi, anupaﬂav: and
muktayl svara.

Raga, literally that which creates
mouid o1 melody-type.

Ri, the solfa name of Rlshabﬁ also the s }
the scéle. &mq)mte e

L " Rishabha, the second notfﬁ' the 5ca1e

» Rupalu tala, the third he seven il
ci B
' consists of a drutam and a laghu. 0] Pl‘m Pal tam

the lf
. rs.,, e solfa name of shadja; alsothe ﬁrstm of he

(Eﬁat) frequency 6/5 % 3 ' “‘,"’“‘y ﬁm‘“

passxon x melody-f
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" v Sahitya, words of a musical composition ; libretto.
Sangita, music. X
+ Sangati, variation on a4 musical theme.
+ Sankirna laghu, a variety of laghu, consisting of a
beat and elght ﬁnger-counts [
Sapu. seven

Saptaka, the seven notes of the gamut: s7 g m p d "
sthayi, octave, register.

Sapta svaras, the seven notes: Shadja, Rishabha.®
Gandhgra, Madhyama, Panchama, Dhaivata; lehnaa.

*  Sapta talas, the sevea talas: Dhruva, Mdtya, Rupaka
Jhampa, Triputa, Ata, Eka.

i ali, shortened form of svaravali.

* Sarpini, waving the hand to the right.

« Sasabda kriya, a kriya accompanied by sound; ex
beat or ghgta ; cauterization. ;
+ Shadangas, the six angas or modes of reckoning musigil
time: Anudrutam, Drutam, Laghu, Guru, Plutam and
Kakapadam.

Shadja, the first note of the scale.

<  Shatsruti dhaivata, the variety of dha above the chatus*
s uti dhaivata and theoretlcally the same as the note ka151k1
nishada.

) Shnriti rishabha, the variety of »i above the chatussruti
‘rishabha. and theoretically the same as the cote, sadharana._
gandhara. .

Sruti, (r) the (smallest) audible sound ; the sound which
can be distinctly heard; quarter-tgne; microtone, enhar-
- monic note or interval. (2) key note or adhara shadja.

Sthana, the term for sthayi in ancient. usic.
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+  Sthayi, sthana; saptaka; voice registers octave; a
series of seven svaras b%mmug from sa and ending Jwith g,
The five sthayis used in Indian music are as fo]lg\fwhs‘ .».\

£ wL B, 3
g un‘v I
SRGMPDNi

SRGMPDN | Ati tara

sthg) t
‘ P RARIGRT
Ty -SRGMFDNH Wi b
sthayi
srempon| Madhya : o
- : SRR RN sthayi Y siged
snouron|  Mandea
sthayi ;
* Anumandra Vit o
sthayi

'  Suddha dhaivata, the komal variely of c] aiv 'ata (A ﬂat}
frequency 8/5.

4 Suddha gandbara, the variety of ga below the sadharam
g..ndha.a and theoretically the same as the note cbat,ussrutx
rishabha. Also the first gandhara note (frequencv 32/27) in
~in the scale of 22 srutis. :

‘ Suddba madhyama, the komal varxety of r&néﬁyama,
- (). frequency 4/3 ; 48y

dan* '

¢ Suddha nishada, the variety of wi below the kalsikl
nishada and theoretically the same as the noter chatussruti

“dhaivata, Also the first mshada m‘l‘é bq’u E?;’ﬁ’b/g) in
+ the scale of 22 srutis. o

.
& s

* Suddha rishabha. the komal vanety of nshabha }D ﬂat)
’-‘-irequmy i Gl Y ;
S b gy Med)

Mhterally that wluch pleases Qi ;ts,

own am'
. musical nofe of interval. * '

5 ik S E i iR s
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Svarajnana, A person is said to have svarajnana, when
(x) heis able to distinguish, vecognisé and write down the
notes of a musical passage or, ph,nagie. sung, played or heard ;
and (2) he is able to s'nﬂr correctly a given passage in
notation. 5 5

Svaravali, the preliminary svara exercises; vocalises.
+ Tala, musical time or measure.

~ Tara Saptaka, higher octave.

- Tara Sthayi, higher octave.

¢ Tattu @, ghata ; beat ; one of the modes of reckonmg
musical time. &

. Triputa tala, the fifth ‘of the seven principal talas -
consists of a laghuand two drutams LB
- Trisra laghu, @ variety of hghu .consisting of a beat and
two finger-counts : | 5
» Tritiya kala, third degree of speed,
" Uchcha sthavl o f& award, hlgher octave.

: ﬁttarnga, (1) the higher tetrachord ¢ d u s; (2) also the
second half of av arna comprising the charana and the
ettuga,da svaras.

Vichcha &7 ¢, waving of the hand; wvisarjitam ;  one of
the modes of reckoning musical time.

. Vikrta svara, a svara other than a suddha svara. -

. Vilambita kala, slow speed or tempo.

. Vilmbm laya, slow speed

\lim-m;m, wav mg of ' the hand one bt the modes of
reckcmmtr irms:cal time.

lem vocal exercise or study suug e\ther to vowels

“or solxn1<at10n syllables.

"['ﬁ' ; . 2 sand
Vl“b visarjitam, fis
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VOCALISES

The svara exercises given in this book should first be
pmctlced in the Mayamalavagaula scale. This raga, 'ii:f will
 be remembered takes the svaras: Shadja, Suddha Rishabha
Antara Gandaara, Suddha Madhyama, Panchama, Suddha
Dhaivata and Kakali Nishada. When the students bedome
thoroughly familiar with this scale, these svara exercises
may be practised in the Sankarabharana, Hankambhop
Kharaharapriya, Kalyani and Hanumatodi scales at the
optxon of the teacher.

Since the days of Pu*audara st South Ind;a has
peofited by adopting the ) '\/Iayamalavagaula as the s
scale for beginners in music. ™ Northern India, inusm
- students begin  with the Bilaval (Sankambharana)_
and in European music also they begin with the ‘M’a;or.
scale (Sankarabhaxana) Hence South h& 18
unique ‘in this respect. Ramamatya in his Spare
&alamdkz calls. Mayamalavagaula as the best of aluagas*.‘

o5t 5"!’51‘!"{'& U‘H‘b&S bgﬁ" ein siedaeliy

By practising svara exercises first in ﬂnsmga ‘&mients
become early ‘acquainted with  semi-tonal -

Further this raga takes svaras about whose natr
£ e controvetsy. Svaras with dual ‘names do

- here. This ragais also an auspmxous Taga. T
- only sampurna raga that contains 4 paxrs of nom
by an interval of A semi-tone. '

S T e
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belong to contiguous svarasthanas on the vina. The
purvanga and uttaranga of thiraga are symmetrical.

Further through Mayamalavagaula the student becomes

familiar with, three types of intervals figuring in’ the 72
Melakartas :— :

(a) Dvisruti interval (semltone) between g and " and
_: between s and s ;

(b) Chatussruti interval (Major tone) between m andp

{c) Shatsruti interval (augmented interval) between g
and g; and between 4 and

T . 2
— 3

ABHYASA GANA
“SRUTI SWRRA EXERCISES

R Lesson 1. : of
1. &9 PP s

ey sAspp AN SS §
1 e bbb e

"'.' r PPPP S88 S
3 Sg_s - Ppp Ss_s

5.311" Ppp Sss
4. Sz ssP ssP spS
s S0 wsP aab 0 spS!
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Lesson 3

TABLE VI

T T T NP ——

Sh(xvymg £ 3Iheth0d of singing each of the following

: Sarahexerclces in the Prathama, Dvitiya, Tntlya and Chaturtha kalas
“15th Melakartaww o Mayamalax agauh-Adl R 5 i 0t
ry sndp m grs
o L e S o
SRl b r g m pd KLl e
Prathama or the| . . ] ;
1st kala < . d gl e g vulab wiis
Dvitiya or the G ke PHER e e gt 4 5
<2nd Jeala - —r gmhd s sn dp mg rs
; p = :
_Jritiya or.the. _— e e — ==L =
rdkala [srgm pdns sndp mgrssrgm pdnssndp mgr$
Chaturtha. or the
4th kala s'r g&g& ,
endpmers ; 1
‘. srgmpdnsg srgmpdn's 'is?ghlpt}ns
i i lnd'p‘lﬂ.igl‘.l\‘,‘ .) sndp‘m r-i sndpn}m

L

(4= 3
o, ‘j— . A -
el e R

=1



Showing the method df‘éihg‘i’ng srgmpdn ;sndpmegrs
in the Prathama, Dvitiya and Tritiya kalas (and vice versa) at a
;tmtch,.within the space of one Aditala avarta

5 s e g o T
L1 Wty IR N : y :
- e - .
i & e g -
P s -
" H * — ;
£ e em— ST -

%

E pd ns sndp mgrs
f S sy Tra
| " Dvitiya kala’, “ Tritiya kala

srgm
ey i
- Prathama kala

s 4 ;
TS g %

aa i

<
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II.

. Lesson 4.

.pdné

SRR
;ndp
STST

snsn
PP
MM
P-sr
M-sn

ey

. Ppmgr
mpdn
pmdp
‘mpgm
Igmp
n‘vdpntl
P—gmb
ndpm

. Ndp

. ndpm

. | G-gm
dndp

PP
;ndp
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'éndp-

ST gm

sndp-

ST g me -

éndp
ST gm
éndp
ST gm
;ndp
sTgm
éndp
srgm
éndp
sigm
gndp
P

gmp-g

§mp-g
pmP
mpdp
ddPp

;ﬁdp

mgrs
pdpé
mgrs
pdu'§
mgrs
pdn§
mgrs
pdné
mgrs
pdn§
mgrs
pdné
mgrs
pdné

megrs

mgrs
Sl
mgrs

dpD
megrs

mmpP

meges












_ JANTA VARISAS
Lessoa 9.

S8 T

. .
ssnp

A s A 2

g5 mm

ppdd
nndd
PPmm
SSIr
¥rrgeg
ggmm
mmpp

ppdd
ssnn
nndd;
ddpp
Ppmm
mmgeg
Ss
Rr
Gg
‘Mm

Pp
Ss
Nn
Dad
Pp
Mm

o

*

ggmm

ddpp
ggmm
ppdd
nnss
Ppmm
ggrrT
§ETIT
mmg§g
ppmm
ddpp
nndd
ddnn
ppdd
mmpp
ggmm
rrgg
Bt gk
Gg m m
Mm pp
Pp dd

Dd nn

Nn- dd
Dd PP
Pp m m
Mm gg
Gg riT

ppdd

: G O

ssnn
ddpp

SSIT E

TS
ggmm

ppdd

ssnn
nndd
ddpp
ppmm
mmegeg
S S ToY

£ 90 & e

gg mm
mm p p

ppdd
;;nn

nndd
ddpp

Ppmm
mmg g

nnss
LTSS

mmpp
‘ddnn-,

ddpp
mmgg
r'ris's
ggmm
mmpp

ppdd
ddnn

nné-s
ddpp
Ppmm
mmgg
S EET
TLES'S
ggmm
mmpp

ppdd
ddnn’

nin’s 'S
ddpp
Ppmm
mmgg

ggrr
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dD pP mm .. ddpph. 4 MMEE
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50 eSS rfr ggra b BSTT .ggmm
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ppp ddd nn ‘‘ppdd nnss
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nnn ddd pp nndd. . ppmm
ddd ppp mm ddpp mmgg
PPP. mmmegg. . pRpmm gErE
Jumm @ho rr o omiagie o d Bl

-
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7. D MR ) ssrr 'gé:mm
o axip briyeg rg T TEEs mmpp
 88m ggm gm ggmm ppdd
Smmp mmp mp mrn"tpp ddnn
s RRd. Ppd pd. pndd npss
“';’.S:.s:‘n TR © s éma ddpp
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.'7. 5 » i
TP w SIS MR DD MmNk (g8 Ty
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SHPddn ¥pdn
. fanddp - Gdp
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$85S
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SS§8
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8§88
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PPPP
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rrz g88g
dddd nnnn
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IrT: 28888
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PPPP dddd
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Lesson 10.
rgsr SSTT
gmrg Trgg
mpgm ggmm
pdmp mmpp
dnpd ppdd
nds.n: é;‘,nn
dpnd nndd
pmdp ddpp
S mgpm ppmm
fimg  mmEg
»smgr}:g§rr
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mn&p mmpp
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pdpn pé’nd ppdd

snsd .spdu ssnn
ndnp nmpd nndd
dpdm dgmp ddpp
. pmpg pPrgm Ppmm
‘mgmr msrg mmgg
—~—
Lesson 11.
DATU VARISAS
STsg _rgx'n_rg sgrg
Tgrm  gmpm rmgm
‘gmgp mpdp gpmp
mpmd pdnd mdpd

2.

pdpn dnsn pndn
snsd ndpd sdnd
ndnp dpmp npdp

dpdm pmgm dmpm
Papg mgrg pgmg
mgmr gTST mrgr

SgST F L SMTIg
rmrg mgpm rpsm

"gpgm  pmdp gdmp

mdmp dpnd mn pd
&n%’d ndsn p.s dn
sdsn dnpd épnd

~ npnd. pdmp nmd.pf
~ dmdp mpgm dgpm’

pgpm gmrg pPrmg-.
mrimg Tgsr msgr

I : Y

A .
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dd.pp
Ppmm
mm.gg

[
IrT-ss

srgm -
rgmp-
gmpd”
mpdn
pdn's'
éndp
ndpm
dpmg
pmgr
megrs
sTgm
rgmp
gmp'd
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pd'r?.;i’
s.nd"p
ndpm
dpmeg
pmgr
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" - ALANKARAS

s “Loason 2

1. Dhruva fcala—Chatura&é jati (Sreekara tala))

|4o,‘4 l‘i

Total Aksharakala ; 4 +.2+4+ 4=17.

.

magriqg

o | 4 |
sTrgm g r srgr
rgmp - mag rgmg rg:l:n;—)‘ ‘
gmpd pm gmpm | gmpd
mpdn dp mpdp mpdn ,
pdns nd pdnd pdns
sndp dn sndn éndp
ndpm pd ndpd ‘ndpm
dpmg mp- +: | dpmp dpmg
pmg gm pmgm pmgr
bmqrs rg magrs
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II. Matya tala—Chaturasra jati (Sama tala)

g 4
Total Aksharakala: 4:2+4=10.
]

| j o | 4
|
*srgr §r srgm
rgmg rag rgmp
gmpm gm gmpd
mpdp m p mpdp
pdnd pd ok
sndn sn ) sndp
ndpd nd ndpm
dpmp / dp dpmg
pmgm pm pmgr
‘mgrg mg mgrs

III. Roopaka tala—Cbhaturasra jati (Patti tala)
Total Aksharakala : O |a° "2+4=6.

L DU by

ST srgm

rg rgmp

o gm | gmpd

i iy : mp mpdn
B i pabi | pdnisl o omaba

'S.n 1-53 énd'*p

agnd . G adom

. Pm: | pmgr &
e T TN

e IR s ety

.

AR
e
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IV. Jhampa tala—Misra jati (Sura tala)

_ Total Aksharakala: fe 2O TSl ysate,
. «
s ol
i
Srgstsr g M-
rgmrgrg m P %
gmpgamgm P D
mpdmpmp d N
pdnpdpd = g
sndsnsn d 5 P
ndpndnd P M
dpmdpdp m G
pmgpmpm g R
mgrmgmg T S5
V. Triputa taJa—1tisra jati (Sankha tala)
Total Aksharakala : |]s O O 3+2+2=7.
L } o g
ST g ST gm
rgm | rg mp
gmp ; gm pd’
mpd ! mp .dn
pdn pd ns
snd sn dp
ndp T thed .- pm
dpm g dp mg
pmg § pm’ gr
magr % m g rs
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VI. Ata tala—Khanda jati (Vidala tala) |
Total Aksharakala:; ks il 5 © O 5+5+z+2;=x4,

FRSSSEE I -
J5 ‘I:v

@)
IGM RgM
gMP GmP
m+ D MpD

..

e e |
SRR

o

pDN bR d N
b o wap |
nDP’ NdP |

pMG PmG
m.G R MgR

3 “Eka tala—Chaturasra aﬁ%nam
Total Aksha'rakald ] P 1 }
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Miipoel iy
Eka tala — Chaturasra Jati
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CHAPTER VI

ACOUSTICS

-Acoustics is that branch of physics, which deals with
the study of sounds, their cause and nature. While music
is concerned with sounds, which are calculated to excite
pleasant feelings in us, acoustics is concerned with the
problems of the production; transmission, comparison: and
perception of sounds in general.

Sound & produced by motion of some kind. In many .
cases the motion can be perceived by the ?oye For exampl ¢
when the strmg of a Tambura or Vina i$ plucked, it gn,es
out a sound and at the same time the strmg SWIngs- from
side to side. The moment the string is! tquched by the
finger, the motion ceases, and with it, the sound. Thus
sound is caused by the vibratory motion of some souiding

bod. : \

L

Musical sounds and noises.—A mﬂsxéél sound
produces a continuous pleasing sensation, It is produced
by regular and periodic vibrations. But a noise is a
_ confused mixture of many distordant sounds, like the
noise of the waves. Noise is the result of non-perlodm and

irregular wbtatlons—megular both in point df' *and
strength.

=

It is howeyer difficult sometimes to draw a sharp :
distinction between a musical sound and a noise. The
souud of the ghatam and the kanjira for instance cannot
strictly be called musical, but they are some times delightful
_ accompamments malgpﬁiccmmert

& TS
% 0

i
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. .
* Musical sounds : their characteristics.
Musical sounds may differ in respect of :—

1. Pitch or frequency (#@8)

2. Intensity or loudness (Hapszu)

3. Quality or timbre (sremir, Bpiz)
“ 4. Duration or length (sre0 goray)

5. Plain or Graced utterance (swsd)

Pitch is the height or depth of sounds, It is that
which distinguishes a note of a higher sruti from a note of a
lower sruti. We say that of the two notes g afld m, the
pitch of m is higher than that of g. Since the pitch of a
note depends upon the rate of vibration, the pitch or
frequency of a note is expressed iv terms of*vibrations
pef second.

- Pikch ‘is expressed relatively, when we say that one note
is the panchama or the madhyama of another note. It is
expressed absolutely when its vibration number or frequency
is mentioned. '

Intensity.—The intensity or loudness of a sound
depends ppon the amplitude of vibration of the sounding
body. Suppose the sarani string of a Tambura or a
Vina is plucked (z) lightly and {2) with some force, as.
by drawing the string a little further from its position
of rest; one is able to distinguish the notes in the two
cases: easily, for the intensity of one is gréater than thay
of the other. In both the cases, however, since the same
string is plucked and all other factors are constant, the’
pitch remains the same.
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There are: five causes “which' ‘affect: the intensity of @-
note when heard at a distance from its source:— ;

1. Distanceof the ear from the sounding body. ;

2. The amplitude of the vibrations. -
The density of the air at the place Wh&re the sound
is produced. : vl

(' 3.

4. The direction of the currents of air.

5. The presence of other sounding bodxes in the

nelghrbom*hood ‘ B i

Quallty or Tunbre —Suppose the same_ - note is
produced on different musical mstruments like the flute,
vina, violim and the human voice. Even though the sounds
are exactly of the same pitch and loudness, yet one can
easily say which note is the flute-note and which the vina-
note and so on. That characteristic of the musical sound which
enables one to recognise the '»4oices of different persons.and

“the notes of various musical instruments is liz_xowu_.asltiuw{an '_ ¢
Thus the quality or timbre is that which distinguishes a
note or sound of one instrument or yoice, from the same
note or sound of another mstrumerrt or voice. ’Em‘ﬁ’u

: Musxcal notes may also dlffer in respgct of t,hexr lengbh
and style of revdering. When we speak of long, a.nd, short
notes, what we mean is, that the duration of the former is,
jonger, than ‘chat oi the latter, . A mus;cwl m;tg may be
rendered in a plam or graogd mgmne; accordrgg tq,,the raga’

u whlch it occurs.

55 1 e )

-

megh 2 yEa) i) 8% BT R 1 ) i e . S
i Bty P d TA & HE ChEEG Toscoaitil & s

e—— SEREE G At ot Sy



o
APPENDIX I

~ Svarajnaram Exercises
~ The followmg exercises should be practlsed by the
students under the guidance of the teacher. They should be
. practised  first in the Mayamalavagaula scale and afterwards
in the Sankarabharana, Harika mbhoji, Kharaharapriya,
Kalyani and Todi scalesat the option of the teacher. The
svaras should be sung slowly, distinctly and correctly.
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" APPENDIXTT
Concert Programme : Some unden!ly'ing:?rincipk.‘

-

Sangita lakshana or the science of music is a thing of
gradual growth. The lakshana lives ‘through the lakshya
and the latter in its turn looks to the former for guidance
and strength. The lakshana of modern Indian music repre-
sents the accumulated wisdom of the musical thinkers of

the past. Whereas the lakshana of a musmal system can be
-~ preserved through books, the sime is’ not true of lakshya.
- The lakshya can be preserved and handed on to futurt
generatxons only by a number of people cultwatng the are
and learning the compositions. For those people who have
neither the time nor the inclination to learn the higher types
of mmx(ﬁl ‘compositions, concerts'of eminent - - performers are

a ;ealboms for they give them a wvaluable ppportunity to

_ beoome faﬁ,ghar thh them

-

: i i A : }'r;f.-»?. 3
: 7_.3,;:;With th&. {ilevelopgxent of the ;aga con a new
chap begidh, fo the hi “in

gir istory ‘of artmusic in India. The
 desire arose iy the minds of rasikds to lister to creative

- music and the Say was gradually paved for the development.




of the modern Kachcheri. Concerts of the earlier

‘sisted mostly of recitals of satred songs and hymns. = Thy ‘g,--.;!
were also the dance dramas, dance concerts and folk *ys :

Sanglta sabhas have been functioning in South I,ndn
from the nineties of the last century. These sabhas'are
perhaps the one place wheré one can go and listen to the
highest type of art musie at present. The vidvans who
formerly gave concerts in the courts of Rulers were later on,
ebliged to exhibit their talents in sabhas due to changed
circumstances. The Rachcheri paddhati, carefully evolved
in the samasthanas was later transplanted to the sangita
sa'bhas The vidvan who formerly delighted in expounding

-a raga for hours together and earned the encomiums of even
his jealous colleagues had to remodel his programme to suit
the new type of audience. The modern kachcheri continues
the tradition of art music but with this difference that more
time is devoted to ‘the rendering of compositions than
to (:reatlve m‘usm

The modern sanglta sabha is not a mere place of enter-
tainment; it is'a place where one gets food for musical
ﬂmughf and especially se; when eminent musicians perform.
It is also a place where the practising musicians get
some intellectual nourishment aswell.  The sangita sabha
is the one place now where the performer can hc_bpe to get an
enlightened and cultured audience. Naturally he gdesires to
exhibit lus musical skill and scholarship there. : The concert
in a sangita sabha may be styled asa praciical discourse ow
absolute music.’ Full scope is afforded there ¢o the members
of the music party to exhibit their collective skill and
jndividual skill. :

. It is the duty of the audiencein a conc.t hall to give
s,patlent hearing to, the musicians. The awience will in

-
° b
. ok o
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return be amply rewarded with delightful music from them,
_ The performers come there with the avowed object of pleasing

* %he audience and nothing will cheer them more than the fact
§  that the audience enjoyed their performance. An apprecia-
tive audience is like a catalytic agent and draws the best
from the performer. Members of the audience should parti-
cularly take care tosee that they donot talk with each
other or become restless, when the “tambura or some other
ihstrument is being tuned. Nor should they make an entry
or exit in the middle of an item. &

The modern concert programme is based on certain
aesthetic principles. . The sequence of the items in a concert
has much to do with its sum-total efiect. The performers
as well as the listen’ng rasikas have had their share in the
past in moulding the concert Programme (s£G#f uss8).
The sequence of ghama-nsya-desya has been the guiding
principle in the chalking out of concert programmes. The
musician in former times began with ghana ragas, followed
it up with compositions and Pallavi in naya or rakti ragas
and concluded the concert with lighter compositions in desya
1agas. Comceri-worthy —pieces alone were presented in
Kachcheris. These pieces in course of time gained added
lustre by being handled by illustrious musicians. = Classicaj
compositions representative of different styles and composers

. and pieces which contained intelligent themes for. developing
niraval and kalpana svaras were sung in concerts. The
embroidery of yati patterns and passages &Qntaining rhyth-

- mical sequences of variegated beauty were m@ced in the
kalpana svaras: The longer passages of kalpana svaras

 were finished with fascinating and impressive makutams
~ {cro wnlike endings,) il

b w-,One: of thefirst things that a musician should doin a
| concert is to concentrate on creating the recimsm ‘musical
. : ,-" :

' r
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atmosphere. If the musician is not able to create this
atmosphere and establish contatt with the audience within
the first half an hour of his concert, his subsequent perfor-
mance is bound to fall flat on the ears of the audience. The
object in singing ragas like Nata, Kedaram, Kalyani ‘and
Hamsadhvani at the commencement of a concert is to create
1this musical atmosphere. These ragas with tivra svaras are
helpful In creating this desired atmosphere. If Vatapigana-
patim was sung at the commencement of concerts by Maha
Vaidyanatha Iyer and other great musicians in the past, it
was not only due to the fact that it was a piece in praise of
Vlgneswara but also because it was in Hamsadhvani:  If the
same sahxtya. in praise of Ganapati was set in Punnaga-
varali or Ahiri, nobody would have bothered to sing it as the
firstitem. Bikshandarkovil Subbarayer, one of the outstanding :
singers of the last century used te send his tambura players
to the concert hall, 15 minutes in advance with instructions
to be playing the same till he came. The late Mridangam
Narayanasamlappa used to to have two tamburas tuned an_
octave apart in his bhajanas. In contrast to the dormant”
or almost silent tamburas of some of the performers in South
India, one happily finds two resounding tamburas used by
most Hindusthani musicians.

i Secfmdly, the performer has to get into ferm as quickly
as possible. For this purpose the performers in the past
used to sing or play tanas in ghana ragas before taking up
compositions. Tanas in ghana ragas later gave place to
tana varnas, The tana varnas are adxmrably suited to get
the singers and performers into form. Since the mndangam
player is also familiar with the varnas, he is able to provide

« an impressive rhythmical accompaniment and the collective
eflect is good both from the point of view of the listener and
the performer, Ilustrious singers like the date Ramnad

; -
S e »
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Srinivasa Iyengar, Anantar Rama Bhagavater ‘and B;aarﬁxn
Krishnappa began their conéerts with tana va.mas.. : Th‘_?
more important of the ancient alankaras are me?odmusly
weaved into the fabric of tana varnas. It is a pity that
the practice of singing tana varnas at the commencement of
concerts is slowly getting out of vogue. :

Once the musician gets into form and the requisite
musical atmosphere has been created, he can proceed with
his programme. 1t is the practice to follow the tana varna
with a few madhyama lala kritis preferably in ragas with
antara gandhara and then sing pieces in slower tempo.
After this, two pieces in madhyamakala may be sung and
the detailed alapana of the main raga for the day taken up
and followed by the pallavi. The raga and pallavi constitute
the heaviest item in a concert and appropriately occupy the
central position. The Pallavi is followed by the singing of
a padam, javali, ragamalika (composition, or slokas in
different ragas), tillana and pieces of a lighter nature, The
£oncert is concluded with a Mangalam and a brief alapana
of Madhyamavati. The notes figuring in the Madhyama-
vati raga are those which occur earliest in ‘the Cycles of
Fifths and Fourths and as such have a high degree of con-
cordance. The Madhyamavati alapana at the end when
heard-will result in a feeling of tranquility. Listeners who

.+ choose to stay till the end will  realise the importance of

listening to the mangalam and the brief alapana of Madhya-

| mavati at the close.

Just as the various devatas in a shrine have their -allot-
ed places, so also in @ kachcheri the several forms have their
allotted places in the programme. Compositions which  are.
hearable and presentable alone should be given in'a concert. -
Congert-worthy . compositions are a class by ‘themselves.
Concerts should be begun with auspiciousragas; © 1

o
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It is the duty of the siblas 6" cofitiid the noble tradi-

tions of ‘the Kachcheri paddhati and not allow it to change
or even allow the progrerrme, to get dilvted with'many
items of a lighter nature.

it B S 17 S Sy
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QUESTIONS
I. Name 'tixe'=even svaras. Point out which of t
admit of varieties and which of them do not. &

2. Distinguish between’ Komal svara and ’I‘a
svara. Are they the same as the flats and sharps
European muslc ? EXplam :

3, Give the names of the 12 notes of a sthayi.

L

- 4. :Point ‘out the kinds of 7, g, d, #, that ‘eccur in
the scales: Hanumatodi, Kharaharapriya, Hankambhop
and Mechakalyam %

(a) Name the raga which takes the followmg svaras
in its grph?.ng and avarohana :— :

Shadja, Suddha Risha‘t')'ha Antara Gandhara
Rz LTS Suddha. Madhyama, Panchama, Suddha
pesnit et R Dhaivata and Ka.kah leha.da :

(b) Name .the raga that would result, when the
: Suddha Rlshabha and the Suddha Dhaivata in the above
raga are ‘substituted by the Chatussruti Rishabha and
. Chatussruti Dhaivata_ . :
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(c) 1f in this new ra;ga the Suddha madhyama
_is replaced by  the Prati m‘adhyama, whmh raga wonld :
result ? i ;

k 6. Explain the use of the dot, comma, semi-calon,
- hline; numerals, wavy line, asterisk and double bar in the
"sa 7i ga ma notation.

1',* Point out the symbols used to denote the follow-
mg —

. . (a) Anya svara ' (b) Anumandra sthayi svara
; ﬁ;};}h{amplta svara (d) Madhyamakala svara.

i
E.

© 8. Distinguish between :—
(a) Hrasra svara Dirgha svara,

(b) Prakruti svara ?nd' Vikruti svara.

Ty (¢) Komal svara andTivra svara.

9. Explain the following terms : —
‘Aksharakala ; Arohana ; Avarta; Saptaka Purvanga ¥
I.aya ‘Gamaka ; Achala svara. ]

To. Explain the following terms andg gwe thelr
Opmtes T— ; YT

¢ (a) Anahata nada (b) Avarohana (c) Uttaranga
(d) Komal svara (¢) Dirgha svara. - :

II. (a) What are the shadangas? How are ‘they
symbohcally represented?. ; e
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- 13. Name the tala that would result if the seoondlaghu
of the Matya tala. is replaced by a drutam. ;

s 14. lee an example for each of the followmg --‘

(a) A tala having three laghusx, 4
{b) A tala having only one drutam

(¢) A tala having the anudrutam

(d) A tala which has not got the drutam.

15. Give the constltuent angas of the following

ta-las et . \ Q\ ‘uu 100 ¢ v‘ WH

(a) Matya (b) Jhampa (¢) Triputa (d) Ata. -
16. Give two examples " each of the following :— :

() A tala whose axarta is eq%l to fourteen
aksharakalas. & IR £

st (6) A tala whose avarta is equal to ten akshara- __
kalas. g

17. Write in notation the Jhampa tala Alankara and
the Ata tala Alankara.

18. * How are the drutam and the anpdrutam. rec-
koned ?

19, What are the five kinds of laghus and how are
they symbolically represented ?

. 20. Name three talas which have more than one
laghu. J i

21. Write the second half of the alankara in Ata tala
and mention the total member of dirgha svaras figuring
thq.rem : .
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22. Explain what you mean by the terms - Pl'athama, =
Dvitiva and Tritiya kalas. °If a musician chooses to sing.
two fotes for unit-time in the Prathama kala, how many
notes should he sing for a unit-time in the Dvitiya kala and
Trifiya kala ? :

23. What is the total time —value of a tala. whi
consists of :—

(r) 2 Trisra laghus 42 drutams.

(2) 3 Khanda laghus and a drutam.
(3) T Chaturasra laghu+anudrutam+1 drutam. s
(4) 1 Misra laghu 42 drutams. :

?’L 24. Distinguish betweefig—
(a) musical sound and noise;
(b) ahata nada and anghata nada
- (¢) svara and sruti;
= (d) arohana and avaroha.na v o
{e) purvanga and uttaranga, Sy
25. (a) Give some instances of svaraegmt@swin’ﬂ-‘
~Tit e iy ‘1. Arohana-krama. = ii Avamhanzt—lérama
r (b)-Say whether the following svara—groups are in
W e the arohana-krama or avamlfimfkrama :
with reasons : g eT-viisaiodgree vanl
. gamp _(,i_i) i D (m)pgr s
(iv)n'dpm (v)ng (VI)an

o i) mdres o (vid) g pdsn s afird o 1s

: 26 What is a sthayi? Name t‘ﬁe'ﬁﬁreepr
sthayls .



- vagaula raga
28. Give reasons for the Yact that Mayamalavagaula
s best suited for practising the preliminary svara exercises,
29. Explain the terms pitch, intensity and timbre.
30. It is common experience that in a music concert
the music becomes effectlve only some time after its com-
mencement. The effect is greater, if the audience is large
and the atmosphere somewhat moist. How do you account
for this? =~ o
31. Write a short essay on the greatness of music.
- Set suitable  words to the following phrases in
': Mayamalavagaula and sing.them : —

1. ng 2. gmP 3._'d»n.S
; 4 nsndP 5 pdPmg 6. Pmgrs
l 7. Ndpmg. 8 gmpdP ig Gmgrs

k : 75 » "
27. Gwe a few phrases of your own in the Ma.yamala .

T T T

Id gmpdns 1. dnsr$ 2. sndn$

33 Smg the following phrases in Mayamaiava—
gaula —

I ns.ndP;'nﬁg ' S ‘gmp‘dns'r“S
i 3. - .éndn's}'(.} 4. "Méféndpd,nS
} ; SndpdndpmG 6.'me.gmpdndP
ngrsndnnS 8. gmpdpmgrs

5
7
34. Passage for musical dictation. :—
Mayamalavagaula - Adi. *

P,mgrsn srgm, Pdn

W

’S,ndpmg mpdn S :

4
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B,mgrsn - dpda " Eaey

§mdprt il P g g
35. Passage for sight'singing =" 0 il s 8

Mayamalavagaula —Adi.

G madene o Stgh “pdpmti

P ddpmigi mpmpD»‘EP;,:

B dndp midl gmpd ndpm!'ih

G,mgrsn dnsr S “ &0

S;éndpm gmpd nits &

N ovEbsa: o Syey G: i ‘

M, é5is e Al

! : gmpdns'r:s.vnciP , IMER S e

" 36, Thé following are half-avarta passages. in the
— ragas nientioned. Complete the passages by supplymg
another half avarta music of your own in the respéctlve

ragas \—
(¢) Mayamalavagaula~ Adi tala i L
fhab2imErsn . srgm . Cedim
k ko _(b) Kambhop - Adi tala ( i
e . i D, ndpmg mpdp dndp
. (c) Sankarabharana - Adi tala st
. mgrsn Srgm o . grsm
(d) I&alyam - Adi Tala
e _,S‘,sndpm G ndpmgr
» ) S Sy

o oI Gllore gy i et
o g :
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W T naGa e

Music is an integral part of India’s culture. It is the »
~ one art that is in evidence in all the strata of society. Indian

‘musie is one of the living systems of musie in the world.
” : . ;

*

Raga is the piwotal concept of Indiam - yusic, Thxs% .1’ ]
: concqpt is India’s proud contribution to world - Muelo‘ 11;%
concept is of interest to scholars of comparative. musreqiagf
all the world over. The ideal of absolute music ‘is rmﬂ&
- in the concept of raga. The attainment of tﬁga)nina is ﬁm
 ultimate m of all musical studies. The whole ‘structure ag "L
~ Indian mdslc ig built around the concept of riga. Indiam T‘f
‘_meloﬂles of the classical type are based on rigas. Asfor
. folk melodies, a good pumber of them will be found to be ‘in "g
B som% recognisable raga or other. The origin, of ragbs‘alike 58
Kuranji and Nada.namakrlya can be traced to folk melocﬁqs.

o Bagas are aesthetic facts and can be perceived by tn&med’
. ears. Ragas derive their indigiduality thréugh mnotes of
¢ defiined frequencies entering‘tl their formation. It is the

‘horizontal arrangement of parti®lar tones and semitones in
 conformity to recognised desthetic laws that establishes the
g yor form of a raga. Ragas reveal themselves through
the twin channels of Kalpita sangita and Manodharma
; Ki.lpita sangita means music alre&dy made,
_ 'ﬁfo mcludes the musmal .oomposn‘.lons already




. 6ome under its secope. Manodharma sangita
unptovmed on the spot and admits of the dlvmmns- A]&)m _
inclusive of Tana or Madhyamakala, Pallavi expomti_om -
Niraval and Svara Xalpana. Musical compogitions
 alapanas are concrete manifestations of the abstract raga.

Manodharma sangita or ereative music is the distinetive
feature of Indian music. It is this that imparts a dynamie
sharacter to Indian music. In a Goncert we hear not anly

‘ .the compositions of great eomposers but also the parformer 8
" efeative mudic - music improvised by him and presented on
the spof. Thus we enjoy in a concert not .only the creatlve
tﬂents of the musician but also his powers of interpreting the
- ‘compositions of great composers. Performers are the links
between the audience and the composers. “Alapana is £
unmmured music. Alapana had its origin when sﬁkas came j'.:
to be sung in a raga.

-

,Baga sphuta,m is the process of discovering the nxhvi-
: ﬂnmty of a raga i. e, its jiva svaras nyasa svaras, rakti
: moga.s or pakads, resting notes, vakra prayogas etc. A 'r’sg&
* »once oonceived attains its full stature usumally at the hands
ofa anbsaquent COmposer Or composers.

‘l'he rich treaeure‘-houmgas is the glory of Imliln
' musie; The rigas form th s of all malody in India-
};%ylwa throngh the compositions of great composers and
iéﬁpumd master musicians. Raga is the quintessence
M&n musie, In- the formation of rigas’ allf“wﬁibh
nations of _notes for creating emotional offec 2
ed. Ability on the part of a person to

i.lmainntw stew. inaama,




A

,d;aﬂlrlptwn of araga and is like a theorsm in geo:net;y

: nship to the adhéira shadja and -which
oceur in a parﬁtnlar sequence, The introduction of notes
.’ehe‘wed mamga will. prove fatal to its melodic indivi-

give pleasure to the listener amd are
bea.ntlﬁed “by svara, varnas. ' Riga alapana’ is the
permutation and comBination of notes admissible in the
raga in such a mann bring out its distinetive
characteristics. -

»

The various factors. that go to build the melodie - o

ﬂtmdwmnahty of a raga are described in detail in Book I;I‘I.) g

The first detail that a student should become fam).hgl’
with, coneerning & raga i its &rohana and o.varolmnn
the meln&artsto which it belongs, If the raga in QMQB

.x:.-‘

s a janaka rfiga, its arohana and avarohana will, ‘as alra&ﬂy 1
. mentioned, be samptirna. L. e S

W S |
o o Cighe . .
The arohana. and a.varoha.na constitutes the liﬂefestg

It gives in a concise form the outline or frame-
work of the raga. It defines the contour of the rags. The nor-

. mal sanchiras that theraga admits of are directly ‘revealed

by the arohana and avarohana, Sometimes a rare prayoga
is incorporated in the arohans and avarchana (Ex, Nita) and
in a few instances, the &rohana and avarohana instead of
bemg in & concise form is slightly expa.nded and presented.
Jusa svaras, dirgha svaragand kampita svaras figure in the
13 and avarohana of some ragas. All these features
.~to reveal better the melodio mdiqdun.hty of those
nces ofnsuch Tages are howeyer not many.

; -ﬁ-,.«L -

. 5" Eooig i = (%
= e > . 5

o



: ‘_ based on the genus-specie system The
melakarta. raga, mela raga, karts ra
p&rant Taga, funda.mental ta.ga,

In addltlon, the svaras lra of the'
e arohona and avarohan: Theso are




No. N ame, : *Svaras. ; " :g
8 Hanumatodi oSmgmipding S
15 Mayamalavagaunla e g2 my p ﬂ; ng 35’;"

16 Chakravikam s nxﬁm ﬂdw m‘i
v 17 Suryakintam | smgemipdeng$ 0
<90 Nata Bhairavi 81381 mg pdi }s ;3 ‘
99w ~ Kharaharapriya & 3 g1 p ég i K
28 s Harik#mbhoji 1S
- 398 Dhira Sankaribharana sre gs m; p da nn 5
s Kamavardhani srigemapd ng.
Bh | Mechakalyani | sragamapds
:'i. « 'Nﬂtnera}]v denetes the Komala svara and Nnmﬂl 2\ '
B usva,ra ah ; o
+ o S
¥ vt e e s T g
S . 5 Rt ¥ 5 el EJ
; Classification of Janya Raga: ‘ .
N g ‘)

S Vlrja tada’s Varja rigas are thosa ]anya rigas

wherein ona ‘hm or three notes are deleted either ‘in the
- arohana or avarohana or both. From the nqmber of
swm present in the arohana and. ivarohtma, *
~ ragas are classified und,r oight heads. The tarmg,

-

i‘@m (all the sapta svaras being reprasenteﬂ), ;




; twonotes bemg var)a.) are. use& to
tnd avarohana in this conneotlon. : The -

_ﬁ excluded in calculating the ‘number
in the drohana and avarohana of ragas.




Examples.

karte raga.

:’f T &
i 5 3T
i Name of the | Ifs arohana & | & 8
}"ﬂf raga. avarohana i
| Bhe Za
/) e m
; . & ,:;';‘ﬁ; W
1| Shadava-Samptirna Kambhoji {s rgm m& $ | o8
& ' 7 Sndpmgr A :
S8 Bilahari lsrgpds 29
: 2| Audava-Samplirna y |lsndpmegrsl o
- i1 Arabhi {S_rmpd_b 2
! 2 snd pmgra 4 . -
3| Sampiirna-Shadava Bhairavam {s rgmpdné| 17
7 6 Sdpmgrs
. : Y, Garuda- {&rgmpsns a9
4| Sampilirna-Audava dhvani | |sdpgts
L Saramati {srgmpdné 20
- sndmgs, |-
eip Shidava—Sha&aﬂ# | Srizanjani | [srgmdns (%2
B B8 , lsndmgrs T
Natakuranji |[srgmdns | 28
6 SMmAuﬁnva atakuranj {s'ndmgs o
3 ‘ Malahari {s rmpds$ 15
, 7Al;dwfﬁ—5hiﬂwa o sdpmgrs Lt
E 5 6 ° |) Sarasvati {s rmpas 64
E1 0 Sk $ndpmrs | '
,” % Mohana {srgpﬂs 28
778| Audava-Audava: . sdpgrs
ik ;. ,5». s Suddh&'-. {S r m P & s 29
_:gﬁisaverl sdpmrs *:

.zﬁ

my agun be classified mto gupanga ragm
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: fll‘ |
, the number of vakra sva.ras preaent vahv
may be class:ﬁed into:—

Elcasvara vakra raga i.e., with one vakra svars

in the arohana and ‘one vakra svara \ln the
avarchana. *

Ex.'Nila.mbari (srgmpdpns-$apmgrgs)

2. Dvisvara vakra raga i.e, ‘with two vakra

svaras in the @rohana and two vakra svaras in the

avarohansa.

Ex. Suposhini (srsmpnds-sdnpmrms)

8. Trisvara vakra raga i.e., with three vakra

svaras in the arohana and three vakra svaras in

the avarohana.

4. Chatusvara vakra raga t.e, with four vakra
gvaras in the arohana and four vakra svaras in
the avarohana.

There are vakra rigas with an eka svara vakra
arohana alone (Kuntala varali: smpdnds-sndpms)
or an eka svara vakra avarohana alone (Suddha. ba.nga.la

armpds-sdpmprgrs)or a dvisvara’ va.kra “arohana -

alone :—

Ex. Anandabhaii'avi (sgrgmpdps-sndpmyrsd
_or a dvisvara vakra avarohana alone :— .
Hx. Srirsga (srmpné-én_ydnpmrqrs)

In the case of those ubhaya vakra rigas wherein the

’mlmber of vakra svaras in the arohana and avarohana differs.

he arohana and avarohana are described separately. Thus
. : ‘v & X :7' ¥ Q .

iy

a
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Sahana furnishes an instance of an ubhsyn vakm ra
an eka_svara vakra arohana and a dvisvara va?a'ﬁ ,
hana:srgmpmDns- sndpmGm Rgrs.The
- rule applies to Dwisvara, Trisvara and C'hntustara va?cm

ragas. v SR

: ﬂ_‘;Hi. Upanga ragas are those )&I!YE ragas, whleh
+  take only notes, present in their respective parent Tagas.
Malahari, Suddhasiveri, Arabhi, and Mohana are examples.

Bhashanga ragas are those janya ragas whlch in
dddxtmn to the notes pertaining fo their parent ragas,
A -ftaka one or two foreign notes as visitors. These vmmng
~ notes come only in particular sanchiras and serve to
'increase the beauty of the riga. The svaripa of the °
raga is revealed better by these foreign notes. Thus in a
‘bhashanga raga, both the varieties of _syara oceur, ﬁm ”
variety pertaining to the melakarta being “called the
svakiya svara and the visiting note the aga svara, iﬁ
shan und Bhairavi, the kaisiki mah&&s ami ehatus-",

: Bw.‘mg ‘a few mstanoas like Bhsiram. the an)‘t
avm asg a mle is not a nym svnra m hhashangt 1 5&“-" £




CHAPTER 11
: TALA
 The ta,la. system is perhaps the most diffieult and
eomplioated braneh of South Indian music.#There is Do
comparison to ith in the other musical systems of the
world. The time-measures used by all the nations put
together will form but a small fraction of the mnumemble
varieties of rhythm used in South Indian musie. A

‘Tamil writer emphasizes the intricate nature of the tala-
system in the following stanza :

“Qgerpey ane e Raeyr Hmpeigey
8T pE) QP E| WSS OT—GHDE
Radlafleans ape)n Casapam srexie
- "T’f .,am,aa‘vet'ra'v sremelro !

The aevélopment of the tila mnemonies and the art
of drumming have contributed to the high developmentof the
tala system. - Tt should be remembered, that when
a mridangam player accompanies a musician (voealist
or instrumentahst) in India, he does not meraly beat
ﬁ:e sarva laghu, but provides a cross-rhythmieal -
accompaniment, based on the style, movement and
rhythmical construction of the pieces rendered.. This
* vhythmical haimony ' provided by the mridangam player
~ contributes to the excellence of & concert of Indian music.

The ancient books on musie refer to the cls.'ssiﬁcatibn
of talas into margt and dest and enumerate the classwal 108
m;Latterly a system of 35 talas developed and Pumn-
axa Diasn gave ptommence to this simpler system by compo-
sin slankirs, gltaa and uuladu in them. , While the 108

,,"*;:g;»’,_, : ‘) ‘» : ‘tl. -"_~~" L
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talna make use of all the shadangas, the 35 tala
laghy, drutam and anudrutam. In additien to th
of talas known as the Nava sandhi talas (‘FWF‘Fﬁ ﬁ“' &
has bedh im mse in temple rituals from ancient timas.
There is al@wthe Chapu tala with its varieties and the
Q_c;gg@l,and Madhyadi_ talas. The scheme . of the &jg]ﬂ_
is explained here. . The other talas are explained in Books i
I and IV. |
The Scheme of 35 Talas

Briefly stated, the 85 talas result by the change of
the laghu jati in the sapta talas. The student will do
well to recall to his mind the sapta talas and their con-
stituent angas given in Table VIII on P. 54 of Book I
Now taking the Eka tala, if the chaturasra laghu is respective-
 ly substituted by the tisra, khanda, misra and sankirna
laghus, we get four new varieties of the Fika t&la, iﬁ
_ aksharakala value of the avarta varying in each case on
jmount of the substitution of the laghus ¢ lifferent magni®
- tudes. Thus the Eka tala on account of the five laghu jatis
{“’;"adzmts of five varieties. In the same way, the other six
 talas also admit of five varieties each and we thus get in all
- the 35 talas from the seven principal talas, There are tha ;

35 Alankaras fo illustrate the 35 talas and theae are glven in
‘Ghapter v of this book. :

: St ﬁhould be remambered that the ﬁve &ngas A!maﬂl
;:;rtam. Dmtnm, Guru, Plutam and Kakapadam do not ‘admit of ?




£ ﬂﬁ;@abla under each tala, the various tiﬁ:e—xﬁeasures”
. mﬁ:pﬂsamted in the inereasing order of their magnitude .i.e,
in the sequence of Tlsra, Ohatura.sm Kbanda, Misra and

B&nkn'na. ; :

 Itisalso possible to think of an alternative arrangement
" for the 85 talas. The jitis under each tala may be presented
“in the traditional order of Cha.turasm Tisra, Misra, Khanda
and Sa,nklrna, In this a.rra.ngement the serial numbers of
‘the tﬂ_as' will differ from that of the previous arrangement. .
For instance the twelfth tala in the first arrangement will be
the Chaturasra jati Rupaka jala. In the second arrangement,
the twelfth tala will be the Tisra jati Rupaka tala and so on.

. A third possible arrangement is to grogp the talas of iden-
"tﬁl jatis and present them in the usual order. In this arrange-
ment, the Dhmv&,hMatya, Rupaka, Jhamps, Triputa, Ata and. -
‘Bka talas of sasta jati will rank first, and then the
game talas of Tlsm ]itl and then the same order of talas in
‘Misra jati and so on.

. Nomenclature for the 35 Talas

© There is an empirical nomenclature and a mn&monic>
nomenclature (ba,sed on Kkiatapayadi sankhya -and bhuta-
; sankhya) for the 35.4alas, . The former is given in the Table:







?‘.}7

Total aksharakala

Signature. for an avarta.

L O 1, 1, | $+34343=1

L0 1 arerde i

L' O o0, 1 F SEarbae

1. O $17 Lo | 7+4+2+7+7=93

1, O 1,1, | opsrgioleg
_ . 0.1, 3+2+3=8
. R i C 1, 4+92+4=10
- Udaya - . o 1, 5+2+5=12
. Udirna By o 74+2+7=16
. Rava R O 1, o} vratacgy

| R Cpt
. Chakra B Gk, 2+38=5
8 roi 1010 8 o 1, ‘ 944—p
 Raja oo o i 2+5=7
Rulg: - e O 11 2+7=9
¥ Bioae fots |4 G 1,0 9+9=11

talas, Thisds explained,in Book III §
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’ Tll“ {continued)

; ”’té"ehﬁical @a& . é Bignature. T‘;g:l:‘:sg:mla
Kidsmba ¥Sow| 1, U O 34+14+2=6
Madhura, CURSITERS N e | 441+9=17
Chana Bl LE O 5+1+2=8
e e Sl 7+i+2=10
Kara wi0d e P u,O 9+1+3=12
Sankhsa Swenliq, 040 3+24+3=7
Aai eal 1, OW® 4+2+2=8
Dushkara: %85| 1, O O 5+2-+229
i bo| 1,0 O 74+249=11
Bhoga e 10 6 9+2+2=13
Gupta #5 |1, 1, O O 3+3+242=10
Lekhs: Bl l, 1; O O| 4+4+2+2=12
Vide . 2E¥l), 3,0 O 5+5+2+2=i4‘-
Loya S, 1, OO | 27+7+243=18
Dhim  ®)1,1, 0 O] 9t9+a+a=2
Sudhs e 54 S0 o
Ména = . & 1 4
; e 58 | 1, 5

o g LTS .
b 1, = ¥

<
= I
L4
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The 35 talas are analysed and presented accbfdiﬁ‘g’ﬁgﬁvi
magnitude of their dvartas in Table VI. Tt will be seen from
this Table that the tila with the maximum number of akshara-
kalas (29) for an avarta, is the Sankirna jati Dhruva tala and
ths tala with the minimum number of aksharakalas (3)for an
avarta, is the Tisra jati Eka tala. It will also be seen that
there are a few talas whose avartas consist of the same
number of aksharakalas. These talas however differ from
one other on account of their varying constituent angas
resulting in different modes of counting and the strgsses
falling at different places in ‘the avarta. For example, the
Chaturasra jati Matya tala, Misra jati Jhampa tala and Tisra
jati Ata tala all consist of ‘10 aksharakalags each for an'
avarta; yet they differ from each other on aceount of their
modes of reckoning and the beats falling on different pomts
of the dvarta.

o TABLE VI
The 35 Talas: Analysed
Total ‘
aksh 5 ik '
ksla.afr:; . Tala Its jati. - Signature.
'I:.nj.vartn.
. \29‘ - Dhruva Sankisdn s T
e e Dhruva | Misra B T _11"' i
22 Ah ‘Sankirna 5o1s 0 O ;
B o i Mﬁ L Mlsn No s 30, Q,,.ﬁ{,;_
" - Dhruva | Khanaa, St
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Total

7
shara- | ... %
fﬂn‘fgr Tala. | It jati. Signature. -
sn ivarta : ;

e 14 e, [ Dhruva Chaturasra .01 1,
- Ata Khanda 15 i O @
'13 Trlputa. Sankirna T 00

Matya Khanda 170

12 Jhampa Sankirpa | 1lg \ O
i Ata Chaturasra o A 1,0 O
: Dhruva: Tisra 3 ]; O 13 ]3
i Ripaka | Sankirna B
Triputa 5 Misra 1,00
g i Matya. vj' i %ﬁu’asra 14 O 14,
i S Jhampa % | Misra T s )
Ata gq‘ Tisra 10000
Rupaka | Misra &l
G {Tnputa, Khanda 1 00
: Sankirna 1, ]
Matya Tisra P o B
8 Jhampa Khanda Iy 2 O
Triputa Chaturasra 1. G 6)
Rupaka Khanda @1,
7 Jhampa Chaturasra | 1, \v O
1\ Triputa Tisra Al O WGP W peinn
" Hka Misra i .
Riupaka Chaturasra 0], v B
6 Jhampa Tisra &y o2 QF
{Rﬁpaka Tisra 9 1,
5 Eka ' Khanda 3
4 Eka | Chaturasra 1.
e Bka | Tisra, i
Y L]
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Law of Homogeneity

Of the sapta talas, the Dhruva, Matya and Ata
alone admit of a plurality of laghus. And within gmh
one ‘of the varietles of these talas, the laghu retains its
homogeneous character. That is, if we take the Tisra jati
Dhrava tala, all the three laghus figuring in that tala are of
the fisra type—not that one can be chaturasra and the other
khanda and so on. In the same manner, Khanda jati
Matya tala means, both-the laghus therein are of tha
khanda variety ; likewise Sankirna jati Ata tala means, the
two laghus therein are o »the’ sankirna variety and so on,
Thus ia talas consisting 6f- more than one laghu, no two
varieties of the laghu can come iw and the same variety

of the tala ¢.e., the laghu retains ité . omogeneous charaeter
within the tila. ;,s ' ;

- Presumptions re‘fg.nrdini thehseven talas.

Unless otharwme stated, the following presumptions
hold good :—

Duruva tala means Ohaturasra jiti Dhruva tala.

Matya tala  means % Matya tala.
- Dhdetdh means |, Riipaka tala,
» Jhampa tila means Misra jati Jhampa tald.
, ‘l‘rlﬁh tala  means Tisra jati Triputa tala.

,;‘-“Ahﬁlv ~ means Khanda jati - Ata tala.
Eks ﬁh‘ mg&ng Chaturasra i.iti" Eﬁ;;ﬁ]w




. CHAPTER 1lI
'MUSICAL FORM

Musio that is heard in an Indian concert falls under
two heads :—

Manodharma sangita and Kalpita sangita.

In the former, the performer sings or performs his

* own tmprovised music—musie improvised on the spot with-

out any previous thought. This improvised music is of
four kinds:—Raga alapana, Madhyamakala or Tana,
* Pallavi exposition and Svara kalpana. Sahitya prastarain
kritis called Niraval (8paev) is also a species of creative
music. In kalpita sangita, the singer or the performer répro-
duces the compositions already created or composed by other
composers or even by himself. Kalpita sangita is older than
manodharma sangita. The forms of manodharma sangita
are dealt with in detail in Book IV.

Kalpita sangita comprises all the musical composi-
tions.' ‘A musical composition is & piece of music set to time.
1t is an exposition of the raga in conformity to the chosen

* rhythm. Slokas, chiirnikas, padyas and viruttams -are '

only instances of literary forms sung to music. They are
not set to time.
G4
‘* The Pallavi theme itself with its sangatis (having already

“been composed) belongs to kalpita sangita. It is only the exposition

of the Pallavi that constitutes manodharma sangita. Fallavis like
s sa ri ga pa ga ichchene ” (Mobana) which are inspired by particular
Loccasions and sung off-band may be classed under manodharma sangita.
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: A musieal composition can be compared to a building.
What the bricks are to a building, the component svargs
are to a tune. The different graces linking up the svaras
contribute to ornamental effect. These graces can be compared
“to the cementing medium holding. the bricks together and
‘also to the outer “decorative’ work, ' Just as there are small
buildings and big buildings, there are short coq?'xpesitions'
like the gitas, and long compositions like the - va.rnas

Ragamalikas and kritis abounding in technical beauties can be
compared to luxuriously decorated and furnished buildings.

" The author of a musical ecomposition is. ca
Vaggeyakara.
o e Classification -

South Indian music in the course of its long history
ima evolved many musieal forms. These might be studied
nndar the heads of Vocal forms, Instrumental forms and
Dance forms. Indian music being of the melodic type,
has evolved many vocal forms. These vocal forms fall
nnder two divisions: sacred form?_ and .seCular forms

A

. Muslcsl forms might also be studied uuder the heads
of :— Art muszc, Sacred music, Dance music, Opera music
and.Folk music. The seweral forms under these heads
posmss distinetive characteristios of their own. Some forms
like the kritis and varnas contain numerous examples ‘while
~others like the ragamalika and tillana contarm fewer
emtnples Ll G e

VMusu;aI nomposltlons can  again be a}asslﬁed mto’
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‘fa&t‘C)f in this group of compositions and the music whi‘cli
olothes the sahitya serves merely as a vehicle for the botter

and effective mterpreta.tlon of the ideas enshrined id lt

Behgmus musie, dance musie and opera music and the musm,
of the yaksha gina, kilaksheps, nondi nataka and
nritya nataka are examples of Applied music. Some of

these compositions have brilliant music in them and

deserveto be placed side by side with specimens of art

musie,

In compositions belonging to the sphere of pure music a
the ma.m concern of the eomposer is the portrayal ‘of the
raga bhava in all its melodic richness. The ﬁ}m:ya.lf
in such cases merely serves as a vehiele for the singing 6f the
music. Music herein is the primary thing and is ehi oyed
for its own sake. These compositions econstitute

repertoire of performerg (vocalists and instrumentaliatsin’i
: .

in eoncerts.

‘Musieal compositions may also be grouped under the
heads of art music and folk music. All that is not fol
musie belongs to art music and vice versa. In this wider
gense of the term, art music includes sacred musie, opera .
musie and dance music also. The term art music, in practice
however is restricted to manodharma sangita and to com-
- positions belonging to the realm of pure music. _

Musical eomposltlons can again be studied under the
. heads of sacred musw (vaidike gdnam) and secular music

(laukika g a.nr.). Examples of abstract musici and pure
instrum ."ntmsic figure in both the groups.

e







"

Compositions belonging to the realm of art musie
~ are classified into:— :

1. Technicale 2. Melodicr - *|

The former group ecomprises the évai-‘&
alankaras, gitas, chitta tanas, varnas jandjfother exe:
which serve a specific technical purpose and help the student i
to acquire musical technique. These compositions consﬁt_ﬁh ¢
the vacalises and are aptly grouped under abhyasa giin'f‘l'; £
The melodie group includes kritis, kirtanas, padas,
javalis, ragamalikas, tillinas and other compositions per- =
formed in a concert. These compositions are » g
under sabka ganam (concert pieces). _ i ; #

The distinctive features of the compositions nging
to the technical and melodic groups may be summed up ;ﬁ$ g
follows : — =

¥
o

T'echnical . . Melodic. i

1. The music is the 1. The music and the
more important factor and the sahitya are of equal ‘im-
sahitya is a mere mnemonic portance and sometimes
aid to remember the musiec.  the sahitya contains beauti-

ful ideas and sublime
thoughts. e -s‘

e The gBhitys herein may
; ; have a value independent of
its mﬁsic. v
2. The compositions are 2. The one idea in the
illustrative of some musical mind of , the composer in
law, faet or technical Jbrinei- composing ‘pie s es coming

» 2 S



~ ple. For example, the pur-
* pose .of the alankarasis to
4y illustrate the 35 talas; the
‘ e of the lakshana gitas

o entimerate the raga lak-
: ; sh&na and so on.
F * 8. Music here is the

e p&émt of comscious effort.
' ®The composer takes the paper
_ and pencil in his hand and
‘ntes ﬁle music.

t ﬁ.‘he appeal is more to
mtelleet.
g ¥

&
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under this group is the pre-i"a

gentation of the raga bhav&%
in all its rich colours.

'3, Here the music is
frequently the product of
inspiration. ¢

4, The appeal is equ-
ally to the intellect and
emotion: Sometimes we
feel as if lifted to a hlgher
plane.

5. The dhatu and
matu are simu-ltaneoqsly
. conceived  (BEx. Most of

#

Tyagaraja’s kritis).
: 6. The range hers
rarely exceeds two octaves.

It is possible sometimes
to learn by rote compositions
upder this group. ‘
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Gitas are the simplest of melodies. The term glta 2
literally means a ‘song’ but in gmslo, it slgm,ﬁeéﬁ’ L
particular type of composition. The music of the gita T3 a
simple melodic extension of the raga in which it is eompo-‘i
sed. Its tempo is uniform. It is a continuous compo&utloﬁ"k
*without thé sections, pallavi, anupallavi and charana. There
are no sangatis or variations and the flow of musie 'isv
natural. Neither intricate combinations nor terse sancharas
are found in its music. The raga -svariipa is well brought out
in each'case. For each note of thedhatu, there is usually a
syllable in the sahitya. The theme of the sahitya is praise of
God. (Gitas in praise of musical luminaries and Acharyasalso
exist: for Ex. the sapta tala gita in Nata raga beginning with
the words: Gana vidya Dhurandhara in praise of Venksta"
_subbayya, by Paidala Guramurti Sastrl). Sometimes meaning®
less phrases like a tya, tiiva, a iyam, va iya, ete, called
matrka syllables are found interspersed in it. These quaint
syllabus called gitalankara phrases lend a characteristic
beauty to the sihitya of gitas. They are introduced for
. ornamentation only The gita is sung without repetitiim"
‘ P from beginning to end. Some gitas have two sections:
, (khandikas) and some three. Some gitas are concluded by
repeating & portion of the openlng part. Gitag are set oy

medium tempo.

There are instances of famous sanskrit slokas which
have been cleverly introduced as sahityas for sanchari
gitas. The Bhairavi gits, Sri Ramachandra and the
Nata gita;A#za‘ri kabart are wellknown examples.

.

'* Raganga raga lakshana gitas have sectiéis_:(See Boo




There are gitas in sanskrit, *bhandira and kannada.

>4
- ' Students learn the gitas after a course in the prellmma.ry

svs.ra. exercises and alankaras. There are glta.s in all the

ja@ta talas and their varieties. In the pre-Tyagaraja perloi

’“'nmny composers delighted in composing gitas.
E
* Gitas are of two kinds:—

’ (1) Samanya gita and (2) Takshana gita.

Samanya gita is the ordinary gita and is also called by’
*  other names as sadharana  gita, lakshyn gita and
" Sanchari gita.

The points of lakshana mentioned above for a gifa hold
od in the case of the Samanya gita. But in a lakshana
; ita, the sa,hltyq., instead of being praise of God, enumerates
* in so many words, the lakshana of the raga in which it is

% cdmpase&-—-glvlng amongst other dstails, its varja and vakra
‘gvaras, graha; nyasa and amsa svams its audava, shadava or
o san;puma character and lastly its pa.rent raga, if it is a janya
ragn lakshana gita; and the anya svarag, if any, if lt is

a hhashanga raga lakshana gita.

% Bhandira urewmier, ?p"néb’ bhusha. Formerly sanskrit

as used for the sahitya of musical compositions. Later on,
ndira (a ‘kind of Prakrit) was used. Still later, compositions
e to be written extensively in the vernaculars and the bhandira
: bhasha ell into disuse. According to Visvesvara (alias Vagisa)
w% has written a treatisc on the grammar of this language,
han@fa is best suited for music, having had its origin it
‘melodious ntedley of the Lytmal notes that arose when Sri Krlshna
ﬁnneedwlghthe
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There are lakshana gitas for most of the curremt <
and for a few obsolete ragas. At a tlme when the .a-rt uf
printing was not known and copies could not be multlphed
in thousands, lakshana gitas were of great value in helping &
students to remember the lakshanas of ragas. The Ra.ga.ng&E

raga lakshana gitas are a special class by themselves and are "
referred to in detail in Book ITI.

In & gita, the number of svaras present in an avarta
is equal to the number of aksharakalas forming the avarta—
the dirgha svara being reckoned as two svaras. This being so
a gita in chaturasra jati dhruva tala should not be réokéue&’;’
in the tisra triputa tala, reckoning two svaras for each count;
and likewise a gita in chaturasra jati riipaka tala should not -
be reckoned in the tisra jati eka tala, with two svaras for each
count and so on. This will not be in keeping with the

rhythmlcﬂ.l construction of the composition. 5
ie
Ghana raga gitas axe gitas in ghana ragas like Nata,

Gaula, Arabhi, Sriraga mﬁyamh

|

Purandara Dasa’s introductory gitas in = praise of
Vignesvara, Mahesvara and Vishnu are sometimes refesited
to collectively as Pillari gitas. The significant introdue-
tion of the vowels: @, ¢ u, e and 0 in the very first gita .
is moteworthy and testifies to the genius of the composer. *

- Paid&la Gurumurti Sastrs was a prolifie composer of
gitas after P\ugandam Dasa. He isreferred to as Veyt gita
(1000 gltas) Paidala Gurumirti - Sastri. After him ng
notewomthy ‘composer has attempied sanchari gitas Rmn@-
matya the author of qt,vcn'mnela, kaola nidh? also. wrote maﬁy
gitas Govinda Likshitar and Ve'nkatdmnkhz s&predlted
with many lakshana mitas.

e .o



‘ model of a gita,
-@ita prabandha is a gita composition, containing in =
g; 1t the features of a prabandha
e Chitta tanas

m‘" 7
Chitta tanas (called Katakam by ancient writers) arc

get exercises for the vina and are intended to enable the
students of this instrument to acquire better technigue in
pls.m This is strictly speaking an instrumental form,
Thete u'a chitta tanas for many current ragas.

Katalcam ig also the name given to a dictionary of
ragas, foi' ex. the Vyusa Katakam:
\ Suladi

Euladz (from stda, a desya word for gita) is a eompo-
*‘}' ‘bltlon» very much like the gita in musical structure and
%;ungement It is & talamalika, the sections being in
rﬁiﬁ'e:ant “talag! Suladis are illustrrtive of the siladi talas
“and are of a higher standard thwn ‘the gitas. The sahitya
aylhhles are fewer than in gitas and are characterised by &
' ’lon of vowel extensions. The sahitya is devotional
; ‘the gita, siladis are composed in _different tempos
vﬂamﬂ.a,madhya and druta. Sula.dls are the counter-

, of the .earlier 7alarnavam and .Pancha talesvaram.
an&m Dasa has composed many suladis. h

Svarajatl
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charanas—the charanas being set in diﬁemz:t_mm%%
Sometimes the annpallavi is dispensed with. The theme
of the sahitya may be either devotional, heroic or amorous.
It may be an invocation to some favourite Deity or may
relate to the glorious and valorous deeds of some hero, {
In a few svarajatis, solfa syllables and rhythmlcal q]]ablﬁ. 4
are introduced. 4

Syimi Sagtri, Adiyappiah, Svati Tirunil, Sobhanadri,
Merattir Venkatarama Sastri, Walajapet Krishnaswamy
Bhagavatar and Chinni Krishna Dasa have composed 7_
beautiful svarajatis. N

Jatisvaram s

Jatisvaram is a composition very muech like th:m-
jati in point of musical structure, but has no sahitya and the
piece is sung with the solfa syllables. Tt is a composition
belonging to the realm of dance music. The piece in Bilahari
raga S,r G P D S N D is asplendid example of this type
_of composition. The Sahitya ‘ Rara Venu gopabala’is a .
later composition, tacked on to the piece by‘ some-
obscure composer. Some jatisvara composmons are mould-
ed on the patterns of ]atl passages.

In some Jatisvaras, the muktayi svaras consist of half
avarta svara and half-avarta jatis. Ponnayys, - Vadivelu ana
5 Sivinandam have composed jatisvaras of this type. &

This salfeggto composition is also known as' svare
pallavi.

Ragama.hka Jatzsvaras also exist. H. H. Svati Tirunal

.hsa compoeqd some good compositions belonging fo this type.
4& o
Svara;atlsa ‘?Jntlsvaras gy be composed in mlm.nk’afg
hls (alow*tempol‘«!on in madhy ala (m_edlum tempo).
5. i
P A e 1

. 5‘
o oo (S8



CHAPTER 1V
ALANKARAS
¢ Lesson 1.
&é " Dhruva tala—Tisra jati (Mans tala) I,
"Total Aksharakala:—1, O 1, 1, : 2+3+3+38=1L,

| |

[ O ' [ 3 ‘ |3
Sy rgm gmp
e I8 gmp mpd
g p mpd pdv.}
m d ‘pdn d n s
d m pmg mgr.

! f “Dhruva tala—Chaturasra jati (Srikara tala) 14 i
" Motal Aksharakala»—1, O 1, 1, : 4+2+4+4=14,
‘M‘. (See Book I p. 55)
3; -~ Dhruva tala—Khanda jati (Pmmana tala) Ia
. Total Aksharakala:— 1, O 1; 1, : 5+3+5+5=1T7.

T L

b pm ;» regmpm r,.gumpd
: dp - ngdp gmpdn'




35 %

|
o e

srgmpdi
‘rgmpdns

sndpmgr

4 - Dhruva tala—Misra jiti (Purnd tala) I,
Total Aksharakila:—1. O 1. 1, : 72+ 7+7=23.
| 7 O | 7
srgmpdp mg srempmg
.rgmpdnd pm rgmpdpm
sndpmgm pd sndpmpd
ndpmgrg mp ndpmgmp

ndpmgrs

5 Dhruva tala—Sankirna jati (Bhuvana tala) 1,
Total Aksharakila:—1, O 1,14 : 9+24+9+9=29.

A | (@) |o | 9 >
SRGmpd pm SRGmpm SRGmpd.;
RGMpdn dp RGMpdp RGMpdn
GMPdns nd GMPdnd GMPdns
SND'pmg m p SNDpmp SNDpmg
NDPmgr g¢m NDPmgm NDPmgr
DPMegrs rg DPMgrg DPMgrs

Legson 2. >
6. Matya tala—Tisra jati (Sara tala) II
~ Total Aksharakala :—1, O 1; = 3-+3+3=8.
|3 O ! |3
‘sr‘g sTr gmp e
rgm rg. & mpd
gm pdn,

' gmp

"3



36

| (@) | 3

i m p d m p dns
” s nd S n d pm
oy ta'd p . n d pmg
dpm d p megr

pmg p m gr s
T Matya tala- —Chaturasra jati (Sama tala) II,

Total Aksharakala:—1, O 1, =4-+2+4=10.
(See Book I p. 56)

8. Matya tala—Khanda jati (Udaya tala) II;
Total Aksharakala:—1, O 1, : 5+24-5=12.
{ﬂf—'t 2 I
s O | | 5
. srgmeg rg srgmp
rgmpm g m rgmpd
gmpdp m 'p gmpdn
mpdnd pead - mpdns
: sndpd nd : sndpm
» ndpmp I e ndpmg
dpmgm P m dpmgr
 Pmgrg m g pmgrs
El Matya tala—Misra jati (Udirna tala) II,
‘Total Aksharakala:— 1, O 1, : 1+347=16
7 ‘ el | 7
o= -
rgmpdp mg lrgmpdn
@r;mpdnd ,bm 'rgmpdns‘

m
f"‘d_Pmtw ‘!;id  sndpmgr
. ""'Vn(wlpm_grs

o 17:5 5
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10. Matya. tala—Sankirna jati (Rava tala) I,
Potal Aksharakdla:— 1, O 1, : 9+2+9=20.

| 9 ' (@) |9
SRGmpm‘ dp SRGmpd
RGMpdp nd RGMpdn
GMPdnd s n GMPdns
SNDpmp g m SNDpmg
NDPmgm rg NDPmgr
DPMegrg sr DPMgrs
Lessen 3.

31 Rilpaka tala—Tisra jati (Chakra tala) III,
Total Aksharakila :—O 1; : 2+3=5.»

O | 3
‘ST gmp
rg mpd
gm pdn
mp : dn s
sn : dpm
nd pmeg
dp ‘ mgr
Ppm grs

12. Ripaks tdla—Chaturasra jati (Patts tala) III.

Total Aksharakdla:— O 1, : 2+4=6.
(Sse Book 1 p. 56) ’

g
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13.  Rupaka tila—Khanda jati (Raje tala) III,
Total Aksharakala:— O 1; : 2-+5=7.

O |5

STr srgmp

rg ; rgmpd

gm ‘gmpdg

m p mpdns
sn ‘ sndpm
nd " ndpmg

dp dpmgr

Pm pmgrs

14, Riipaks tala—Misra jati (Kula tala) III,
Total Aksharakala:— O 1, ;3 2+7=9.

- | 20
sr s‘rgm.pid*n_ :
rg rgmpdns
sn sndpmegr
nd ndpmgrs

15. Ripaka tala—Sankirna jati { Bindu tala) III,
Total Aksharakala:— O 1, : 2+9=11.

o E
sr = SRGmpd
Ne o : RGMpdn
[F A Sl g i  GMPdns
Bd e oas. ...  SNDams
B ed - i NDBag:
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Lesson 4.

ot T e | liampa ta]a—Tlsra, jati (Kadamba tala) IV,
Total Aksharakala .— 1, L O: 3 F1+2=6.

| 3 v O
srg m P
rgm P e
gmp d N
mpd n S
snd P, M
ndp m G
dpm g R
p'mg r S

gty ha.mpa. tala—Chaturasra jati (Madhura tala) IV,
Total Aksharnkala — 1, O: 4+1+2=17.

| .

@)

C

smegr
rpmg
gdpm
mndp
p;ind
spdn
nmpd
dgmp
prgm
msrg

"o pgveaoam gl
nmaRY ©LZUvgz
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18. Jhampa tala—Khanda jati (Chana tala) IV,
Total Aksharakdla:—1, \/ O: 5+1+2=8.

| 5 e o
srgmeg m P
rgmpm P D

‘gmpdp d N
mpdnd n S
sndpd P M
ndpmp m G
dpmgm g R
pmgrg r S

19. Jhampa tala—Misra jati (Sura tala) IV,
Total Aksharakala:—1, \“ O: 7+1+2-=10.

(See Book I p. 57.)

20. Jhampa tala—Bankirna jati (Kara tﬁ..la.) IV,
Total Aksharakala :—1, \“ O:9+1+2=12.

| 9 4 o)
SRG‘n')pm P D
RGMpdp d N
GMPdnd n S:
SNDpmp m G

g R

= g




4
Lesson 5.
21.  Triputa tala—Tisra jati (Sankha tala) V,

' Total Aksharakala:—1;, O O: 3+2+2=17.
(See Book 1 p. 57)

22. Tripruta‘ tala—Chaturasra jati (4d7 tala) V,
' Total Aksharakala:-—1, O O : 4 +2+2=8

| 4 @ J, ’ @]

: smgr vsr gm
rpmg rg m p
gdpm gm pd
mnbndp ‘mp . dn
ps'n'd : pd ns
spdn sn dp
nmpd nd pm
dgmp dp mg
prgm : pm gr
msrg mg rs

. 28. Triput; tala—Khanda jati (Dushkara tala) V,
Total Aksharakala:—1; O O . 5+324-2=9.

bge © | O
srgmp gm pd
rgmpd m p dn

~gmpdn pd ns
sndpm dp mg
ndpmg pm gx ¥

dpmegr mg rs
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24. Triputa tala—Misra jati (Lila tala) V. ;
Total Aksharakala:—1, O O : 7+2+2=1L

B 0 o
srgmpdn m p dn
rgmpdn; pd ns
sndpmgr pm gr
ndpmgrs mg rs

25. Triputa tala—Sankirna jati (Bhkoga tala) V,
Total Aksharakala:— 1, O O : 9+2+2=13.
|

| o ) Siie

SRGmpd m p ; dn

RGMpdn pd ns

SNDpmg pm gr

NDPmgr L mg rs
Lesson 6. °

5. hts Bla-Tisws iobi $@nnia sk VI,
Total Aksharakala :—1; 1, O O : 3+3+\2'+2= 10._

o oy Heege T8
- srg rgm
rgm gmp
gmp mpd
mpd pdn

can i ndp

wAO=2 »w 20
IO »z20%

088 ¢



-
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27 Ata tala—OChaturasra jati (Lekha tala) VI,

. Total Aksharakala:— 1, 1, O O : 4+ L 4+2+2=12

{4 Ly | O LFy
sr-gtﬁ st gm 12 5,
rgmp rgmp D D
gmpd gmpd N, N
mpdn mpdn S S
s.ndp sndp M M
ndpm ndpm G G
dpmg dpmg R R
opmgr pmgr S S

98 Ata tala—Khanda jati (Vidala tala) VI,
Total Aksharakala:— 1,1, O O : 5+5+2+2=14.
(See Book I p. 58)
99.  Ata tala—Misra jati (Loya tala) VI,
Total Aksharakala :—1, 1. O O : 74+7+9+9=18.
| 7 | 7 O - O
sRgmpd Srempd N N
rGmpdn Rgmpdn g S
;Ndpmg Sndpmg R R
Ndpmzr S S

nDpmgr




”
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30. Ata tala— Sankirna jati (Dhira tala) VI,
. Total Aksharakdla:—1, 1, O O: 9+9424+9=022. |

] bo 1] 0 @)
‘sRGMpd SrGMpd N N
rGMPdn: RgMPdan S S
sNDPmg SnDPmg R R
nDPMgr NdPMgr S S
‘ ‘ Lesson 7, ’
31. Eka tala—Tisra jati
(Sudha tala) V11,
Total Aksharakala:-1,—3.
: .
srg
rgm
gmp
mpd ‘ .
pdn 32, Ekatala—Chaturasra jati
e (Mana tala) VII,
s o d , Total Aksharakﬁlp:—-l‘—&

ndo .~ (See Book Ip.58)
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33. Eka tila—Khanda jati 34. Eka tala—Misra jati
(Rata tala) VII, (Raga tala) VII,
Total Aksharakala:—1,=5. Total Aksharakila:—1,=7.

[ 7

sSrgmp
rgmpd
gmpdn
mpdns
s.ndpm
ndpm§
dpmgf
p’mgrs/

srgmpd;r
rgmpdns'
éndpmgr

ndpmgrs

35 Bka tala—Sankirna ]a.tl
(Vasu tala) VII,
Total Aksharakala:— 1,=9.
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Lesson 8.

ADDITIONAL ALANKARAS

Dhruva tala—Khands jati

|5 O |5 | 5
sm G m x g sgRg Srgm
rpMp g m rm Gm Rgmp
gdPd m p gpMp Gmpd
mnDn pd mdPd Mpdn
"psNs dn puDn Pdns
spDp nd sdNd Sndp
nmPm dp npDp Ndpm
dgMg P m dmPm Dpmg
prGr mg pgMg Pmgr
msRs gr mrGr Mgrs




- Dhruva tala—Misra jati

it o) |7 | 7
smerg s sgRgsr SRGm
rpMpgm rg rmGmrg RGMp.
"gdPdmp gm gpMpgm GMPd
mnDnpd m p mdPdmp MPDn
psNsdn pd pnDnpd PDNs
dp D pwd S i s ANEdn SND p
nmPmdp nd npDpnd NDPm
dgMgpm dp dmPmdp DPMg
prGrmg p m pgMgpm PMGr
msRsgr, m g mrGrmg MGRs




~ Triputa tala—Misra jati

Ata tala—Tisra jati

£ P o o
 smumEam | sr + 1
rpmpgmp rg | mp
gdpdmpd e b opa
mndnpdn ‘m p dn
| psnsdns pd ns
7#""‘;1“"(19“&'1’ sn dp
.‘,‘nmA..pm'dip\n nd p m
dgmgpmg dp | mag
P"gl'mﬂl‘h pm ng
: ma ‘r‘l/g"rl m‘g" rs

| 3 | 3 O O
srg mgr sr gm
*Em pmg reg m p
4‘gmp dpm gm| pd
mpd ndp iyl dia
pdn snd ol a L
s nd pdn s n dp
ndp mpd’ | e wm
dpm gmp | dp mg
Pmg rgm Pm| gr
,;nsr srg m g

rs g




CHAPTER V
) g GITAS

~ The four gitas in Malaheri vaga included in Lessons
: 9"-312are the eompositions of Purandara Daga, -
"Q

: Lessen 9. :
15.; ~ Malahari raga--Riipaka tala {B e
- : Sdpmgrs
1 L %aqwzfasga SHT RS SOSES
i @0 EE OHWE T BoT T WHEDHS
@025"86 0%y T |

e %gwﬁm X D28 %8&):\"’0&3’ B ¥ 53 (®0)
- 8 Fedogd o seig B B S S0 (Uo)

L @ mmrg @l & raudt swr &HETE T &iflelsenr
svm@ufrgn sv@ﬁsmr Ylour w5 gor Baus
: avmkouzre;r m@ﬂamu
e mﬂ;ﬁ 1 s samGonalls 0fls 5 disrus Gz sGuor
oy 5Cuor (evb)
3 mw aﬁ@un‘@ uds b‘tv/TGGWTr&‘ﬁLD ©s nCwr sGor
e (ov:2)




Vignesvara gita.

O

O b

O I A~

m p d s s r
~ 8ri . Ga na nd tha

ﬁg.
3 Saknl&vidya.

Srmgr
“da ra

Sld dJn chd . ra na|

r s d p m p
gin dhti . ra var na

ga na se vi ta

+ wdl pu ji ta

s regr S
la ku mi ka rd

s rg;'sﬂ

a ku mi ka ré |

\

rmopdmop
ka ru na s ga ra
gid dhi vi na ya ka
g . rvo , tta ma

rmpdmp
am ba su ta

d pmgrs
ka ri va da . na

te . na mo na mo
te . na mo na mo

d pmgrs
amaravinut_a

S
SR A L e ok

Ganakrama-'rhe three khandikas in the above gita have the same mugic; at the oonalu‘,-i
n of “"h the pO!'hOn marked within brackets [i.e. Lambodara. ..ls.humlkara] shﬁuld be sung.

SR
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Lesson 10.
S L [srmpds
15. Mn.lahs.n' raga—Ripaka tala bead e
1. SoBET 8 TBL5 HoBT oS SrEHKe
H0oE HGFHEE HEBo¥o Tz ||
2. SrH%d DoFELS DY, YWY (m)
3. SoBFTrH Do 2D HoRATTOH FHSHF <&o)
3 & ®hsbaer s Q@sorfar & rmy wrere @
LOBSTT (&6 ST 108 15 &1D aured sar i

2. Gamwa. alibaprever dichirasy sMmEmsT
(wisrr)

8. ssswrn wigSal wsFriu wrenw@  (wisrr)



Mahesvara gita.

@) k. o) [ ,l 0] Ey

rm pd mp dx:x.'as'dp d p m g r s

e kun dagau . .ra|gau . ri . va ra | mandirs J ya | md& ., na ma ku ta
o s . o ldn o b sans | v pd . .keha | karumd . ka ra
K Chandamé. .me| man . di.. kini | mandizrs Vi mé . na ma ku fta.

.{S R - R d pmgr s erg“r 8 rogiy S
i t man d& ku su ma . ka ra ma ka ran dam . . vi . 8l tu vadl

Ganakrama.—The above three khandikas have the same music; at the conclusion of
eaah, the portion marked w1thm brackets [m&nda.m.........vamtuva.] should be sung.
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. Vishnu gita : Lesson 11.
: ' A - srmpds
g 15, Malaharl raga Tuputg. tala { idivid s
1. ®300 B TTASD $55 SBES 508 Tl i
800 ¥ 878 TAGS SOODETW @ w28s |
SpoH Ftee §°TS ‘F‘Kﬁén .
2. (F gUoxt Deoron Hn ¥mes T& st (Feaw)
L @QsGrwtr @ G50 r0s #3068 arao@sor i

&ﬂ’@ﬁ@ﬂ'lf
apflu smenQ@grers s Lrdua apfovwiluQem uirg
anflu s@garagrorrs Lnrswa UuSES o

2. Wyrisr dil. e Frosrer sivavaBey usBCrr
(epfur)

. oo s no 00 @
Tdod & 4 P mp ddp mm P
kere ya ni . ranu| ke re ge c¢ha . 1l
dds d P mp dd p ‘mig r.=
va ra va pa de da va Yam ot ko L nl vo
8 i 5.F '8 ¢ dd p" mg r s
Hari ya ka ru mnado la . da bha .gya va
d pdS dop d dp mg r s
Ha ri sa mar pa ne ma . di ba du ki ro
ls rr s r s r d dp megr sk
(Ha ri ya ka ru na do Ia da bha .gyaval

2 des dp mp did p. - m. P
Sri .Pu'ran . da'ra vii famda s Nea L e
f‘n:l ds dp wmp ddp mg»s

cha ra na ka ma la va no . di ba dw kiro
Here, repeat the portion within brackets. and coneclude.
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Lesson 12.

15. Malahari raga~—Triputa tala. { srmpds

Ssdpmgrs
LEHTIY” HHHD :)zsoe?*sa SQHoay
pHTSoTg DHeBT” dGromd ST
EEBITE GEKToHS G5y 8 58 St
SHEFeE BH ab TEY HRILY TOHTWH
(%&&T?p")

2Dan 0T B T IFSETORT SB- FD
B I8 wH Ty 0To X HT° oww
VDS HB oL négag‘é THTS (6&59'#'2)")

wgesrur uroL@esr UreRGurE ewaesUr
B girassur donslsr dapisrs Crranem
e 5B0anm e reruer 2 arenCgrenens waor
: ug@@mrrﬁgm us@u'ﬁ,w WEGHPERpS TTLOBTLD
‘ (v giosrur)

: ﬁ:gm.pmr urevar sGuer nGwr Quargrusr sGuor 5@
. suUrg ev~ uC@rs mﬂ@rmprw@@ r&$8e
_qﬁﬁm qﬂ'ﬂfﬁﬂ'ﬂnl-l_am umm@r I BIL
; : (ugmmrur)




Vishnu gita

e o o

[ 00

I's O O

[ s o_Q"

‘» 8. d S 'S
Paduma na bha

¥vidura van dyad
pmpd s d s
u da dipi v& . sa

ddp P pm
ya du ku lo tta ma

mgrmm@P
pa ra ma pu ru sha
vi ma la cha ri ta
r ed dsdp
u ra ga 8a ya.na

Rmmgr s
yaj na ra . ksha ka

s Ddpmp
pa ran jyo P o)
vi ham ga . . di

ddpPpm

u . nna ton na ta

S s dddp
yaj na si ., kshaka

i e om g e

svari . pa .
Yo' . hw - mg

r m m P P

ma hi ma

Ppmg‘ra

Ra ma nd . . ma

Ir s d S Si
Il Pa du ma nad bha I

*The music of this line is the same as that of the previous line :
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Lesson 13.

99.  Suddha saveri riga—Triputa tals. {332 P %7
oRBYE 9938708 SKoT 5, HTm H¥30 .
BEHI 0 BT TT ©... v I HBPo Fo |
2Bbrea—é .’o&’u?‘@ Yoo B3y 0 ¥ % o0
FESoHH BB ©... DTS BinBo Fo

YerGasr ajeralSuras sm Fravgr o Ferearn

sror Zaenn gror uflesGrlr o. .Cew sauramr

uflsgiLern

BLTROL awEe) Frew ST l__}mrmrr&a?mm)a sren Hewanid

* gror uflss Crlr o Cavmarapr ufle gbero U

lB O O ls O O
rmr r s d s S s d p m p
a nale . ka ra vanni bo . la ti
(dds Ddop pmr dd dp
sa ka la s38s trapu ra .na dhi . nnam .
E-p'd d . d p Fpmp dap
ta la dhi . nnam ta ~la @ iipa.Ti phato
pmr & r. s v pmp s s r
dere w10 B
ppd» PP mr L S 40 M M

. % S S se . tu va ha
d pdS Si

| pa ri gha tam nam |

Repeat here the portion

rrs dp mp within ~ brackets ~ and
jata. - ju . .. fa conclude.
4
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Lesson 14.

GHANARAGA GITAS

Ambika gita °  Appayya Dikshitar
srgmpdns
36. Nata raga—LIka tila :
Snpmrs

a8 ¥28 bRt o] kﬁ(»é 5»4)5 ¥y8o

&8 ¥ %850 78 S50 Bo¥moll

ot suf urr Orof pai Eapsn

ot aGrrs sfsn Qaorfl Fraar umszm 1

| ?
|4 ‘ |«

| 4 |«
s s sn Pssn Pmgm
a mari . V ka ba 11 . bha & 0w
FHeR T e
bhra ma ri . mu kha ri . kruv ta m
P n sr mr s r s s s n
i e R ka ro . tu dt)l‘ritam.
Pnsn todostgia e e b Rl
- Gau . ri . ~chara . na |pan . kajamll

e



Lesson 15.

Sri Rama gita

29.  Arabhi raga—Triputa tala % srmpds

Ssndpmgres

33 L§ T o T 6?{\»5 0TS T
U‘(\’ -50[.“-' esa s 303853\"3&?
a5 ions BB S TESTIRE WoENT

® .99 93 ¥ .33 a5 Y. q§“r3 83 us Hood ST U

GrGr arn evgrr 1@ abs Fosr

TrECREETT B sos o00 YFN5 o Gurag @&Cr

oS grsCeyress o Grlr Brr rragme=r H55S0T
5. Qu@u 5. QuQu .. Quibr Far ger

wo Fr(hwroar i






S

el e il 6] @)

5

(=¥

C]
o
Sh
®

-]

o ¥

ds dd dp

& i ya 1oyacbin 1 ya iya
Bnip d s S S s dd P
& o 1 vR e . di na ja na man
. Pmp mg r r ||| Here repeat the portion
' within  brackets ‘and
da . ru ma . msa va || conclude.
Lesson 16.

Laksh;ni' gita
®
228 .M'ahana raga—Rupaka tala
e SEDE HyHaed St ST
%DM BE Bk SIS Fergrd
AHIHHY Hmete AHRH (DX e
SHB(HSO ToX m-ows oe0DTPeo mrowd

{srgpdé
Ssdpgrs

B BIwSD woHROHBSH 1}

i aref e @ SLTen e [ anGar Fer rren?
' wmRrun urleem sw=r s st
'fﬂ@uma;u GarGorer drsnu OrsSer

aur:‘asi.nﬁu'mévamrruﬁ amep R s sTUE

i gwjéjiSl_aglr ewerger @t RBU B Bw )

(] e
y ; »






65th Melakarta ; Kalyani raga —Triputa tala { i
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Lesson 17,
- Vishnu Gita

srgmpdns
sndpmgrs ,

EDous? DHemsons ¥os555 ¥ mzr-om—f,%
EX00i0 D Yoo

TESE T STIBES 5B He wot

RN TG SH0T 0B |

&' 8
—0

SLOGZZ FoT sﬁma)m‘“ﬁu_,azﬂ &.f’”uy‘g, a@@mq\pﬁ

5@6&1’8‘D’\D‘§ &L [6\)5177)'5”

. Bs@srar ev=rdCusear arsBae en=r LISrrssw
: & » HOrrgs

SAHaTFIO S ELoMSTHST ||

b o0

ls‘ O @)

O O

l s

: s.ggndn;
ka.malaja,dala
dpm pgrs
na . mbu dhe. .

: R 5 S .
2 ol s TR
gmppddn

va ra dave. la.

m P mgrs
kamuls

nd pdpmp
vi ma la su na ya na
d4dd g2 G
ka ru na sa ra dhe

gmpmpdp
ke | sl na ra ka .

dpmpgrs
su ra pu ro . ftams

R . 5" sd

kan, . ta

LS

gmppdda
ka ri va ra da karu

m P mgrs
ka ma la .

ndpdpmp
su ra vi bhe . da na
ddd e e G
ka ru na sa ra dhe




64

_Lesson 18. S
%3 .o

{srgmp dns:_%-;_: |

$ndpmgrs

L&v‘s&-ﬁo[}f L@éa’haa'-é '::;i)_'(: S’v"gc'a o VDT

8 op Boptsss S630% AE0TT0 MoKy SBY 11

. 90 Bhairavi rdga—Dhruva tala .

Wriw FEgr Fflgurfizgn s ewsens 56.\311_!”:6‘03!
Gon g Grre alf gr 1ps i Burgan Foal @
Brssrn whger wrsoe) 5

N.B.—The foreign note chatussruti dhaivata ie shown
with an asterisk wherever it occurs.

»
R o S

Jai o 4 b
g rgm P m gr g m P M 1
aric Ra o ma | chan . dra gri ta pa ;

$ s p mp|g r
k& - ilye . na | gu na
g £

rreg g  mm
soimukhal < v A bho . ru ha

'p*d'*dn'nsp*dns. rgx:s
cham . . . oha j 2l .o ke
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L : - Lesson 19.
: [Paidals Gurumirti Sastri
sgrgmp*dps

20. Anandabhairavi raga—Dbruva tila} A e
o L?U‘K:-:ﬁoLZS TRe~g ?“Ks&né" 53'.’:-6" a¥ ot 8o
BSBS 58 570wy 537 5708 w5V AF emyBas
vPeets JoadSTn OGRS Do e T (5P T

VAGRS oo~y ax;ﬁ-ézss .5e):>g....|j R Bl

ur gnf Lgh rowessr Qesrevavwr Lirswenin

s Garr Belw usgio Ssalsa s1ls srus
riorsrss ev=revsuws Bs oyibahsurer
8aCars asfs sran gyefsger wsgrr
BT ST (ITLiTaun %@55@(5 SLOGVT F=fs :
BsueBagy € aicar.... 8 @@ apisGsn

e © L4 |

(5 S : g r $ gg m| g rsn
pa hi sl . Ra . . ma|chah. . dra

bha . . gya ra p§.

s n N S S
di sa me bhak tim

G m g rgrs
ka mi ta da . ya ka
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fa ) e [
‘B D g g m g mdp mgr s
‘Ra ma ka nta Su ra se . - VY&
P M P m g pm | g r s r
gi ta ) mru ta pa . na
s nsg g m pd pm g r S
a khi la lo ka |van . dita |cha ra na
Ss -9 P m m pmg G m m
& sri ta j@ na | man . da . ra
p n N S P s nn S S
ja la j3 ta pra bha . Vi
Piig g Fos b n-bd d ppm
a di opun jita i ams 1a . ksha
gm p d P m mdp m g rs n
ni ga ma ve dys la va . . rna
$ g g m P m g r-g m p. &P
(&) ’! .
D P m P-m p mgr sl
sti . v Gu o bmu .rte fl

Here, repent the portion within brackets a B‘,éo,x‘zeludef
Loy ; SR B : . s ! g
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Lesson 20.

JATISVARAM

99.  Bilahari riga—Adi tala. srgpds$

‘Sndpmgrs

Note —-This composition though strietly a jatisvara, is,
popularly called a svarajati. The sahitya Raravenu gopa
bala given here is a later interpolation. Faulty Prosody is
8een in some parts of this sahitya. :

S e D
o

BT Bew S0 T~ ored “Hw zoner ||
; ® DD © 9
T DY D HOTH §t5¢éo |l
B T oS e
L. 58000 KeHZoDIT™ S HTHED Hand” Fa6%01
2. So¥ Rave~ N R0 FSever b
QO&U‘;D" EHHAST FeBHOEX T RHHX KAHY 11
3. DeoITHH TESI SIS Do-DS ¥ SeoKHTT
s’aaz%m HEHE T oHT A oTFIFY oK |t
4 T SKSE T BB v 9555 der
B HHSH H eess 5 KD Jtoe
8965 Dodrom HoX e DR ETm I8 Fo¥
DHWHIHT® FB00 T HOHE 0T T BB
5. v Boge SHEENE T8 BechoXE F¥dwe
SHA"D D Fto DoHE HIT> BEe~0H L ST
T PEOSNBONE FeHACHISISE N THROH DowoNE”

50 SUATHT® T2V SOHHT® DBREVE 11

. : a -
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wdsvad
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Pallavi

B iay G P D SND P'd’pmgr-s ros o od Sl
vA . ra ve mu gopad ba la 14 ji ta sa . dguna ja ya g o
Anupallavi .
. s G P M . g PD R .s NB P, m GR
g . ra saksha ne ., rame mi ma& . ru  ba ri ko . rva le ra |l

Charanas

*, g pdrssB8g2eg6G rrRppPmgG-rsSr sndl
na na vi lu tuni gar va ma dam chi sa da na nu ni ye da pai da ya to po du g.u el

(mgrg)
2.S,rG(",-G:;-rg P.,.p P P P : ke
nan g go pa 18, 0, —ne'y . Den . do ho ja Ta i

S s‘SSE r s nndP-pdpmg gR-gomg v sr gl
vin . dari ra sa dama la ma dito mu da ma la ra ga na ke du ri ga é‘adiyara 1!
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e

3. ppP-ir-R-g‘pl_n gG; gpmgmgrs r g r s S
pa lumi ru nu gira vamu nanin.  bilachina balu kavu na

lu ga ku ra

rspd.S;mgrgP;dpdiS;}]sndpmgrll

ka ri va ra da . mari marina ya dha ramu gro . lara kaniks ra mu ga Il

‘4.P;mgrgD;mgrgP;mgrgPPP
ra. nagadhara 13 . mu ra ha ra rd . bha va ha ra

rd ve ra

G';r:;;nd'R;;;‘nd .S;r.s-ndés‘S;
I , maguvana 1., la la nanu 1 so ga si ni che ko ra .
B % s RR R::Risn DD D;

ko 1l kalimpon di. denda mu ni ye da ,

P.m g G G

je re nu nin jen

G;-s r gdP;-rsr g Si-grx s ndpmegcrsadl
da . maruvaku ra. karamuls che. mari ma ri ni nu s& ra na ne darall
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% Dipd pmgr G G: .pdpmgr G G :.pdp m
nd, ta la pu la samagir chan. sara sata velayan gan . karamuls

g g rg s s 8 8 8 8§ :35 rG raP dpDongy s
na nu go ni chi tta mu mep pim pan . ma ri vi terald nu chu ni vasa muna

Dypmgr 8 B8:-RasndeD D: Gis napr

nid ga ka lamu jer pan. mi ru ni yani lo nan . 88 re.ku ja ya mon

R; -Srg srasnD;.Pdnpdpm G- gd pm gr |
dan . nivi tu vala gonu ra, nikidevalayunu risara gu na nitull

*The dhatu and matu of charanas 1 and 5 are later interpolations



CHAPTER VI
ACOUSTICS

A musical note is produced by a contmued vibration
of regular frequency. A complete vibration is & whole to
and fro movement. Musical notes are measured in ferms
of vibrations per second. The pitch or frequency of & note
is its number of complete vibrations per seecond.

If the frequencies of two notes bear the ratio 2:1,
the former note will be found to be the octave of the latter.

In other words, if the pitch of a note, say like the
madhya sthayi antara gindhara is equal to 300 vibrations
per second, the piteh of the tara sthayi antara gandhara
will be equal to 600 vibrations per second and so on.

A % interval is called a major tone and is a
Chatussruti interval

AN . S minor tone and is 2
tisruti interval

i6 : 3
ATE - semi-tone and is a
. dvisruti interval

: The chatussruti rishabha is a major tone above the
sha.d]a‘ the . untara. ga.ndha.ra is a minor towe above the

‘ A;ehntnssmtl rishabha; $x 12 =3. ; the suddha madhyama ls a
: Ieml-tone above the antara gandh&ra = X}y—-

 The ma.mr tone- and the ~minor tone dlffer b an
;nGerval alhé' comma (pramans smti) 'g‘ﬁ'u=w ‘ '

R A R R S
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TABLE VII

lemg the relative frequencies oi the svaras of the

Sankarabharana and Mayamalavagaula scales, assumlng
sa= 240 vibrations per second.

Relative frequencies of the svaras.

Name of the raga i
: slr glmiptdifn S

won
XIS

Sankarabharana 1| % L 2

240|270 | 300 | 330 | 360 | 405 | 450 | 480.

Mayamalavagaula YEIG g An oo g A8 2

240 |256 | 300 | 320 | 360 | 384 | 450 | 480

The sthayis proceed in the ratioof 1, 2,4,8 ete. In
consequence, the vibration numbers of the corresponding
notes of the sthayis also proceed in the same ratio. For
instance. the vibration numbers of the note ¢ in the
different sthayis are in the following ratio :—

- Mandra Madhya Tara Ati.tara

sthayi sthayi sthayi sthayi
& g g e
i
1 2 4 8
” 4 » ks, o
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Some problems
Problem 1. The tara sthayi suddha madhyama is equa.l
o 640 vibrations per second. What is the frequency of
mandra sthayi panchama ? -
m=640. .. $=640++=480
- 8=240 and s=120
. p=120X3=180 (Answer).

Problem 2. Two notes have the frequencies 320 and
480 vibrations per second respectively. Assuming the note
of the lower pitehfto be antara gindhara, determine the other
note ?

Antara gandhara= 320 vibrations per second.

shadja=320-+ §=2320 X 5 =256

Now wfn'é%=‘ & =kakalt nishada (Answer).

Hormonic Series.

A harmonic series of motes is a series of notes whose
‘ v:hrntxon numbers progress in the following m'oportlon —

123456789101112«0‘,
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%
TABLE VHI

b .Gfgv‘ingfthg frequencies and the values of the npfes up
to the 12th harmonic :(—

-

: Name Interva! rs&md

No. Frequency | - of to
! the note . one octave

1 240 g 1
=g 180 8 2
e 790 D -
4 960 5 2
5 1200 g 4
e T P 3
7 1680 = I
8 1990 & 2
9 2160 T 3
g 2400 T g
i 2640 —_ 5
12 9880 ° 3

L Note :v~—'71‘he gvaras = 8 T g p with three dots
- above them, belong to the ati ati tara sthaysi.

» »
» »
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If a stretched string like that of a tambura or &
vina is plucked or bowed, the string vibrates as a Whole. %
The amplitude of vibration is greatest at the centre, and
this part of the string is called the antinode. The twoi™
ends on either side of the vibrating length of the string are -
at rest and are called the nodes. A node is a place where
there is no motion.

Every performer on a stringed instrument like the
vina or the violin knows that :—

1. When he plays on open strings, the entire Iength
of the string vibratess

2. When he stops a string by pressing his ﬁngerb
against the finger-board, he makes only a portion of its
length i.e. the length between the bridge and the finger to
vibrate ;

3. With the shortening of this vibrating length of
the string, the pitch increases ;

4, With the increase in the tension of the strings
the pitech increases;

5. Thicker strings give notes of lesser pitch.

These truths are summed up in the following laws
relating to the transverse vibration of strings :—

1. The pitch of a string is inversely proportional
to its Zength

9. The pitch of a string is mversely proporttonal
to zta thickness.

3. Thepitchof a string is directly proporttonal to
! tke $quare root of its tension.




CHAPTER VII
TECHNICAL TERMS

Accidcntal, the anya svara or the visiting note in a
bhashanga raga.

Adhama vaggeyakara, see under viggeyakara.

Adhara shadja, the shadja svara that is taken as
the key-note or sruti; tonic rote.

Adi, the name given to the chaturasra jati triputa
tala; |, O O Avarta = 8 aksharakdlas,

Alapana, exposition of a raga.

Antinode, the mid-point in the vibrating length of a
string and at which the amplitude of vibration is mazimum.

Antiphony, slternate singing of solo and choruss or
responsive singing of two groups of singers.

Anupallavi, the second section of a melody in:
Karnatic music : also see under pallavi .

Anya svara, visiting note or accidental; the foreign

. note in a bhashanga raga; opposite of svakiya svara. ‘Anya

svaras give a flashing touch to the melodic beauty of
~ bhashanga ragas.

App]ied music, compositions wherein the musie
serves merely as a vehicle for a specific purpose. The

: sihitya is an important factor in such compositions; ex’

sacred songs and songs belonging to operas.

L] >
E . »
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Asraya raga, the prasiddha ragrz'\ after which a mels
is named. Thus Sankardbharana is the asraya raga of the
929th mela, Dhira S&nkarabhumna - :

+ Audava raga, a rigd wherein only five of the sa‘pta'.'*"
svarag are represented in both the arohana ;_mﬂ avarohana
i.e., two notes being varja both ways. Ex. Mohana and
Suddha saveri. . S

Audava.-audava raza, same as audava raga,

23 .

Audava-sampurna raga, a riga wherein only five
of the sapta svaras figure in the arohana and all the sapta
gvaras find a place in the avarohana. Ex. Bilahari a.nd
h‘&bhl. '

. Audava shadava raga, a riga wherein five of the
sapta svaras figure in the archana and six of them ﬁgure
in the avarchana. Ex Malahari. :

. Audava, Shadava, Sampurna, terms used to
~ deseribe the arohana and avarohana of ragas; they indicate
the number- of svaras present in the aseent and descent.
Thsy reSpactlvely mdloate the numbers 5 6 and 7 :

Auda a~svarantara raga., a raga w1th an a.ndava
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hqga, the pame given to the sankirna J&tl ﬁl‘lputa.
f ﬁh 1o © O Avarta=13 akshar&kalas

> Bhuva}na, the name given to the sankirna jati
dhruvatala; |, O [, |4 Avarta=29 aksharakalas.

: Biﬁau, the name given to the sankirna jati ripaka
tala; O |, Avarta= 11 akcharakalas.

Chakra, the name given fo the tisra jati rtpaka
tala; O |, Avarta=>5 aksharakélas.

- Chana, the name given to the khanda jati jhampa
ala; |, \ O Avarta=8 aksharakalas:

- Charana, the third section of a melody 'in Karnatie
music ; also see under pallavi.

1+ Chatarasra, four’

s Chatusvara vakra raga, a vakra ragas with four

l . -
vakra svaras in both the arohana and avarohana.

Chitta tanas, set esercises for developing the finger
technique in vina play. :

Dance form, a composition belonging to the sphere
of dance music.

: . Dbhatu, V(w&) the music of a composition as opposed
to the matu (m) or the words; sahitya or text of a musical
\eompoai’tion. S

Dhua, the name given to the sankirna . jati ata tala
s 1o O O  Avarte=29 aksharakilas.
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Drone, a musical instrument that is used for sounding b

the key-note or srufi. It is Fept sounding throughout
a .musical performance  Instead of the drone musiec,
giving rise to a feeling of monotony, it makes a most
pleasing back-ground and greatly enriches the effect.
Drones like the ektar and oftu give single notes—the
adhara shadja. These are called monophonous drones But
the tambura, the best of the sruti vadyas, is designed to give
the basic shadja, panchama and the higher shadja, in addition
to rich harmonies. Drones like the tambura and the sruti-box
designed to give more than one note at a time ‘are ecalled
polyphonous drones. Drones of the stringed group are
played on open strings.

- ¢ Dvisvara vakra raga, a vakra raga with two vakra
gvaras in both the arohana and avarohana.

, Dvisvara varja raga, audava raga.

Dushkara, the name given to the khanda jati triputa
tala; | s O O Avarta=9 aksharakilas.

~ Ekasvara vakra raga, a vakra rags with one
vakra svara in both the arohans and avarohana.

+ Ekasvara varja raga, shadava riga.

Equal temperament, a system of tuning obtaintng :
= m key-board iustruments of the piano type. Here the
sthiyi is divided into twelve equal semitones or intervals,
~ with the consequence that the frequencies of all the
: m*as are ahghtly below or above their true ratios.

G&mllutvum, the name for mnslc in anozent works.
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i Gmdhru veda, the branch of vedie study 'dealing

~ with musie. Itisone of the four upa vedas; .the other
three upa-vedas being Aym veda, Dhanurveda and Artha\

sactra
Gandharva vidya, musie.
Gati, the undor-lyiig thythr.b of a tala.

Ghavnaraga gita, a gita in a ghana raga like sta,
Gaula, Arabhi or Sriraga.

Gita, the simplest of the musical forms. It has not got

_ the division into pallavi, antipallavi and charana. It may
however have 2 or 3 sections or khandikas.
' ™

Gita prabandha, a prabandha of the gita type.

Gupta, the name given to the tisra jati ata t&la.,
s |¢« O O Avarta=10 aksharakalas.

Hl_nduathani music, the system of music prevailing
in North India; also see under Indian music.
Homophony, see under polyphony.

Indian music, the system of music in vogue in India
It is one of the oldest systems of music in .the world.
The bifurcation of Indian music into Karn3tic aud
Hindusthani sub-systems came about 7 eenturies ago.

" lostrumental form, a composition intended for beiné

~ played on instruments ; ex. marches and overtures.

lhtarv-l, the ratio of the frequency of a note to that of

& lower note.

".Jinlka raga, a riga with a samplirna, non-vakra
arohana and avarohana and with svaras which retain their

p‘ ’. ' 5 =
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identical chardcter in Both the ascent-and’ descent. Me‘ldﬁs._r;; -
raga, mela riga, karta rijg”é samplirna’ 1aga, fundamental
ragh; root-riga and primary raga are other tertus - aignifymg‘
the same concept. AR

Janya raga, derivative raga. = .iv

~ Jati, (29) the nama givento the tala solfa syllables:
taka tari kita naka tatin gine tom; Patam; §¢_),1k_att“u
(Qereval @), ; : 1 W0 s 2}

« Jati, (‘"a) kind. :The term *is used with reference
to'the laghu. T‘ié’ﬂve_kiﬁds of the laghu are: 'tisré";j'i”ti'?
~laghu | ;, chaturasra jati laghu |, khanda jati laghu %

miisra jati laghu- | , and sankirna jati laghu ... -

Tho term also mgmﬁes the old Indlan mode of tha.t name.

. Jatxsvara, a co,mposltlon ve1y muoh hke the svn.;rsjatl;
in poini of musical structure and armngement but
without a sahitya. T has  the* dlvmon into paﬂavl.
anupallavi and charana.” The cﬁaranas are in aliferer;t‘r’
dhatus. eI o e e piton

-

_ © Just intdnatioh “In’ the scale of - ]ust mtonatlon‘
the notes that are employed are a.bsolutely true 1n ’f;helr',:!
piteh. O[iﬁ()site of equa.l tempemment 1% 2 :

bt 3 g e Rt 57
Kndamba, the name given to _the tlam .1at1~
tala Fei O Avarta.— aksharakalqa '

R lﬁdpmt—nmsih music already eebpoaa& n“&‘)‘&a:aady
for being parfmmed or taught it 14 itk 5




83 &

Kﬂa the name given to the sankirna ]ati ihampa
;i 1+ O Avarta=19 aksharakilas. :

Karnatlc music, the system of musie prevailing in
South India : b
g Kif‘fﬁ'figa,’ 'sé.me‘as"jahakd raga.
Katakam, a ra.ga leuoon contmmng the exposmon
of ragas in the form of tanas. :
» Khanda, section ; also five
. » Khandika, section of & ‘tnusical composition..

Krama, regular. The terms: krama aamp\u'nl,
krama shidava and krama avdava’ indicate that  the
arohana or avarohana signified by them are 'regularly
ascending and descending ie.; take a non-tortuous course
ln nddlhon to thelr sampumn sha.davu. or aud&vs. charsctet

Knla, the name given to the 'misra jati rupaka tals
O | Avarta=9 aksharakalas.

"i'::.l‘..‘a"kslidna,' the characteristic features; used w1th ;
reference to a raga, tala or muswal composltlon :

Lakshana gita, a composmon of the gita type,
wherein the sahitya lnstead of bemg praise. of God,
euumerates the lakshana of its raga. =

. Lakshya, musmal oomposltmns ourrent pra.ctxoe.

Lckshya glta, the ordma.ry glta a8 oontrasted with
the la}:shana. glta :

i ,Leklm, the name ~given to the cha.tnrasm ]sm atsu

U B e o i ®) A.varta 12 aksharakalas, '
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- Lila, the name given to the misra jati triputa tala;
| . O O Avarta=11 aksharakalas.

.« Loya, the name given to the misra jati ata. tala"
[: l: O O Avarta=18 aksharakalas

: Madhura, the name given to the chaturasra jati
jhampa tala; |, \ O Avarta=7 aksharakalas.

Madhyama vaggeyakara, see under vaggeyakara.
Major tone, a chatussruti interval (3).

Mana, the name given to the chaturasra jati eka tala ;
- | + Avarta=4 aksharakalas.

Mani, the name given to the tisra jati dhruva tals
[. O is | Avarta=11 aksharakilas,

- ‘Manondharma sangita, improvised musie.
Matruka padam, quaint phrases like @ iya, ti iya, a
tyam, va iya, oceurring in gitas and which are introduced
for decorative effects. _
» Matu, the sahltya. or the words of a musical ecompo
gition.
* Melakarta raga, same as janaka riga.
* Mela raga, same as melakarta raga.
Minor tone, a tisrati interval (12).
" Misra, mixed (misra raga); also seven.
' Mudra, the signature of & composer ooourrmg in a
musieal composition,
: Musical composition, -a piece of music set to time
, ldmmngfbfﬂnhhhm ofthefonn to which it
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+Musical form, musical composition.

Musical instrument, any contrivance, mechanism,
thing or apparatus capable of producing a musieal
uote.

Musical type, same as musical form.

s Nava sandhi talas, nine talas figuring in the
ritualistic musie of temples.

Node, the two ends of the vibrating length of a string
at which there is no motion.

Nyasa svara, a note in a riga on which phrases can
legitimately end.

4 Pallavi, the first section of a melody in Karnatie musie.
Compositions like the Svarajati, Jatisvara, Varna, Kriti,
Padam, Javali, and Ragamalika have the three divisions:
pallavi, anupallavi and charana. The pallavi is repeated at
the conclugion of the anupsllavi and every charana.

Patti, the name given to the chaturasra jati riipaka
tala; O |, Avarta=6 aksharakalas.

Polyphony, a type of music, where several melodies,
all of equal importance and each having its own individua-
lity are simultaneously sung. In the homophonic type of
musie, which also consists of several melodies, one part
sustains the melodiec interest and the other parts simply
form an accompaniment.

Prabandha, a musical composition; also the parti-
cular type of composition bearing that name.

Pramana, the:nnn_l_e given to' the khanda jati dhruva
tala: |, O | | Avarta=17 aksharakilas.
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Pure music, manodharma sangita ; also compositions
whose claims to posterity lie in the value of their dhatu.

- Parna, the name given to the misra jati dhrﬁiva
tala; |. O |, |: Avarta=23 akshara alas.

1

Raga, the name given to the misra jati ‘eka tala;
|« Avarta="T7 aksharakalas ; also melody-type

+ Ragamala gita, a gita in ragamalika form.

v Ragamalika jatisvara, a jatisvara composltxon in
the form of a ragamalika.

R;ja, the name given to the khanda jati rﬁpdka tala ;
O | s Avarta=7 aksharakalas.

_ Rata, the name given to the khanda jati eka tala;
| & Avarta=>5 aksharakalas. :

- Rava, the name given to the sankirna jati matya
tala: | ¢ O | s Avarta=20 aksharakilas.

» Rhythmical harmony, the cross-rhythmieal accom-
paniment provided by the player of the mridanga or
other tala vadya to all measured musie in & concert; the
jatis or tala- mnemonics played by him emphasize the
rhythmieal construction and flow of the pieces. :

' Sacred form, a composition belonging to the realm
- or religlous mnsm :

Sadharm gxta, same as sa.ncha.n gita.

:""ihe name given to the chaturasra ]atm:tya
& Awuh#»lﬂskshnhlss. £
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 Also, the name of one of the alassms.l 108 talas;
=4 O v D Avarta. 13 aksharakalas.

Samanya gita, same as snnoham gita.

Sampurna raga, a raga wherein all the sapta’
svaras are present in both the &rohana ‘@nd avarohana
e.g. Mayamalavagaula.

Sampurna.audava raga, a raga with all the sapta
svaras in the archana and with only five of them in the
avarohana. Ex Garudadhvani and Saramati.

Sampurna-sampurna raga, same as sampurna Taga.

"+ Sampurna-shadava raga, a riga with all the sapta.
svaras in the arohana and with only six of them in the
avarohana Ex. Bhairavam.

~ Sampurna-svarantara raga, a riga with a sampiirna
arohana and a svarantara avarohana.

» Sanchara, combination, prayoga, pidippu (Jedy) .
also a short exposition of a raga

§ Sancharl, a short exposition of a raga m solfegglo'
and set to time.

Sanchari gita, the ordinary gita, wherein the theme ,
of the sihitya is praise of God Also called samanya gita
and. lakshya gita.

Sankha, the name given to the tisra jati triputa tala s
| s - O O Avarta="7 aksharakalas.

« Sankirna, mixed (Sankirna raga). - Also nine.
g » .
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S;ra., the name gjven to the tisra jati matya tala ;
s © i, Avarta=8 akshara.kﬁ.lgs. ;

Secular form, composition of a non-religious
character ; ex. javalis and martial songs. :
Semi-tone, a dvisruti interval (3§

s Shadava-audava raga, a raga wherein six of the
sapta svaras are present in the arohana and only five of
them are present in the avarohana. HEx. Natakuranji.

« Shadava raga, a raga wherein only six of the sapta
svaras are represented in both the arohana and avarohana
f.e., one mnote is varja both ways. Ex. Sriranjanis
Malayamarutam. ' :

+ Shadava-sampurna raga, & raga with six df' the
~ gapta svaras in the arodana and with all the sapta smas
in the avarohana. Ex. Kambhoji.

. Sh;dava-shadava raga, same as shéiﬂava raga.

- Sha ava-svarantara raga, a raga with a. shadava
&mhmm and o svarantara av&roha.na.

S Slur, a ourved line pln.ced above a series of svaras
to indicate that the notes are to be played smoothly as &
smﬁia eoutinnous phta.se

a, tba name given to the chaturasm jati ﬂhruvu'
A l. Avarta=14 a.kshmkalas. S

'mm 'gfven,ﬂto tha tlsra r‘ﬂ eka “\‘.’ﬁh 5 .'
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5 S;l;di, a ‘musi’oa_lﬂ‘ form of the talamalika type.

Sura, the name given to the wmisra jati jhampa tils;
1; \v O Avarta=10 aksharakalas.

» Svakiya svara, In s bhashanga raga, both the komala .
and tivra variet es of a note or notes oceur. That note
which belongs to the parent scale is called the swvakiya
svara and the note which is foreign to the parent scale and

: which comes oceasionslly for enriching the melodie beauty
of the raga is called the anya ~vara. '

4 Svarajati, a composition with the divisions, pallavi,
anupallavi and charana--the charanas being set in different
dhatus.

+ » Syarantara - audava raga, a raga with a svarantam
arohana and an audava avarohana.

~ Svnrantara raga, a raga with four notes only in
both the arohana and avarohana.

» Svarantara - sampurna raga, a raga with a svarin.
: - -~
tara arohans and a sampurna avarchana BEx. Vivardhani.

. Svarantara - shadava raga, a riga with a svarantara
arohana and a shadava avarochana. Ex. Navarasakannada.

« Svarantara - Svarantara raga, same as svardntara
raga. . :
+ Svara pallavi, same as jatisvara. Also a solfeggio
Pallam' (i.e. a Pallavi theme sung with svaras alone) to whieh
kalpana svaras are sung or performed.

Svara ath;na, literally position of the note. ' In
stringed instruments with plain finger-boards, the term

1 S 2

.
e .
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indicates the geometrical point on the string, which when
touched by the finger, sounds the particular note Svare-
sthanais algo a region comprising a certain number of
grutis of minute intervals, which for the practical purposes
of raga formation is treated as a unit. The sthayi consists
"of 12 svarasthanas and the 22 srutis are distributed amongst

them.

1 “Svarupa, form or individuality ; raga svarupa means
the melodie entity of the raga.

« That, the name for a janaks raga in’ Hindusthani
music.

* Tisra, three. The terms, T'isra, Chaturasra, Khanda,
Misra and Sankirna respectively denote the numerals 3, 4,
5,7and 9. These are used to denote the laghu jati and the
tala gati (the sub-rhythm of a time-measure). :

1 Traunsilient scale, varja raga.

t Tﬂkala, ithe three degrees of speed—prathama, dvitiys
and tritiya ; or mlamblta, madhya and druta,

- Trisvara vakva raga, a vakra raga with three
vakra svaras either in the arohana or avarohana or both.

+ Trisvara varja raga, a svarantara riga.

« Ubhaya vakra réga, a riga whose arohana &nﬁ :

i W&m vakra.

« Ubhaya varja raga, s riga which has vat]a svams
"'inboﬁthe arohana and avarohana, -~

v !ikl,:ﬂ:b name given to the khanda Jﬁtl matya ti’fla :
k,. Am:-w 1%: mhawahias. o - i
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~ Udirna, the name given to the misra jati matya -tala;
e : Avarta=16 aksharakalas,

" Upanga raga, a derivative raga which takesr only
‘the notes figuring in its janaka raga.

Uttama v;ggeyak;ra, see under vaggeyakars.

Vaggeyakara, composer; dhatu-mitukira i.e., one
who is the author of both’the music and the sdhitya of &
musical composition. Even the composers of compositions
like the jatisvaras which admit of dhatu alone may, by
courtesy be &!Ld vaggeyakaras.

-An uttam ;%ggeyakara is one who is the autho¥
of both the music and the s3hitya of a musical: ecomposition.

A madhyama vaggeyakara is one who is the auther
of the music alone and has appropriated the sahitya of another
éomposer in his composition.

An adhama vaggeyakara is one who appropriates
the musie or dhiatu of another composer and inserts his
own sahitya

Thus the prominence given to sangita kavi&:ﬂm is
elearly evident in this concept.

« Vakra, irregular. Thé terms: vakra sampurna,
vakra shadava and vakra audava indicate that the
arohana or avarohana signified by them, take a tortuous
course in addition to their sampiirns, shadava or sudavs
haracter.

* Vakra raga, a riga whose arohans or avsrohama or

both, take a zig-zag, crooked or tortnous course: Ex.
Anandabhairayi, Briraga and Sahana,
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@ Vakrantya svara, the note in a vakra raga. at whlch
the vakratva ends and the prior course is resumed.

. Vakra sampurna raga, a vakra riga wherein all

the seven svaras asre present in both the &arohana and
. avarchana, Ex. Sahina. ’ :

.» Vakra sanchara, a musical phrage contalnmg vakra
gvara combinations;

« Vakra svara, the note in the &rohana or avarohana
of a vakra raga at which a change in the course takes place 5
1.e., the note at which there is an mtexruptlon or hreak in
the regular course of the arohana or avarchana. The orlglnal
course is resumed from the vakrantya svara.

Vakratva, tortuousness.

v Varja raga, a raga wherein one, two or thres svaras
are absent either in the arohana or avarechana or both.

« Varja svara, the eschewed note in a raga; €x. pan-
chama is the varja svara in Sriranjani.

« Varjatva, deletion or elimination of notes.

Vasu, the name given to the sankirna jati eka tala s | 9
Avarta= 9 a.kshara.ka.las "

5 v‘dﬂlﬁs the name given to the khanda jati Ata tila‘;
15 'f"s o O Avarta— 14 aksharnkaalas‘ :

ve ¢

= Vlcrantl, period of rest or gilence in a lnusml
ition. St : -

= ,_&Wition intﬂﬁ&?@hr ! , :




 QUESTIONS
Technical terms :—

1. Explain the following terms:— ;
Just intonation, Equal temperament, Polyphony,
Anyasvara, Dhatu, Matu, Varja raga, Svakiya
svara, Vakratva.

9. (a) Define musical instrument. Explain if the
following are musical instruments :(—

(i) Police-man’s whizzle.
(ii) Horn of a motor-car.
(iii) Church bells and temple bells.

(b) What is a drone ? Give some examples.

3. Whatdo you mean by the term foreign mote or
- accidental. How are accidentals denoted in a musieal
composition ?

4, Explain the use of vowel extensions in the sahitya
of a musieal composition.
Raga :—
5. Define raga and raga alapana.
6. (a) Distinguish between :—
(i) Janaka riga and janya raga.
(ii) Upanga riga and bhashanga raga.
(iti) Vakra raga and non-vakra raga.

(iv) Vakra svara and vakrantya svara.
@ive seme instances for each of the above.
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(b) Explain the terms: sampiirna, shadava and
audava.

© 7. Give two 'examples for each of the fdllowing <

(i) Audava raga. (ii) Audava-samplrna raga.
(iii) Nishada varja raga. (iv) Ubhaya varja rags.
(v) Ubhaya vakra raga.

8. (a) Give the arohana and avarohana and the parent
ragas of the following janya ragas :—

Malahari, Arabhi, Mohana, .
Suddhasaveri.

(b) Point out the anya svaras oceurring in the
following bhashanga ragas :—

Bhairayi, Bilahari.
9. Classify the varja ragas and vakra ragas.

10. Wl?at is the principle underlying the sche,me. of the
72 mdakuta ragas? -

- 11. Give short phrases of your own in the following
ragas:—Mohana, Bhairavi, Kalyani, Bilahari.

12. Write the arohana and avarohana of a shadava-
shadava raga with the last note of the purvanga deleted
Assuming that the raga is a janya of the 16th mela, mention
the svaras taken by the rn.ga

T ala :—
Exphm bneﬂy the scheme ogthe 35 talas.

: Wntsthenbme&o“slu whose total akshars-
h&»fwmavm mtmnf“-— '

v o
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‘ (i) 14 units of time.
(ii) 12 units of time.
(iii} 10 units of time.
(iv) 7 units of time.

s (b) Explain bow talas whose avartas are equal-

in point of duration can yet differ from each
other. '

15. What do you mean by presumptions in talas ?

16. (a) Which of the seven main tilas has :—

(i) The largest number of laghus.
(ii) Two drutams.
(iii) All the three angas.

(b) Name the tdla which has for an avarta :—

(i) The maximum number of aksharakalas.

(ii) The minimum number of aksharakilas.
17. (a) Which tala excludes the drutam and which

talas exclude the anudrutam ?

(b) Is there any tala which entirely excludes

the laghu ? If not, can you assign any reason
for this?

18. Explain the law of homogeneity with. reference
to the laghus in the thirty-five talas.

19. Mention two talas in the 35-group, the sum of

whose avartas will be equal to an advarta of sankirna jati
ata tala,

20. Name the tala that has 23 aksharakalas for an
avarta. Suggest a pair of tilas, the sum of whose ava.rtas
will be equnl to an dvarfa of this tala.

. & % 3
= o 5. 5e
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91, Suggest a pair of talas the difference of the akshara-

 kala values of whose avartas will be eq_ua.l to an avarta of
trisra rupaka.

99. In the scheme of 35 talas, point out two talas

wherein the number of aksharakalas for an avarta of one is
equal to the root of the number of aksharakalas for an avarta

of the other.

93. How many aksharakalas are there in an' avarta of
the longest Matya tala and the shortest Jhampa tala.

R

94, Two musicians started singing simultaneously two

 different alankiras and they were found to finish simul-

taneously, although the one sang in prathamakala and the

other in dvitiyakala. Assuming that the talas of both the

_singers were in khanda jati, determine the talas of the two
}.—*’_’ﬁhnkﬁras.

.

_ 95. 1In the 35 talas, point out the constituent angasnd
| . the total number of aksharakalas for an avarta, of the ch
~ 17Tth, 23r¢;and 31st tallls.

- 26. Mention three talas whose _aksharakalas are
together equa.l to an avarta of khanda jati dhruva ta.la

&

27. Name the tala which has 12 aksh%ﬁhs for an

: an avarta and wherein the beats fall on the first, ﬁfth, “ninth
: ana eleventh aksharas.

Mumalform

1&
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the peculiar chsractetlsm of tha@gﬁgn@gf\qggqu? (i
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i 30 »,thtgg&thp chnrwtenstm features of n.:glt&?

31 Point out the difference between a glta and ‘4 :
WHMW I‘PBPW Of‘ﬂ‘_" .v._;u;i;__‘g"’_? Pl i arl 5 “”*‘;&s@
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(i) Constituent ngas. (ii) Sﬁ,ﬁi’ty"g; « R
(iii) Musieal structure % f

33. What languages have figured in the sihityas of %%
gitas ? Illusttate your answer with examples.

: 33 Dlstmgtush between jatisvara and svarajati.
#

. 34. Give an example for each of the fo]lbwmg e ‘:

G cola) A' composition not having « the -divisions ¢
- pallavi, anupallavi and ¢harana. UL

(b) A composition with charanas in dlﬁerept
o W o - ‘dhatus. el

(c) A composmon with angaggin dlfferent ta.las

fn%‘ 5‘5 Mentlon the na.mes of composers of gltss and
svarajatis. : ;

: 7 i)?sh guish botween i— * © -

(i) Node and Antinode.
(11) Major tone and Minor tone.

()] Explam what you mean by a series of notes*%
in the h&rmomc series.

'."l
g
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44, Detennme the raga of the following passage :—

Rupaka tala

P mgr!gpdsnd
1

S,grs ndPmg

S,srs

rgpmgr

45. Passages for Sight singing :—

N

(a) Mohana raga - Rupaka tala

"S,sdp pdr sdp dsddpg
S,sdp |dgrsdp dsddpg
S,sdp |pdsrgr G,pgr
D,dgr (D,drs ' | D,dsd
; (b) Kalyani raga - Adi tala
" S,N,D, PMGr G,N,D
D,N,R, GMDn R,N,D
D,N,E,NRGm c%, N
D,G,R, NDmdn R,N,D
.. 46,  Passage for Musical Dictation.
’ Bhairavi raga - Rupaka tala
ml'. Nd P, pmpndp
nnd P, indP.‘ mgmpdp
?{TP sndP : pmpndp
; AT gr sﬁ S,pap

psrzpd

f
%

pgrsS,
S,dpd
per.W;
,MGRs
,MDNg |
,DNS§ .
MGRsif

msr:n.ln

mgrS, Y
mpdaS’
mgrS,i 5

&
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segayell-deﬁned cha.racteristi,éé; ‘l‘he'ﬂe&l of »gbsolutg ]
> is reached in the concept of raga. h&gaa are 80 ﬁiﬂ

7 aze,zbe mirrors or ohqnnels ﬁhrough ’gzhmﬂi ‘
see ﬁle for;n of the. ra.ga..,‘ Tﬁe beaam '




of appropna.te gvara varnas that goes to ma.ke 8 r&ga. ,
here means the mode of smgmg*-hgcma krzya Also,

mam@ﬁmml

A Ahoba!ns Sqngzta Paruata. '

A

<5

A oambma.tlon 12 svaras ca.p&ble of plea.smg %ha ear
eonstltutes araga. ©

{qIn order to have a melodic entity,a raga tnust hke at:
east five of the'twe]ve ms of the scale. Even in the case
of fhose taps "wh)ch take’ only four notes in the a.roha.m

ﬁ;nty and “will be somewhat. nebnlonp in :
Swsri’& whlch are. eschewed m a raga, if mttodu—




The modern conceptlon of . a raga dates from the time‘
6f M&t&ngaﬁum (5th cent A.D.). The classification of ragas
*into ]amk&ragas and janya ragas is the most scientific system

. of raga classification. There are 72 janaka ragas based on the
_twelve svarasthinasof the sthiyi. The scheme of 72 melakarta
' ragas provxdes an exoellent workable arrangement and it is -
expla.meﬂ Jdn. detail in Chap. IT Whereas the number of
]anak«a ragas | is fixed, the number of janya ragas is prs.etlca.lly ;
unlumted. a

The janaka-janya system of raga classlﬁca.tlon need not
gﬁ'e rise to the preaumpnon that all janaka raghs are older
~than j Janya ragas. . “ In fact a good number of these ;a.na.fm :
© ragas” came into existence only during the moderp penod of
Indian mus;a Mam Jjunya ragas like \T{mﬂqw\?’asa.nm and -

"'Nllamba.rx hs.ve béen in existence for mora than a thousand
’»yékrs Thw&ga- Kathanakutuhalam may be mentloned a8 an
emmp}&f @ janya raga, ’W}mh came into existence after the

: scheme of 72 mela.lmrtas “was thought of '

Tho clagsifioxioh of janya ragas into varja; vakra and'
‘upanga, bhashanga types has already been referred to
(see Book II, :Chapter II). = These* clasdﬁoa;tions are
however not mutually exclusive.  For example, a varja raga
can be’ vaha tind upinga; sand a varja raga can be -

nd - kaevme & varja raga can. be non-

: vaktg unﬂ“ ppam or bh&shanga. Again there are non-varja,
vakra ragas of both the upings. and ‘bhashanga types and
non-varja,” ma\km raga.s of the bhashanga type. The
table on the next ‘page gives examples fqr these dlfferent

tsmes oixanyamﬁas et

4







(3) Trl-a.nya. svara bha.shanga raga e ta.kmg three

= forelgn'notes $ ¥

‘:Note —In (2) sl (3), the afya svaras may be taken g
s pertalnmg to one or two dlﬁ‘erent melas.

In a bhii.shinga raga, there need not necessarﬂy be the -
trace of a foreign raga.  The -accidental note is only a
weloomg visitor and serves to establish the svarupa of the
raga. The *forelgn note as-a rule should not be unduly
e&gphaslsed in bhashanga ragas. ~ The test for a bhashanga
_raga is; that the foreign note should belong to a §varasthana -
" not covered by its’ parent scale. . The mere shade of a. note
ema.natmg from an adjacent svarasthina’ Wﬂ] not suﬁc& '

=

4 - For example, ragas like Saven and Begada present an
T mtemstrng study:in this connectlon Insome specific sanchiras.
- therein, some notes are sung slightly flattened or sha»l:pened but
‘:’notto mehan extent as to be considered. belougmg to the
E nelghbmiring svarasthanas.. For example m,Sa.ven “in the
-prayogas argrs .afd- pdndp, the. notes : ga,ndn are -
~slightly flattened and sung; but they are not sblowered in
] pltch‘a.s to become sadharana- gandhara and kaisiki mshada.
Again, in Begada, in the prayoga P;d N d P the kakah n is
s]lghtly,ﬂa.ttened and sung; but it does not become actually
kaisiki nishida. - Such ragas might be ¢alled ardha bhashanga
(semx b}mahanga) ragas.  In the -Sangita Sampradaya.
: Pradarmn gvdn these - ragas, where gq}y a nelghbourmg
sruts is mmheﬂ are styled bh&shangn. ragas. . =

In bhashadga raga.a the accldenta.ls u‘sually ﬁgure

in Banchmas But in a fewacases, the accidental is incorpora.
tad in the arehdia a.nd a.va.rohn.na. of the raga. itself. That- is
’. wara 18 heard even whqn merely ‘the scale or




the miirchhana is sung. Asaveri, Bhairavi, Ananda bhairavi, a

Mukhari and Saranga are good examples of this type of

bhashinga raga. Thus bhashanga ragas can be classified .

into:— : : T 44

(1) Where the anya svara is incorporated in the arohana
and avarohana of the raga.

(2) Where the anya svara is not incorporated in the
arohana and avarohana of the raga, but occurs in
the sancharas of the raga. In this type of
bhashanga raga, it is possible to establish the melo-

% dic individuality of the raga without touching
phrases containing the foreign note. 4

: Wheraas thé compulsory use of the anya svara is the
featura of the former type - of bhishainga- raga, the optional
use- of the anya svara is the-feature.of the latter type &y '

e

Fumg Janaka ragas for janya ragn. %

.Ewﬂl Ke usefu] at thls stage to ponder a.whlle abont the
rules"*bf;qerved in ﬁxmg janaka ragas for janya mga.s All
janya ragas must either be upinga or bhishinga. The
fgﬂowmg considerations are taken into accdhnt in fixing t'hen-

"Mm- : ., _'Q $ ook S L ? Ry

n ; of the‘"npanga ragas ‘of the at@nmﬁma,

¥

.




gand audava-auda.va types, l‘f in each case, the sapta svaras are
-~ found represented i in the arohana and avarchana taken to-
gether. Ttis likewise easy to fix the janaka ragas for the

B imncha.ma-va.r]a shadava-shadava, shadava-audava, audavas
shadava and audava-audava ragas of the upanga type, provi-
ded the notes 7 g m d n aré represented in the arohana and.
avarohana taken together. The difficulty arises only in‘the
case of those upanga ragas wherein one or two notes are
completely ehmlnsted in both the archana and avarchana.

Taking Mohana, for instance, it might be argued that it
can be taken as a derivative of the Dhira Ssnka.raﬁharann,
Vachaspati and Mecha kalyani melas also, taking into consi-

 deration its svarasthinas. Likewise Sarasangi, Latangi and
Mecha kalyani might be cited as the other possible janaka
melas for Hamsadhvani ; and Natabhairavi, Charukesi and
Hank&mbhon as the other possible ]amﬂta melas for Madhya-
mavatl. The author of the Sangita kaumudi tried to find
a solution for this anomaly by enunciating a new rule—that,
in all such cases the ragas should be allocated to the earliest
poss1ble mela inthe scheme of 72. This theery naturally threw
overboard all the relevant and important considerations that
have welgﬁed with the music scholars in'the past in fixing the
janaka melas for janya ragas. Considerations like: —

(1) suggésﬁve affinities to particular melas,

(2) theﬁbubﬂe srutis figuring i in the janya ragas, and

(3) tha;lnstory behind the development of the janya ragas ;
were deemed rea.lly important in determining the janaka
melas. The theory referred to above takes into considera-

uon oply the sva.msthanas of a raga. “The auther of this
: theorg;was naturally led bo place Knnta.lava.mh under Vanas-
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pati, ~ Malahari under Gayakapriya, N aga.sva.nvah
Chakravakam and Madhyamavs.tl under Natabhalravg-,gmd" :
Bo on. This method of allocatlng janaka melas is mereTy o3
mechanical and has not found support. G .

All bha.shang& ragas were originally of the upanga type |
People gradually. discovered the enhanced beauty Qf the'xa.gas ,
when foreign notes were infroduced and sung: *
as well as the listeners relished the;
esced in them. Bhairavi which was
ago, begame a bhashinga raga only la.ter on. . Khamas is an
; éﬁmple of & janya raga which became bhashanga in very

recent times. Let it be remembered that Tyagaraja’s Khamas
as geen in his two kritis : Sujanajivana and Sitapate is only
- an upanga raga. Therefore in bhashanga ragas, the raga
-+ which would have been the ]anaka raga, in if“ prm.; uganga,
comhtlorus presumed to be the parent mela even. after the
change. ‘Ttis for this reason that Bhairavi and An&ndabh&l- :
raviare regarﬁed as the ]a.nya.s of Na.ta.bhalra.w

nga. _raga centuries

3 In ‘bhashangaragas, Wlth a fevt exceptions, the a.ccldenttﬂ
_comes a lesser number of times compared to the ams.klya
‘svara.  For example, in a Kambhoji raga piece, it w1ll be
found that the kakali nishada (foreign note) oeecurs a lesser
- number of times compared to the kaisiki mshad& So we
©say th&t”Ha.nka.mbhon is the parent raga of Ka.mbhon on
‘the presumption that the kaisiki nishada is ‘the lﬁerent note
er the sw.kiya. SVAIS: ,Likeyvxse m Bﬂaha.n, ‘the kalsﬂn




9

. The accldnntals are lster additions. Even
thoﬁgh these sccldentals ocour a greater number of times

. compared to the svakiya svaras, still they are regarded as-

* 'am,a svarus only. Ananda bhairavi is a good instance in
point. In this rags, the accidental (chatusruti dhaivata)
* ocelirs more frequently than the suddha dhaivata ; still the -
 ragais presumed to be a derivative of Nata bwu‘m i only.

Bha-s]unga. ragas are a natural growih. 'ihaqmﬁ works
they are referred to as de<a,nga ragas.

The present meaning associated with the term bhashanga
raga is net more than three centuries old. In earlier times it
connoted quite a different thing. It was regarded by some as
a raga of provinecial o rlgm' thus, Saurashtra Malavi and Surati

_ were thought of as bhmshmgaa ragas. In the same man-
~ ner the present meanings associated with the terms, ra,ganga
raga and upanga raga are a later development. They had
different meanings in earlier times.

Usually in bhashanga ra.gds the svakiya svara and the
anya svara can be sounded in all the three octaves. But
Punnagavarali furnishes a remarkable exa.mple of-a bhashanga
raga wherein the svakiya svara occurs in the madhya sthayi
and the anya svara in.the mandra sthiyi.

The term kriyanga raga does not denote any particular
type of raga in modern music. Different scholars in the past
held diﬁerent views regarding the exact counotation of
this tﬁrm The Sangita darpana of Damodara Misra
mentions that kriyanga ragas were those that 1nfused
enthusiasm in us. Others held that they Were ragas whose
mdlvldg.&ﬁnes were .;'avgaled by particular kriyas or
.sancham Some held the view that kriyanga ragas were the

_ same aava.km ragas; and Some that they were sankirna ragas
2

“a ¢ s

ake A L
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Yet others thought that they were ragas whose names had
the suffix, kriya ; thus Devakriya, Ramakriya, Gamakakriya
ete. A few held the view that kriyanga ragas were those
which took foreign notes. i
* * * < S i |
In some janya ragas, the scope of development is restrict- |
ed to a limited part of the mandra and madhya sthayis.
The tara sthayi shadjit is not touched at all. Such ragas have
been classified into :—
(1) Nishadantya, where the madhya sthayi mshada
. happens to be the highest note touched ;

(2) Dhaivatantya, where the madhya sthayi dhaivata
happens to be the highest note touched ;

(3) Panchamantya, where the madhya sthayi pan-
chama happens to be the highest note touched.

‘The table below gives examples for these three different
types of janya ragas:—

Table IL
Type of e
janya raga Name of Its arohana Its ]a.naka.
the raga and avarohana mela

< srgmpdn s | 15. Miyﬁ-
| malavagaula

Nishadantya- | Nadanama-
; ndpmgrsn 15%

: kriya.

ety *

- sankara-»
dpmgrsns bhamm

pdnsrgm 99. Dhira-
 intiri H ?:- - sankard-

snsrgmpd 2*9 Dhira-
Dhalv*tantya. Kuranji -

mgrsndp
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: ’ﬂ:a Sama ganascale(m g r s n d p)of ancient musm:
‘stands as an example of a madhyama,ntya raga.

. Janya sampnrnal are yet another group of Janya
’mga.s “In such ragas as the name itself indicates all the
sapta svaras are represented in both the arohana and avaro-®
hana. Such ragas differ from their respective janaka ragas
either by being vakra or bhashianga, of by having special
characteristic prayogas which bring out the svarupa (form)
of the raga; or, by the compass of its prastara being limited to
a defined range.  For instance, there is no sanchara for
Pantuvarali ‘above the tara sthayi gandhara. Janya sampr-
nas, if they are upanga, must necessarily be vakrs ; if
bhashanga, they may be vakra or non-vakra.

Classification of ragas in general.

In addition to the janaka-janya system, ragas in geneml
have been classified into :—

. L. Ghana, Naya, Desya.

A ghana raga is a raga whose characteristic indivie
duality is brought about more easily by playing madhya-
makala or tana (ghanam) in it. In such ragas, the notes may
be played in & plain and unadorned manner without detriment,
to raga bh&wa

- Ezamples. The traditional five ghana ra;gas ( ghana
panchaka)' Nata, Gaula, Arabhi, Sriraga and Varali.

Kedaram, Narayanagaula,, Ritigaula, Saranga.ni'ta. an&
Baali are another series of five ghana ragas and are referted
to as the dmttya ghana parwhakam.
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In a naya ot rakti raga, the characteristic mdivgdnahtyt
is brought about both by aluparla in s’low tempo and f’ ua '

Examples. Todl Bha.lrav1 Ka.mbhon Sanka.rabharana :

In a desya raga the charactensnc i-ndlvlﬂuahty is
. easily brought about by alapana. . . “

‘Ezamples. Kanada, Hindusthan Kafi, Jhinjhoti,
Hindusthan Behag.

S_o;netimes the term ghana raga is loosely used in ‘the
sense of a raga affording wide ‘scope for alipana. Ragas

usually resorted to for singing pallavis in concerts are, in
this sense, referred to as ghuana ragas. ;

Some scholars regard ghana 7 agas as those which have a
grand and majestic effect; naya or rokti ragas as those which
have a soft and soothing effect and desya ragas as those
which combine in themselves the effects of both - these types
of ragas:

It may be of interest to note that in the past,
vidvans began their concerts with the singing of ghana
ragas, followed them up with the rendering of obmposmons
and p&llavls in naya or rakti ragas and closed their concerts
mﬁh some dehghtful a-la.pa.na.s of desya ragas. Tapa varnas
"ﬂave now usurped the place of the ghana pa.nch&kﬁm at- the
commencement of a concert progra.mme

Il Katmw!,m. Duxa. : }

Mmm ‘are those “which a.m m«ﬁgemsto
Sggh ln:han Musm like, Bﬁmw, Aﬁmﬁa wiravi
and S&nka.rabhamna. s a8
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*

ue 8 g i kL =
ya_ragas are those which came from Northern India
er countries and have -become popular in the South.

5. o.&mp,les." Pharaz, J hinjhoti, Khamas and Hindusthan-
' Behag

This is a geogra.phw&l classification and has aequired
significance since the time the bifureation into the twe
systems of musie, Karnatic and Hindusthani, took place.

Ml Suddba, Chhayalaga, Sankirna.

~ This is an old system of classification and was propound-
ed before the janaka-janya system came into vogue. Says

Matanga : -
TSI S T
This sloka is quoted in the Sangzta Darpana.

Suddha ragas were pure ragas and they conformed to
the. p];escnhed rules. They included within their compass
the modern melakarta ragas and the janya ragas of the
upanga type.

Ezxamples. Mayamalavagaula, Madhyamavati,
Sriranjani, . Mohana, Kalyani.

A Chhayalaga or Salanka or Salaga raga-was a raga
which combined in itself the. lakshana :of amother raga by
taking a foreign note or, by possessing eommon sancharas.
That is, the chhdya,or trace or shade of another raga or the
colour of anbther raga, was feund in a salaga raga. :

.E'mmﬂles é&urﬁsbtm, Saranga.

_ A spla.ga ra.gs. need not necessarily be a. bhashanga Taga.
Bllahm:i ﬁby be cited as an example of a bhashanga raga of
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“the non-chhayalaga type and Sourashtra as an exa.mple of a
bhasha.nga. raga of the chhayalaga type.

A sankirna, sankrama or misra raga “@M a mixed raga..
Traces of more than on@”ra.ga; were dlscernlble in such ragas
_ in a large measure on. account of the presence of foreign
notes or sancharas suggestive of other ragas. Sankirna ragas
are extreme types of chhayalaga ragas. The chhayas of the
foreign ragas are very promounced in them. Nevertheless
sankirna ragas have their own melodic individuality.
* Examples. Ahiri, Ghanta, Manji, Jujavanti.

£

There are many folk melodies in misfa ragas.
IV. Classification hased on Kampita svaras.

- (a) Sarva svara gamaka varika ragas are those where-
in all the notes figuring in the raga are subject
to the ka.mplta gamaka' e.g. Todi, Mohana and
Kalyam. These ragas are also referred to ‘as.
muktanga kampita ragas.

(b) Ardha kampita ragas are those wherein some of the
notes figuring in the raga are subject to kampita;
e.g. Kuntalavarali. : :

(c) Kampa vihina ragas are those wherem the notes
may be played pire i.e. without shake and without
demment to raga bhava e Kata.nakutuhalam

V Clasnfmhon according to Rm

In a&&xtxon % the. _above, Iagas "m;fgsennm may be
according fotheir rasast.e‘,the feelmga e
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Punnagam.mh and Nadanamakriya are instances of ragas -
wha.gh arouse feelings of sorrow. Atina, Sama and Sahana -

‘are respeenvely ggmples for raudra, santa and karuna rasas.
Khamis is & good example of a raga for sringara (love) rasa. ~

Some ragas are capable of arousing two or more feelings.
Even in such cases it is possible to say ‘which is the primary .
or the dominant rasa of the raga. and whlch is secondary.

V1. Classification accordmg to the time of singing.

Lagﬂy ragas in general might be classified according to
the time of the day or night or seasons during which they
should be sung. Some ragas there are, which may be sung
at all times. -

Ezxamples. Ba.ga.s to be sung before sunrise are:

‘Bhupala, Revagupti, Malayama.ruta and Desikshi. Bilahari,

Kedaram and Dhanyasi are morning ragas. Asdveri isa
forenoon raga ; Sriraga and Ma.dhya.mavati are midda.yw ragas.
Vasanta, Natakuranji and Purvakalyani are evening ragas.
Chakravaka, Bhairavi, Kambhoji and Arabhi are instances
of ragas which can be sung at all times.

All scholari are not a,greed with regard to.the t:me theory_

~ of ragas. The fact that when a kmg asks for a raga, a vidvan

|

can sing it, irrespective of the time or season during which

it should be sung, shows that the rule relating to the time
 for singing a raga*was not a hard and fast one. :

* Vil. Mitra ragas.

™~

: ‘whose ) names possess common endings are called
mltra mgas Exceptmg this - common terminology, there is
nathlng elsa ln-common between these ragas. ;

*
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Ezamples. Ritigaula, Narayanagaula, ﬁeda.mgaula
Chhayagaula, Malavagaula and Kannadagaula ;

Also, Natakapriya, Kokilapriya, Bhavapriya, Rama.
priya, Shanmukhapriye, Rishabhapriya and Basikap._riya P

Harikambhoji, Yadukulakambhcji, Chenchukambhojs,
Gummakambhojs, Hamsakambh Jt, Purnakambh: 51
Kuntalakambhoji, Sudha.kamblto,n and Sajjakaembhoji ;

Gundakriya, = Smdhumma.krzya Nadanamakriya,
Devakriya ah& Ga.makaknya ~

Hindolavasanta, Gopikavasanta and Mellikavasanta ;

Garudadhvant, Naga.dhvgni; Hamsadhvani, Kokila-
dhvani, Pikadhvani, Jhankaradhvani-and Mayuradhivani ;

Gahubhij:anata, Ahirinata Saranganata aﬂd Chhayanata ;

" Sarasvatimanohari, Devamanohkari, Isamanohari, Rama-
manohari, Jayamanohkart, Kamo.l‘émanohaﬂ and M&dhava
manohari ;

Punnagavarali, Pratapavarali, - : Sokavaidi{ Pantu-
varali and Kuntalavarali;.

Ja,ya.ntasrt Malavasri and Viiayasti

Ba.gas which oan aptly succeed one another in & raga- :

- malika are also termed mitra ragas. Therefore a raga which

~ will be a mitra raga for a partmularrag& may turn out a
aatm raga for another.
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CHAPTER 11
THE 72 MELAKARTA RAGAS
* Scheme of Arrangement

The characteristic features of a janaka raga, as a]ready
explamed are ;— &

(1) the sampurna character of its irohanx and avarohana
i.e, the full complement of the seven notes being represented
in both the ascent and the descent. bt 8

(2) The krom ¢ sampurna character of its arohana and
- avarohana ¢ e, the ascent and descent being re‘gulafr and not
zigzag or vakra; in other words, taking the arohana and
ay&tdhana separately, each svara letter occurring only once
 and in the krama gati. ‘

{(3). The homogeneous character of the svaras in both
the 5roh&na and avarohana; i.e., the individual svaras being
- of the same kind in both the ascent and descent. In other
words, the notes: 7 ga ma dha ni are not of one kind

in the arohana and of a different kind in the .avarchana.
- Thus Bhairavi, which takes a krama sampurna arohana and
a.v&rohana- cannot be a melakarta, because it takes one kind
of dhaivata’ (chatusruti) in the arohana and anothar kind
of dhaivata (suddha) in the avarohana.

There are 72 janaka ragas and they are armngod
according fo a definite plan. This plan of amngement
hglps us to give the svaras taken by every one of the 72 mela
ﬁg&s wnthout dlﬂiculty The scheme of 72 parent modes is

SR e ey, S e,

e T S >
b gng:mmﬂ:hmc (Asn 12) m Indian Music
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a mathemaucaljy accurate .,schame and is basd on the ;
universally recognised twelve semitones of the gamut. The
fixed notes sa and pa are present in all the 72 karta ragas,
and serve to give a certain fixity to their melodic character.

=

o o The Scheme

W
o

The 72 melakarta ragas are grouped undee twelye
chakras, each chakra comprising within it six mela ragas:
The scheme‘ ds bifurcated into two halves. In thé first
half which includes chukras I to VI and melas 1 - 36, the
suddha madhyama oceurs as a constant note, and in'the second
half, which includes chakras VII to XII and melas 37 - 73,
the prati madhyama occurs as a constant note. For this. -
reason the first six chakras are referred to as the suddha
madhyama chakras and the second six chakras as the prati
madhyama chakras. The first half or the suddha madhyama
half is referred toas the purva group and the second half
or the prati madhyama half as the uifara groupr Every
purva melakarta has therefore its corresponding uttara
melakarta and vice versa. The note ma is thus the bisecting
point in the Melakarta scheme, the uttara half being a
duphoagte of the purva half, with the prati madhyama in the
place of the. ﬁuddha ma.dhya.ms. The names of the twelve
ch&kmé as well as the serial numbers of the melaka.rtas
mcfuded in them are glven m the table on the next page.

\-\It‘-,,may lncldentally e -note& that “the names of the
chakras are themselves suggestive of their serial numbers.
Thus indi‘i.means moon and there is only one moon; and the
" name naturally suggests the first chakra. Likewise netra
nieans eye and all living=beings have two eyes; and the
name naturally suggests the second chakra’ likewise the

3 - 3 =

~ ~
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‘chatur wvedus, pmcha banas ( the ﬁve banas of Ma.nmatha.)
.+ shad rutus (six seasons), sa.ph rizhts, &shta. pisus, ekadasa
" rudras and dvidasa @dityas (12 suns ‘according to the
Vpura,na.s) suggest “appropriately the serial numbers: iv, v, °
-w, Vil viii, xi and xii. The names aynt and bz‘trhma suggest
** the numbers 3:and 9'respect1ve]y, beeause of the concepts of
agni trayom or 3 sacred :fires ( Dakshina, Aha.\ aniya and
Garhapatya ) and 9 prajipatis (Brahmas), in our sacred
literature. Di 1 or Dik suggests the number ten, because of 3
the ten directions, north, south, east, west; ‘the four corners :
north-east, south-east, north-west and south-“ eat and up and
down ;

¥

© TABLE v
"The 12 Chakfa.s

Fn'st half comprising the | Second half compriging the =
_suddha madhyama or the |  prati madhyama or the
‘purva melakatas (1 36)  uttara melmka.rtas (37-172).

e e s e

 Number and Meh. ra.ga.s ¥ Number and - Mel& ragas
name of the | _ included. . | % name of the | included

Chakra 'an gt " & Chakra. . Seimit.
ToIndw | - 1-6 | VIL Rishi [+ 9 i3 2
dE Netrs| - ~7-12 ['VIIL. Vasy | 43-48
SO Amd L 1938 X ﬁ:;hm 49- 51
| IV Veda | . 19-94 3&: % Dm “ 1™ o0
il .

i Rutu~

® notes sa and pa are present “ili’}“
f.he 7 %rmela.kmta.s and &150 that the suddha madhyaﬂm occwﬂi
m:meh;mgv,a'i 36 and "he prati madh '

724 Itmma&ns«fqrns nowtg‘ e inwh




N 3= 2 % 5 o K % Agmn“' ‘x
' w1th1n a ehakru ﬁha purve.ng&xietas remam con&ant, 7., the =

rishabha and gindhira fetain their ldentma.l cﬁmter in aH -
the,slx mela tﬁ&s within the. eha.km——the eha,nge oceur: 5
only in i&he dﬁaﬁ&t& and msha.da ‘

At oL e

In every-cha.kra., the - W i

: lst mel&rm;takea the ~uf1d.ha. dha, eudd,ha ﬂt.
2r{d o 7 o suddha d_lw, kaisiki :

BT 5 * suldha *  dha, kakali

s - chatusrutl 7ha, kaisiki n£
LROEh S TELY AR chatusruti dha, . kaka.h
Gth i’” 5 % f shatsruti dha, : kaka.H Jy

The rlshabha. éan&h ra var tgﬁes oceut in xhe& gmﬁ
ord& as tﬁ& dhawu.ta;msh ida \wlgtl%%ut onlychzmge jram
: ehakra..te Ghakr% msta&d of ﬁrqm mela to mela. T}mt 1s, tha )

» ‘-- —,u

Ist cha.km {akes the xﬁsuddha. ri, 4 suddha :
« suddha “gadharana, ga
.. suddha *. ff, antara ~ ga
ﬁqph&tu%ruti ré, sidharana ga
?\ﬁ@h stusruti 77, antara : “g?z ;
G sha.tsl'uti Tiy ":mtam ; gg .-

: These six rlﬁ'@ﬂﬂ:ﬁw _j;tlh}-m coplblna.tmns repea.t in the
rsam@ order in the utta.ra. halfw é., ln chakms VII—‘(II
‘ s y
o ,le ongxa.ges 22 a.ml 23 glves the na,mes “of the :
ﬁ*mela.kaﬂg rags.s as also the not@ entering mto theu'
‘fgrmatlon e 7 ’ Ny s B

Es g ey .
% % ¥
B

-2t &
o TR



Table V. The 72 Melakar

22
Chakra urvanga Uttaranga | Name of el
Nn‘:ma:d Psvaraf. svarag,g ~and i ti:hx:ulgxb:fath
dha - na 1 Kanakangi
e dha -nt | 2 Ratningi
> . dha - n 3 G\.namur_ti
Tl 9%\ dhi -ms 4 Vanaspati
dhi -nu | & Manavati
dhu -nu | 6 Tanaripl
dha -ng' | 7 Senivati
dha - ni 8 Hanumatodi
i akei dha - nu 9 Dhenuka =~
s ST G dht - ni 10 " Natakapriya  °
Lol «dhi -nu | 11 Kokilapriya
= dhu-nu | 12 Rupavati
dha - na | 18 Gayakapriya -
dha ~-ni | 14 Vakulabharanam
| dha-nu |15 Mayimilava gaula
Ta “9% | gpi -pi | 16 Chakrav a.ka.m
| dhi -nu | 17 Suryakintam
i . dhu -nu | 18 tha‘kaumbau :
e \. dha -na. | 19 Jhankaradhvani
dha - ni+| 20 Nathabhairavi
% i -gi dha - nu | 21. Kiravani -
Veds A dht “ni [ 22 Kharaharapriya
. ex | db&i -nu. | 23 Gaurilmanohari
: = dhu-npu | P4 V&runa.m:lya.
Ma,ra,ran]mt i

Charukesi

/  Sarasangi :
, ﬁaﬁk&m@hoﬁ
sank&ﬁﬁbhamnam

mndml

. Ya agapriy

‘Riga va.réham W
a.ﬁhushani




‘hlrp ('m”) Uttara Melakartas or Prati umhyam Mehkartu =

the of the melakarta ‘Uttaranga !’nmngn gm“d
and its number. . | svaras svaras :un‘:
: ?allmgam : 37 gha -na >
alarnavam 3% . 38 |° dha-nt 3
Jhalavaralic = 39 dha -nu | - VI
Navanitam e TR s e
Pavani 41 | dhi-nu | ...
Raghupriya 42 dhu - nu
Gavambhodhi 43 dhu - na !
Bhavapriya * 5. 44 d*a-ni VIII
Subh: 1pantuvara]1 e dha - nu i ¢
Shadvidha marglm - 46 dh' - ni T v
47 d:f - nu t e
48 lhu - nu : .
49 dha - na b
Namanarayani .50 dha =ni : <
Kamavardhani 51 dha - nu
Ramapriya 52" | dhi- nt ra - gu Brah
Gamanasgama - 53 dhg -nu | g
Visvambhari 54 dhu - nu’
Syamalangi : *55 dha - na
Shanmukhapriya “56 dha - ni X
Simhendra madhyama. Y dha - nu b
Hemavati 68 | idht-ni | e Disic”
Dharmavati - 89 | “dhi-nu i
Nitimati ; " 60 | Adhu-nn | = :
Kantamani 61 | dha-na
Rishabhapriya 62 dha - nt & ¥
Latingi 63. dha- nu ?
Vachaspati. =% =~ .64 | dki-ni | TE-9Y Rt
Mechakalyani 65 | dhi-nu ndes
Chitrambari =~ 66 | dhu-nu
Sucharitra 67 | dhka-na
; Jyatlsva.rupmk " 68" dha -ni | XIT
Dhatuvardhani - 69 - (é[;a any
Nasika bhishani 70 Mem L o
Kosalam 71 | dhi-nu .
Ragxka.prlym 2 72 % dhu-nu : 2
L ] »
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The nomenclature given here for the 72 malakartas is
the one in vogue and is found for the first time in
- Govindacharya's Sangraha chudamnani (18th century). The
other nomenclature for the 72, which includes asampurna
- scales, is given in the author’s Melakarta J anya raga scheme.

The syllables, pa qr, sri i, go T, bhu 37, ma =, sha w1
mnemomca.lls represent the first, second third, fourth, fifth
and sixth melas of each chakra and may bs styled the mela
mnemonics. ©  These syllables by themse’fwes, indicate the
numbers 1, 2, 3, 4, 5 and 6 accm o Katapayadi
formula (see below). Thus when th&e s Z’%ré“tacked
on to the chakra names, we can caleﬁ!&te the ‘Seria ;
of the melas. - Thus netra - pa, netra - sri
netra - bhu, netra - ma> and netra - sha silgmf} respec
" "‘I:ivé]y the melakartas of serial numbers 9710, 11
and 12. Again agni-go stands for the 3rd mela in the TII
chskra and is the 15th mela, Miyim mlava.ga.uh., bana - bhu
- stands for the 4th mela in the V eha.kra and is the 98th - -

mela, Harlkambhon and so on. It may be noted that int ‘the
';Phrases : agni - go and bana-bhu, the ehakra mnemonie gives
the clue to the pmvs,nga. svaras a.nd the mela mnemonic, to
the uttaranga svaras of the mela_'karta. e

T % Utihty of the Melakarta Scheme. 5

s %% Thed uhhty of the ‘scheme lies: m the fact tha.t from
-~ the serial number of a melakarta g&@ one @g :

the svaras %a.ken by «it, Supppsa, &a svm& ‘of the 2'Ith :
* meldkarta ‘raga are to bed mlnecb' proceed a 8 follows

- (lilé;lnsert the s0, pa mﬁ‘ the h@ex octave sa
B in the1r§pmpnate places Ieavfng ‘blank - %

far the rema.mfng svaras as fo}]owg —
. % b 2 -;,‘ ..“p’: "‘“i‘ ¥ ;'_&,}1 ':A

«

rea.dﬂy find .
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(23 Nogee whether the given number belongs to the

purva group or the uttara group. The given
number 27, belongs to the purva group and is
therefore a suddha madhyama melakarta. = Now

insert ma in its appropriate place in the ling as
follows —

s - : ma Do : . sa

(3) Next, in order to determine the notes of the piir-

vangs, find out the chakra to which the given
number belongs. The number 27 belongs to the

5th ehakra ( eomprising melakartas 25-30) and
~ henee i (chatusruti rishabha) and gu  ( antara
~ gandhara) are the mnotes taken. Now insext 77

‘and gu in their proper places thus:— '

88 ) g8 - ma .pa § e

4) Noiv, to determine the notes of the uttaringa, find

the rank of the given melakarta within the
chakra. The number 27 occupies the 3rd rankj
hence dha (suddha dhaivata) and nu (kakali

‘nishada ) are the notes taken. Now insert dha

and nu in the line as follows ;—

sa r .gu ma pa dha nu sa "

~ Thus the melakarta raga No. 27 takes the notes:—
sa 71 gu ma pa dha ‘nu or shadja, chatusruti rishabha,’
antara gandha.ra,' suddha madhyam& panchama, suddha
dhaivata and kakali nishada. This is the melakarta raga
known as Sarasang: and its mnemonic phrase will be

bana-go.

In cases Where the given number belongs to the utfara

- group ( compnsmg melakartas 37 - 72) subt:aot 36 from, t!w '

e
-
]
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given number and the resulting ﬁguré gives the number
the corresponding suddha madhyama melakarta. ‘Dete;‘mine‘”
the lakshana of this suddha madhyama melakarta by. adopﬁng '
the process mentioned #hove; and by substituting prati madh-
yama for the suddha ma:dhya,ma., the svaras of the melakarta

. raga-of the given number are obtained. !

The severa.l melakartas can also be represented by theu'
gvara mnemonics; thus, 5k e
ra gu ma dha nu -will signify the A.gffii';;go mela or
Mayamalavagaula ; and
71 gu mi dhi nu  will signify the Rudra-ma mela
% - or Mechakalyani and so on.
» gn The naming and singing of the note chatusruti rishabha :
- with the. letter ga, in the case of those scales wherein
~ both the suddha rishabha and chatusruti rishabha occur (melas
1-6. and 37-72) became a musical necessity. Vocalists «
_ and Instrumentalists are alive to the resulting, auditory delu-- |
pmn. The practice of singing a note belonging to the ]urls-
dlctlon of one svara, with the solfa letter of a hlgher or lower
 gvara was in vogtie ‘even before Venkatamakhi’s time. The
practice fﬁas been approved as a matter of musical eonvenienc
The lnnovatlon also results in the partial obliteration of the
< va.va.&l eﬂ%et The graced uttexa.r(ﬁ}e of the ooncerne& npt&
- reioves the vivaditva altogether. '.Qhe ﬁ@ments aforesa.l :
“apply to the pairs (1) sadhara.n& g&g&lhuﬁ’ﬁLﬁﬁg.ﬁﬂmtl n) an?l ;
antara ga.ndhara. (2) suddh& dha,lva. AL ivats
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fb}: the ‘notea sa, ma ot pa, the notes taken by one mela are -
not repeated in any of the bther five. Each mela has a dis-
tinet purvanga and uttaranga and the purvanga pattern and the =
uttara.nga. pattern of each mela are symmetncal i.e., the cor-
responding intervals between pairs of 3otes in the lower and
upper tetrachords of each of these six melas are the same. 5

~ In the melakarta code, the reasons for 1gno11ng the fol-
lowing svara combinations, :

(a) chatusruti ri ahd suddha ~ ga (ri- ga)

(b) shatsrutl ¢ and suddha ga (ru - ga)

(o)‘ahatsrutl 7 and sadharana ga (ru- gi )
are clear. In (a), the notes belong to an identical svarasthana;

likewisge i in (c), the notes belong to an identical syarasthana.

Sinee, in a scale, the notes ascend by . steps, these two combi-
nations eannot validly come. - In (b) the suddha ga isTlower
in piteh, oomparedto shatsruti r¢; and the adoption of such

a combination will result. in vakratva being 1mporte(:1 and
go against the concept of regula.r ascent. a

For the same'reason, the following combinations :—
(a) ehatusruti dha and suddha - ni ( dhi - na )
(b) shatsruti dha and suddha ni ( dhu, % nd )
d . (o) shatsruti dha and. kaisiki ni ( dhu - - ni )
a.re ignored in the formu]atlon of the schemg of 72 mel&karta.s
It may mcldenta.lly -be noticed that the number 72 is .

: equa.l to twice the square of six (6 X 6 X 2 = 72). The num-

ber 32 representmg,ﬂla‘nomvwadl melas is equal to twice the
square of four (4 X 4 X 2 = 32)."

It is possible to suggest an a.ltema.tlva scheme of 72
melas based on the self-same twelve notes, but the “present ar-

ra.ngement is petfeot a.n@. ldgmal, a.n.d must be leﬂ: undlstm:bed
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: Appltcatlon ——Take the first two syllables of. the-. name
of the melakarta, whose serial number is to Qe determineﬁ. =
Ascertain from the above table the numbers tunder which
these two syllables fall and write down the two numbers in
order. Then. reverge this number of two. digits and the
resulting figure gives the number of the melakarta.
. Example I. °
Suppose the name of the melakarta® whose serial number

is to be determined is FHarikambhoji.

The first two syllables of this raga are ha and 7¢;
ha occurs in column 8 and réin column 2 ; the resulting
figure is therefore 82. Now reverse this number
the result is 28. The serial number of the Hari-

kambhojt melakarta is thus 28.

Ezxample 11.

"" Suppose the” serial number*of the melakarta, Nama-
' marayani is to be determined :— :

The first two syllables hereinare ‘na and ma -and %H’é’y
give the figure 05. By reversing this we get 50.
50 is thus the serial number of the melakarta ,

xa.x'

Na.mana,myam : S
R o e

e
»

. * e
Other examples are to be worked out uggthe same m&nner

Where s&myuktakshara.s or eonjun& consou&nts ﬁgure i
- the katspayadx préfizes, the rale is, that the second or the
- last compcment letter of tha oon]unct : ‘ownt should ,
2 info consideratic  Ratningi, Suryakanta,




; ! ,r.u 3.i & : »

* ~’mn’kha.pujra, Dha.rmavaﬁ 4nd Kantamani the correct serml

nm:nbers sre o’Bta.med in this manner. i
 Buti in the case of the followmg melakartas ; Cha.kr'avika',‘: :

~ Divyamani, Vlsvhn’bhan Syamalangi, Simhendra ‘madhyama,

2

Chitrambari and Jyotisvarupini, the first component Ietter of’
the concerned conjunct consonant has to be takanv( as shown

_in the following table ), in order-that the apphca’?aon of tﬁe

katapayadi formula ntight give the correct number:

Thus these mela names constitute an exception to the
katapayadi rule.

~

Name of the xﬁelakaim N umber. Nui};?gf‘sglfter
Cha kra vika s 8 . B
Di  vya mani 8 4 48
Vi  svam bhari 4 5 54
Sya. ma lingi 5. % B LR,
Si mht; ndra madhyama 7 5 57 ‘
Chi  tra mbari g 6 66
Jyo F sira.rupihi b 8 6 68 .

* The katapayadl prefixes are the key syllables for determi-
ning the serial numbers of melas They are also called the

sankhyaksharas.

The katapayadi fommla does not apply to the na.mes of
}anya ragas. 3 ;
d ) ; xS =

a
= - oo N
o ,& G e, %

=
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A separate nomenelature for the 35 suladi talas, answering
to the katapayadi formula also exists. The Trisra, Chaturasra,
Khanda, Misra and Sankirna varieties of the Dhruva tala, for
examples, bear the names : pika, vati, saka, lara and dhara.

. These names by the application of the katapayadi formula

yield the numbers 11, 14, 17, 23 and 29 which respectively
denote the aksharakala value of an avarta each of the con-
cerned talas. A :

In the Telugu work, Sangita sara sangrahamu of
Tiruvenkata Kavi, written sometime after the Sangrahka

- chudamani, names answering to the katapayadi formula are
given for the twenty-four srutis used in an octave thug :—

yina (1), rana (2), lina (3), ghana(4), mana (5),
tanu (6), sena (7), dana (8), dhana (9), naya (10),
paya (11), thiya (12), loka (18), vaya (14), suka (15),
toya (16), chhaya (17), jaya (18) dheya (19), nara (20),
kara (21), khara (22), giri (23) and vira (24). Thus the

name of the sruti itself gives the clue to its pitch and position
in the octave.

‘Historical.

: As already mentioned there are two nomenclatures for
the 72 melas: (1) the well-known Kanakangi - Ratnangi
nomenclature and (2) the Kanakambari - Phenadyuti nomen-
clature. The former nomenclature was followed by Tyagaraja
and other composers. This is the nomenclature figuring in
the immortal composition “ The 72 Melaragamalika” of
Maha; Va.idyana.tha. Iyer. The other nomencla.ture:_lihoﬁ?ﬁ
; mpululy known as Venkatamakhi’s, ls,% as /suﬁseqizent
(50 r_egegrchqs- have shown, not his. In hig Ch&i;rdandi Praka-
5 '%'&é)m%“ author merely explains the scheme of

72 3 nd does ot attempt & nomenclature for them.

Lt ?
z % ) 5 : ;i
S R S e S R T e R e 2 Tt S




e but na.tur&l tha.t he should have refrained fromi
aﬁem;wtmg‘ a nomenelature inasmuch as he visualized
only the remote. pOSSlb].htleS of a good number of his,

melas. He mentxoned the serial numbers “in his scheme
~ for the wellknown 19 ‘melas of his time. In the raga chapter,
he has allocated the janaka melas for the various janya ragas.
- He mentions Ritigaula as a janya of the 20th mela Bhairavi,
and Kedaragaula as a janya of the 28th mela Kambhoji.

Venkatamakhi’s mela snames do not have the La.ta,pa,yad.l
prefixes. A good number of his melas are not krama-
sampurna in the ascent and descent, and some of them like the
Bhupala mela (8th), are even transilient scales. He merely
named a mela from a wellknown janya raga derived from it.

A later scholar taking this clue, enunciated the Kana-
kambari- Phenadyutt nomenclature for the 72 melas. This
nomenclature may be styled the earlier Kanakambar:
nomenclature, and is given in the work Sangraha

Chudamant (18th cent). The author of this nomenclature did
_not evidently bother about the katapayadi prefixes for the mela
names. In some cases the mela names themselves, accidentally
conformed to the katapayadi requirements and gave the
correct ‘serial numbers. As examples may be mentioned
Kanakambari (1), Phenadyuti (2), Bhanumati (4), Vira-
vasantam (24), Raghulila (42) and Simantini (57). There
are many mels names like Sama-varali (3), " Todi (8),
Hejjujji (13),  Vasantabhairavi (14), Vegavahini "(16),
Suddha malavi (18), Velavali (23), Samantam (30),
Chhayanata (34), Varali (39), Pantuvarali (45), Rama-
kriya (51) and - Simharavam (58), which, by the
application of the katapayadi formula, will give numbers
different from those given within brackets against the concern-
ed melas. 'Rightlyiehough,..p he has re-christened some of

5 :




the melas of Venkatamakhi with better and more appmpna,fe
rage names. Thus the Bhupala mela (8), Gaula mela (15) and

.Ahiri mela (21) were re-named Todi mela, Mﬁ]&v@g&ﬂa ‘mela

and Kiranavali mela. He realized the unwisdom in naming a
mela after an audava raga like Bhupala. Bhairavi and

* Kambhoji however continued as melas in this scheme.

The Kanakang: - Ratnangi momenclature then came
info existence. It stuckto the rule that a mela should have a
kr’;ma- sampurna arohana and avarohana and also that each
svara should retain its identical character in both the ascent
and descent. This concept of a mela maintains intact the time-
honoured distinetion between a scale and a raga, already rooted
in the concepts, murchhana and jati; palai and pan. This
nomenclature which had the added merit of conforming
to the katapayadi formula was since accepted by all lakshana-
karas as sound and has come to stay. It should be noted

i that Harikambhoji mela and :Ha.riké.mbhoji' raga are two

V8

¥

©), Geyahoiiuii (13), Vativasants

distinct entities. - The former is*the mere bony stuff, while
the latter is the fullfledged raga, shining in all its life, flesh,
blood and melédic beauty. For the sake of easy reference,
the Kanakangi - Ratnangi system is referred to as the
sampurna mela paddhati and the Kanakambari - Phenadyuti
system as the asampurna mela paddhati.

A later scholar, profiting by the merits of the Kanakangi
nomenclature, tried to introduce improvements in the earlier
Kanakambari nomeneclature. In order to get the correct serial
numbers, katapayadi prefixes were i&?odnced for all those
melg. names which needed them., Asexamples may be mention-
od, Ganasamavarali (3), J anatodi (8), D nibhlnnqdmdwm
i (18), Vativasantabhairavi (14), Toyavega-
6% Jayasuadhamalavi (18), Gauriyelavali (23),

e
G * -8
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yanata (34) Sadadesakshl (35), Dhalivarali (39),
'Swapmtwamh (45) - Kasiramakriya (51) and Desisimha-
ravam (58). ~ Bome names of the earlier Kanaka.mbarl.;
nomenclature were substituted by other names, but the fact
remained that many shadava-sampurna, audava-sampurna and

- vakra sampurna ragas continued as melas. As.' qix;an}ples o
';_Athe changed mela names may be mentioned ; j

(_12) Rupavati whlch“wa,s Raupyanagam in the earlier

> Kanakambazi -
i nomenclature.

(17) Chhayavati e Supradipam “
(20) Nariritigaula Bhairavi s
(28) Harikedaragaula Kambhoji 3
(30) Nagabharanam ,, Samantam i
(31) Kalavati = Kalahamsa, 5
(37) Saugandhini w0 Balava M
(41)-,Kumbhini w  Prabhavati “
(42) Ravikriya »  Raghulila 2
(46) Stavarajam 5= Tivravahini 3
(50) Namadesi ~ Narmada = =
(51) Vamsavati “ Vaisakha i
(56) Chamaram - Trimurti =
(67) Sumadyuti i Simantini -
(59) Dhamavati & Dhaumyaragam - ,,

~ (62) Ratipriya = Ratnabhanu 5
(63) Gitapriya % Gotrari S
(67) Santanamanjari ,, Satyavati i
(68) Jyotiragam » - Jyotishmati i
(71) Kusumakaram - Kusumavali

»

It is clear th‘tthn-]g.ter Kanakambari nomenclature came
into existence after the Sangraha Chudamani was written.
Since meither of the,nomenclatures is referred to in the



Sangita Saramrita of Tulaja (1735), it is certain that the
earlier Kanakambari nomenclature was conceived sometime
_after this work was written. The Sangita Saramrita megv_ély
gives the names for 21 melas and even these do not bear .
katapayadi prefixes.

Curiously enough, the ragas thlga.ula. and Kedaragaula,
which, Venkatamakhi expressly says, are janyas of the Bhai-
ravi and Kambhoji melas respectively, are promoted to the
gtatus of melas in the later Kanakimbari nomenclature,
throwing overboard even the author of the earlier Kanakam-
bari nomeneclature. This was evidently done to replace
bhashanga ragas by upanga ragas.

Excepting the very few krama-sampurna melas, a.]l the
rest in the Kanakambari nomenclature figure as janya ragas
under the respective melas in the Kanakangi scheme.

The lakshana gita in Gundakriya raga, attribuied to
Venkatamakhi, gives the later Kanakambari nomenclature.
From the fact that it mentions 24 srutis towards the close, it
is proof positive that the composition is not Venkatamalkhi’s.
Venkatamakhi has emphasised 22 srutis in no uneertain terms.
It is frue that Subbarama Dikshitar, in his errata to the
Sangita Sampradaya Pradarsini mentions that chatfur-
vimsati (24) is a misprint for dvavimsati. But people
fmiliar with printing know that it is too much to take
this as a printing mistake. It is evidently an after-
thought of Subbarama Dikshitar, and the correction was
introduced to ecredit the authorship of the gita to Venkata.-
makhi. (See Pradarsini P. 244. )

: ‘Ehe fact:tha.t the term raginga, v!ﬂgavqsf not used in the
& mela ; wakhi is another proof that
4&k5h&na gxt&mmsg %mf He ﬁalls oy




janya ragas as ﬁg‘ﬁﬁga ragas. He says that Madhyamavati -
and Dhanyasi are ragangas born of Sririga mela. Since this
gita uses the later Kanakambari nomenclature, it is certain
that this gits must have been written more than & hundred -
years after Venkatamakhi.

The ragangs lakshana gitas based on ‘the later Kanakam- -
* bari nomenclature, are therefore not the compositions of
_ Venkatamakhi, Nevertheless, these compositions are of his-
torical value. The Mayamalavagaula gita Ravikotiteja in
particular, is found in many early 19th century manuscripts. -

It is interesting to note that even the later Kanakambari
nomeneclature underwent some changes. In the 72 Raganga
Ragamalika of Subbarama Dikshitar and Krishna Kavi (See
P. 97 Appendix Pradarsini Vol. II) the following changed
names are seen :— ; ’

(9) Dhvanibhinnashadjam for Dhunibhinnashadjam.

(14) Vayuvasantabhairavi = for  Vativasantabhairavi.

(16) Tapovegavahini . for Toyavegavahini.
(39) Dhulivarali for Dhalivarali
(65) Matikalyani for Santakalyani

- The weakness of the asampurna mela _paddhati lies in the
fact that it rules out the possibilities of sampurna-sampurna
ragas like Chakravakam, Kharaharapriya and Harikambhoji.
It will lead to the position that Sriraga being & mela, Khara-
harapriya has to -be regarded as a Super mela! Again if a
‘\mela. is to be named after a wellknown janya raga generating
from it, the problem arises as to whieh janya raga isto be
preferred, since under each mela, more than one prasiddha
raga can be thought of.

Itmay be mentloned in passing that the Sangraha Chuda-
man; mentions the namg Narabhairavi for the 20th mela and



not Nathabhairavi, which is & ch&nge éﬁ?eeied hte‘ on. At
the time the Sangraka Chudamant was wntten, the Kana- -
kangi-Ratnangi nomenclature was the one in use, and it
" hag since been accepted as the authorltatlve nomeuelature,

spite of a later improved Kanakambari nomenclature. The
Meladhikara Lakshana also mentions the Kanakangi nomen-

clature.

Muthuswamy Dikshitar has adopted the later Kanakam-
 bari nomenclature for the most part. The names of some
mela ragas appear in his compositions without the katapayadi
prefizes; for example, see his Vina pustoka dharinim,
Nilakantam bhajeham and Swaminatha, In his eomposi-
tions in the 85th, 50th, 55th, 58th. and 68th melas,
he adopts the names Sulini, Narmada, Samalangi, Haimavati
and Jotishmati ; and not the names Saila desakshi, Namadesi,
Samala, Desi simharavam and Joti ragam ( see Sangita
Sampradaya Pradarsini Vol. IIT Pp. 1043, 1111, 1142,
1151 and 1235. Subbarama Dikshitar’s note that Simantini
is another name for Sumadyuti, and Hemavati is another
name for Simharavim (see ibid pp, 1147 and 1150) are
aoteworthy. In order to strictly conform to the requuements

“of the kats.paya.dl formula, the 55th mela ws.s ca.lled Samalangl
xnstead of Sya.malangl

. -Inview of the faet that all scholars in India as well as of
‘the west have understood the 72 melas as krama-aamp’uma
 geales, the asampurna mela paddhati has become a matter of
‘mere local history. The term melakarta mphes that it is a

kuhor parent for janya ragas and" henee the asampurna
: Nﬂhﬂtdﬂmng a number of }a@ya ragw?z mﬂlﬂ is

€ - S Ol il
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C‘HAPTER III
- RAGA LAKSHANA.

Bince the raga system forms the foundation of Indian
musie, every writer of note from Bharata downwards has paid
attention to the clear elucidation of this subject. Many
writers mention ten lakshanas under which the scope of each
raga was defined and studied. The ten lakshanas enumera-
ted however, are not, in 21l cases identieal.

Bharata in his Natya Sastra (4th Cent. B.C.) says:—

TN AAEY 9 FAMISTAE O 7 |
ﬂwaaagaaqﬁi’rgﬁéamu
(mﬁrﬁmﬁwvnx)

Graha, amsa, tara, mandra, nyasa, apanyasa, a.lpa.tva.
bahutva, shadava and audava are the ten lakshanas of jatis.
Jati was the term that was used in early times to denote raga. -

~ The word raga comes to be used in the musical sense enly in
the post-Bharb.ta period. Audava is the later form of auduva.

The Sangita Ratnakara (13th cent. A.D.) of Sarngadeva
mentlons the following thirteen lakshanas ;—

TRITRA=Z1 AT |

S graEiieag) agd e aa: ||

GRIFRRAT & S AR |
 afefgh FrfidagEae | |

Graha, amsa, tara, m&ndra nyasa, apanyasa, sanyasa,
: vinyasa;b&utva, a]pa.tva, antam marg&, shadava and audava:

£ L P A SRS R e
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The Sangita Sudha (17th ecent. A.l)) of Baghunatha ':
Naik also mentlons these thirteen lakshanas :—

TEIREE: F99: 'IiiSﬂRIRE@éﬁIsai g o | |
eIl A gt gddisTaEEsi @ud 7 9g: )

F-A9%: 99 T JN FAraamr JaET: @ ).

AT FERSCATATAAT ||

A SR MEIAMITAET: ARIAISARET: ||

Venkatamakhi in his Chaturdandi Prakasika says :—

SEEN A3A T wmmarérﬁawn
9 FIEEE TgE e & 1

Graha, amsa, mandra, tara, nyasa, apanyasa, sanya.sa,
_vmyasa, bahutva, alpatva.

Shadava, audava and autara. mMAarga were omltted because
they became separate types of j janya ragas.

A few of these lakshanas have either become obsolete or
are of mere academic interest at the present day. As a result
of the progress made in music during the recent centuries, we
ate in a posmon to give a more amphﬁed and scientific des-
eription of the ragas and define their scope in clearer and
more accurate terms. An analytical study of all the available
. compositions in a raga not only throws a flood of light on the
- ‘hhh}m. of the rag& but also helps 1 us to :ﬁx lts raga rarzgaka
T 18, «&"39'513“ B“m‘hﬂaﬁf : 4rad K1

we &ﬁmﬂ | ragas in & orystallino folt

e y"\ =



Y ‘&:,;g:ﬁq; aﬁslmm OY ﬁ mga at the present day can,,?ba sfudle&
umdee the‘ﬂlhwmg!r heads - L
2 s iy

i *(JT Whei:ﬁer ]a.na.ka. or janya.

4","
g

I ]ama.ka, its serial number in’ “the scheme of
72 melakartas, and the number and name of the
cha.km to which it belongs, as s,lso its mnemonies. -

(2) It the two tetrachords of the J&naka raga are
* gymmetrical & in the case of Mayamalavagsul& A
* and Kharaharapriya ; or if each note of the raga is
a samvadi of some other note ocewrring ‘in the

. . raga, as in the case of Ha.rlka.mbhon

L

(3) If it is a janaka raga cls.unmg a large mnnbor
- of janya ra.ga.s y

“'(4) If it is a janya raga, the name and sarml numb@r»
7‘:1.;& - of tfﬁa melakarta from which it is derived.

{5) Dlﬂ'erence of opinion if any, conoemmg the
cor{@pt janaka mela of the janiya raga and tha
arguments for and against.®

W
Pt

i () ’I‘he -arohana and a.va.toha.na of the raga and
s any dlﬂ‘erence of opinion eoncermng the same.

As a rule, in a raga, it is the frequently occurring
phrases that are codified and presented in its drohana and.
avarohana.# . Sometimes an alpa prayoga is incorporated in
“the a.rohgn& atnd avarohana of a raga in order to indicate its
precise janaka mela ; examples are Naita and Sriraga. Rare
sanchdras are also somatlmes incorporated in the arohana
and avarohana of mg&sm order to clea.rly reveal and establish

;ﬂmlr mala@c mdlviﬁﬁhty , 5






varas tmd the va.kmntya avﬂi-a,s and
the compass 0f\rakmtva.*‘13 each case. Also if the raga is an
‘eka.sva.rs, \ iz.kra, raga or dvisvara va.kra raga or trlsvara vakra
raga cr cha.tﬁsvara vakm raga.- ‘ : '

N B —-A vakra Grohana or avarohana does not neces-
sarily imply that a svara is repeated in the course of its
progtessidn;r For exampl.e in the arohana of Katana kutu-
halam (s » m D n g p s ), there is no repetition, whereas
in the arohama.of Anafa bhairavi (s g » g m pd P -s) &
the gandhara and panchama rép@at a ] e e,

(13) 1In the case of ubhaya vakra mga.s if the number
of vakrg gvaras in the arohana and avarohana is eqtup.l or

- otherwise. For example, in Nilambari, the arohana and ava-

rohana haga each one vakra svara ; but in Sahana, the alohana
has one»‘va’.km svara and the avarohana two vakra svaras.:. «

(,.14) lehadantya., Dha.lva.ta.ntya or Pa.ncha.ma.ntya 528

(,15) Upa.nga or bhﬁ.shanga If the latter, the s.qcldenta.l
note or notes met Wlth andithe sa,ncha,ms wherein. they ﬁguret _

Also if it is an ekanya svara bhashinga Taga or dvi-
_anya svara bhashanga raga or tri-anya svara blnsha.nga. Taga ]

_ and if the anya svara and the svakiya svara are of equal’ ‘status -

and importance, as in Bhairavi and Athana.
(16) llv& ( amsa or raga chha.ya) svaras.

“There are instances of ragas hke Ya&uku]a,ka.mbhap X
and Na.damm'x.knya which have different ]wm svaras in their
arohana and avarohana.

(17) ya.s& svara.s

TThe”notes whch ax:e maqor ny&sa.s and notes Which_ are

; e
- Fane ’ :\‘ & = . . = <
X S S B R L] » L
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minor zgri.sas in the raga. Some mga,s have aip 1 nyasas ,ag_
for lnsts.nce, the panchama in Natakuranp ‘ :

y::

(18) The restmg notes round Whlch one eam weave an

alapana.

Every note round which an alapana canbe developed
will be a nyasa svara ; but the converse need not necessarily
be true. For example, in Athana, dha is a nydsa svara hut

~ not & note on which one can rest and®veave round an alapana.
The Raisiki ns_of Anandabhaitavi is another similar case,
" @a in Sankarabharana i i both a nyasa svara and a note round
! whlch one can develop an alapana. Resting notes a‘rev stable
notes and admit of plain utterances. e e

AR (1) Raga ranjaka combmatxons—phrases or sancharas
Lor pldlppus — S dysar ; catches' pakad in deusmanl

Exam-ple‘ d D G 17 G R S in Mann;'-;:

o (20) Vlsesha sancha,ra.s (’i e., comblnatlons not :»’in
A'a.oeordance with the ra.ga.s a;rohe,na, a,néf ‘avarohana krama)

-

»that tha mga admits of. 3 ‘ -

: 'In every rags, phra,ses sither eovered by its arohana

and ava.rqha.ns. or implied in the | sa.me can vahdiy come.  In
afew ragas, phrases which are not in accmﬂagce Wlth the
wzirobuna and avarohana krama come ﬁ to enrich the beauty
_ of the raga. Such phrases are known as vxsesha é,noharas




o

svaru_pa of the raga.

it )

: notes wﬂl not oceur as long notes and they will :

S

he’“ﬁtst touched in passing ; for example the ga in the phrase

*8 R of Arabhi. Such notes are alpa svaras and cun
nelther be empha.smed nor made nya.sa. as a rule.

(23) The janta svara and the datu svara prayogas th&t

the raga &@nts of ﬁ

© (%4) The cha.ra,cterlstlc srutis that suggest the melodlc :
entity, mdwx&ua.hty and colour of the raga.

) If there are &ny ‘phrases, wherein a note ocea-
31omﬂy dem%es form its pitch and is rendered either sllghtly
sharp oriﬁhtﬁ For example, the notes md and ga in the pha:nses

L m_ @t‘i} E in To?i;, aud g g r s 1n Surati respectlve]y. il

o ¢ R

% ,(26) If a s&rva Svara ga,ma,ﬁa, varika raga or ethbrwme

%

- (27 Ka.mglta. svm:as ’Gf the raga and also the intensity,
co‘mpa,ss and speed of their shake.

-

The compass of the shake of sa.dhmana, ga in Smmga :
and Ana.nda.bh&xram are different.

(28)'The oha.rmcteustlc qamakas thait bnng out the

g Y
= ¥ W

5. 2 There are instances of ragas wherein a note is subject to
a3 onaé'ﬂ,,vamety of gamaka in the arohana and a different variety
of '.g!m‘iaka,in the avarohana ; for example in Nata raga, the
: ns):abhz in the drchana is subject to nokku or stress and the .

sﬁﬁe note P ‘the nvaroh&na is sub]ect to kamp:ta or shake.

FESEE » L = ‘f‘»‘-t'v =
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(29) Ghana, naya (rakti) or desya raga.
(30) Suddha, chhé.yé.la.ga, or sankirna rage.

(31) Within the range of the three stha.yls, the hlg“ ;
_and the lowest notes if any, beyond Whlch the raga sa,nehma

e

cannot extend

The idea in prescribing the upper and lower limits in
the sthayi for some ragas is to ma,mtgn intact their melodic
1nd1v1duallty This is done to prevent the suggestlon of
other ragas even in a rerqot_e manner. The a,pproprlateness of -
this will be realised from experience. For example Khamas

A' a.ﬁd Anandabhairavi‘which have no sanchara below the mandra
’ stha.yl nishada ; and Saranga and Pantuvarali which h&ve no

s&ne'ham above the tara sthayi ga.ndhmm fi =

' ~ (32) If the raga is a Karnataka raga, or w%j&rag’a

f33) M&Jor raga ( or a minor raga.

A Taga which adq},lts of a detailed alapana is a ma]gr
raga and is useful as a pallavi ragﬁun concerts. As exa,mples
of ragas which admit of an extensive and intensive alapana
.m_gy be mentioned, Todi, Saveri, Bhairavi, Kambhoji,
S’S,nkarabha.rana. and Kalyani. b : z

(34) Phra.ses whlch have to be used aﬁb‘rmgly B a

!‘-:‘» :;‘




: : fﬁ:__’mga. is' eapable of pmtrayﬁlg f'eelmgs hke Joy,
: sadmgq courage, fear, disgust, compa,ss’lon, love, wonder,
;- plt}l’ mlrth,,pa.thos, anger, heroism, mystery, pleading, repen-
tance, tenﬂerness (vatsalya), devotion, loneliness, forest life
\ (defta.ehment from the crowd) communion with nature and'
tranquﬂlity '

(36) If the raga is an auspicious one and hence useful

for composing a ma.nga.lam

(37) 1f the raga 15 useful for singing themes relatmg
to varnana or descrlptmn .

g For example Dhanyasl Kedamgaula. and Sma.tl are
useful for varnana. :

(38) The curative effects of the raga.

‘ '(89) E&e extent of its use in the spheres of art music
and a,pphed musie. .

Ba.ga,s of pronouneed rasas like Ahiri are used in .
operas and ragas like Kedaragaula-figure la.rgely in Purana
patanam and religious discourses. Ragas like Sahana and
Nadanamakriya figure in namavalis. Nilambari and Ananda-
bhairavi figure in lullabies. Saindhavi, Punnagavarali,
Kuranji'and Navaroj figure in marriage Songs a.nd folk
melodies. : .

(40) Wheﬁlel the raga derives its characteristic indivi-
duality by chauka kala sancharag or by madhyama kala
sancharas. - i
N Bi-Ag sp"tule, all the ragas admit of both cha.uka.
- kala and ma.dhya.ma kala sanchzug.s. ‘But this section is
intended to cover eases like (1) Arabhi, which shines more by
'1ts maﬂhyama kala, sa.ncharas and (2) Dev&gandharl which




or an GPUTVG (raxe) mga. &

(43) Closely allied ragas, if any.

- Bhairavi and Manji are closel§ al]le& Tagas; + likewise

. are Dzuba.r and Nayaklf Bﬂahan and Desakshl' Mukha.rl

~and Sa.lagabhalmw It mﬁst be noted that each raga. of the
.,pa,lr has however a separate melocﬁa individuality. -

'\\

(44) Its distribution a,mon"g"sf; musical co"mpo‘sition;;.

g The time of the day or nlght and thg kea,son best
smt"ed for smgmg the raga. - b

e .;*;' e,

Some raga.s are amena.ble to the tlme theqry ;

w5

-

P

b (4(}) The syala,s whmh a‘re“g;ecogmsed as a,pproprla,tél' |
ior commencmg melodies in this r&ga. : e

. Such notes are generall‘y notes common to bath the :
arohana and avarohana. : o :

: (47) If there are tunes in the raga, k*n'h"f o
oA 3 A ® : % ’ e f

.7 A;la.nda.ka.hppu, Pa.neba eha.ma.ra.m, %gf.‘takokll&m *aend:"‘
ol are &1] names mdmatmg pa,rtlcufaa"“ 1 At.a time




T Tyff Importa.nt rigas if any, that 1emﬂt by the apphcs.-
tmﬁ* ,*tho process of modal sh]ft of tonic to this raga.

A For example, Mohana’s ri as sa gives Ma.&hyamavatl .
*and lts pa a8 sa gives Suddha saveri and so on.

%49) Current raga or obsolete raga.

Baga.s like Mohana and Bhairavi are current r&gas~
whlle ragas like Kondamalahari and Mukharipantu were in
vggge in the 15th century and are now obsolete. '

(50) Any story, anecdote or txs.&ition concerning the
raga. § :

5 For ‘example, the adi Nata - antya Surata tradition
i.e., a concert should be commenced with Nata raga and

; ':ooncluded with Surati raga.

J:%p,,-

(51) Pmtonal representation of the raga, if any,

The plctures of ragas and raginis communicate in a
visual manner, the power or the emotional aspects of ragas.

The svara graph and the svarasthana graph of a raga’s
arohana and avarohana reveal the contour of the raga and the
symmetrical or non-symmetrical structure of its arohana and
a-va.roha.na,

A raga is said to possess a symmetrical arohana and
avarohana, when the number of svaras present in lts ascent
and descent is - equal Such ragas have identical svaras in
the ascent and descent as in Hamsadhvani (s 7 ¢ p n s .-
gnpgrs-29) A raga possessing svara symmetry (i.e.,
identical svaras inthe ascent and descent) need not necessarily
* possess svarasthina symmetry. Bhairavi for example, has
svars.-symmetry ‘but not svamsthana“ﬁﬁmmetry, since it takes
‘chatusruti dha in the arohana and suddha dha in the avaro-

hana (also see item 7 on.page 42 ).
4 7' 5 i i

;e

e
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(52) If the raga and melodies in it can be sung or
played in the madhyama sruti. .

Ragas like Punnagavarali, Nadanamakriya, J ha.njhutiv,a{;ﬂ
Kuranji and Navaroj, wherein the highest note touched is a
note below the tara shadja, are examples. s

(53) If slokas, padyas and viruttams can be sung in
the raga. ;

&
(54) If the raga can figure aptly in a series of ka.lpana.

svaras in the ragamalika section of a Pallavi.

(55) If the raga is present in other systems of musie,
including ancient Tamil music ; if so, the names by which it is
known in those systems.

Abheri for example corresponds to the Bhimpalas of
Hindusthani music ; *Kiravani corresponds to the harmonic
_ minor scale of European music; the Tamil pan Kausikam
corresponds to Bhairavi and so on.

(56) Names of prominent musicians who have made
this raga, the subject of their exclusive study, practice and
research and who have been honoured with the name of the
raga itself as a mark of recognition. .

(57) History of the raga. X

Changes in the name of the raga and changes
¢ in its lakshana if any. For example Nadaramakriya and
Madhyamadi ate earlier names for N adanamakriya and
dhyamavati. The introduction of dha in Sriraga is a
later development. ‘Malavagaula wes mentioned as the
:am,];a, mela for Vasanta and Saurashﬁramt a time when the
: ‘79 melg.s ;had not been -evolved. Surya.k&nta-m
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(53),;[‘116 classical works on music in which this raga
s refertedto and the earliest composer to compose in this
mga : ; et

>(69) If the name of the raga stands for or conveys, :
some other musical idea or concept.

Vasanta for example is the name of a raga and is also the
name of a tala in the scheme of 108 talas.

" (60) Significant mga.nings if any, attached to the name of v
the raga.

For instance, the name Athana ( a+thana) is interpreted
as meaning a raga which frees one from bondage i.e., confers
freedom from life and death. The raga Srt was given that name
by pﬁrvﬁehﬁryés, because it took the notes of the sima gana

geale and was hence’auspicious and free from doshas. The
~ song Sri Kamalambtke in this raga, is appropriately sung as
a mangalam in the Dikshitar school. Concerts can be conclu-
ded with Sriraga or Madhyamavaiti.

South Indian Music is one and indivisible. The ragas
form the fountain source for all melodies. The above-men-
tioned 60 points help one to get a true and a complete picture
of a raga covering its scientific, cultural and historical
aspects. No study of a raga is complete without a study of
some of the brilliant lakshyas or compositionsin it. Classical
compositions'present' all the quintessential aspects of ragas
and constitute ideal stepping stones to the attainment’ of
raga jnana, the ultimate aim of all musieal studies. Sinee
each composition delineates a particular aspect of the raga,
the importance of the study of a good number of classical
compositions in it, needs no emphasis.

———
»



» CHAPTER IV
3y TALA.
175 TALAS. . %.

The function of rhythm in a musical composition is to
maintain the balance of its music. Just asa minimum of
_three straight lines is required to” enclose a space, and Just
as at least five notes are required to econstitute a raga,
a minimum of three aksharakalas ig Checessa,ry to constitute
atdla. Thus trisra jati eka tala is the shortest tlme-mea.sure
that ean be thought of. : :

The famous aphorism, ZRwtar u:ftar;

(sruti is the mother and laya is the father ) emphasises
the importance of singing to accurate srufl and accurate
time. Sruti suddha and laya suddha are two of the funda-
- mental requisites of all good music.

It was pointed out in Chapter ITI of the preceding
volume of this series, that the seven principal talas give rise
to the 35 varieties on account of the panch t jatt bhedas ( the
ﬁve kinds of the laghu ).

Each of these 35 talas again gives rise to five varieties
on account of the gatt bheda or the change of the gati. Thus
we have in all 35 X 5 =175 talas. Even as there are the
pancha Jati bhedas, there are also the pancha gati bhedas..
Therefore edch of the sapta talas comes to admit of 25 varieties
on a.econnt of the pancha jati-gati bhedas. When not other-

‘ mmentmned the presumption with recar&to a tala is, that
‘;t‘m,mthe chaturasra ga.ﬁ The ohn.uge of Jati applies only
to ﬁm hghu but the ohanga of gati a.pphas to s.ll the nngas m :

5



' Table VI

i,

The Tala

53 :

i

kS

VIL® (gati bheda) chart (A) .
“js,hovgizi‘g‘how each of the sapta tilas comes to admit of
- 25 varieties on account of the ckange of gatt. .

; (Rupaka tala is taken as an example and worked out here)

e fey The resulting
L ol oo
Tatl,© | Thototal | Gati Bhods, | "Pi oL UiEN

aksharakalas g iror A HYnSe aF
for an avarta| ! Aotk ol
s change of gati.
.f’Trisra O X3 =15
Chaturasra 5 X 4=20
Trisra O |3 =54 Khanda 5%X5=25 "

. | [Misra 5 X.7=235

s ([Sankirna | 5 X9=45

‘ (|Trisra 6 X3=18

2o | [Chaturasra 6 X 4=24

Chaturasra [O | 4 = §< [Khanda | 6X5=30

LMisra 6 X 7=42

Sankirna 6 X 9 =54

r Trisra 7X3=21

Chaturasra 7TX4=28

Khanda O | 5= 7< [Khanda 7X 5=85"

s : | Misra TX 7 =49
{_{Sankirna 7TX9=63 "

(([Trisra 9 X3 =27

; | IChaturasra 9 x.4 = 36

Misra @] l 7= Qi Khanda, 9 X5=45

: Misra 9 X 7=263

g (Sankirna 9X9=281

(Trisra . 111 X3 =233

| [Chaturasra, 111 X 4 =44

Sankirna  |O | g= 11< [Khanda 11 x 5= 65

Misra. 11X 7=177

‘Sankirna 11 X 9=2199

In the same fmmnqr, the remaining six talas also admit
- of 25 varieties each. s

SN



v

.*_‘ L B g 7% ge

Tt ) suiyaey | o ‘
18 €9 47 98 L% 6 | SN | FT | &
: €9 67 ¢ | 86 15 bt Boueqy . 8L
et R T R 08 44 81 9 4 vIsemiEg) | gL | B
nm ~1¢| ¢ g8 44 08 4 ¢ J BIGE | IT :
om —9p | oer 07T 00T 08 09 03] soIyuey | QT
9% — T i 611 08 79 | 8% 9T | BIBIN | 6
0% — 98 80T 8 09 87 98 81 ¢ Bpueyy | 8
9 — 18 06 0L 0 0% 0g o1 | BISRINEYL | )
08 — 92 ) 99 0% wF ok 74 8 J BISIAL, | 9
< 95— 15 195 £0% (21 91T 18 6%) BUIUE] | @
20 —o1 L05 | 191 oT1 56 69 8z | IS | F
gl — 11 891 61T G8 89 1¢ i wpueyy | g
0T —9 95T 86 0L 9¢g 47 T | BISRINIRY) |
g1 66 LL 94 iz ge Il BISAY, | T
“Be[E) 2B
GLAT oU3 ‘1783 ‘1383 ‘1e3  nned eiser ‘1B  |ejaear ue =
JO owmIey9s | BUID(URY | BISIY | BPUBUY | -nyBYp BISLT, |10} serey Mm
ey} ut -g1eysye ‘13Bp o
st Clefenald "08%) [2%0 U BJIBAR UB I0] §)IUN I0UTW |k ol P m.l
[BLIeg J0 Ioqumu mns?mou eYj pue 1388 Jo omnaao : : @ ¢

'sepeyq 133 oy Jo JUREdIE UG ‘se[jorrvA S L] 993 03 o311 0413 supey 1pujus G ¢ oH1 Moy n.._’o.—m

(@) viwyo (wpoyq ey weg oy -



QLT—TLT
0LT—99T
O8[==TQF
091—9¢1
991 —1¢9T

09T —97T
GHT—TF]
07— 98T
GET—TET
1 08T—981

9gT—15T
06T—91T
OIT—TTI
OTT—90T
GOT—I0T

.boﬁlw.m ;

18

Sy
98
LG

86T
69T
96T
80T
06

LIT
66
18
6L
€9

80T
06
GL

BUI{UBS
BASTIA
BspuByy
I8BINYBYD
BIBLAT,

BULIY UBY
BISTIA
BpuBy]
BISBANYBY()
BISIAT,

BUILNUEY
BISTIL
wpuviyy
BISBINJBI)
BISILY;

BUIL{UBY
BISTTAL
. BpuURYY]

BIBVINJBYD) |

BISILT,

ge
g6

1:
56

it
08

86
LG
96

Y
49

7
(6}

GG |
16

0%
61

8t

ot

"‘Bdrﬂirﬂ{f

w0y R icH

“endidy,



Chapu tala S a

The Chapu tila is one of the tlma-measn,res used in
Indian musie from very early times. There are many folﬁ
melodies in this tala. It is a syncopated time-measure andi
counted with two beats. Somefimes for the sake “of ¢
venience, instead of two beats, it is reckoned with a heat and

a visarjita. ¢

There are qu.r v&rletles of the Chapu tala :—

(1) Mzsra chapu (3+4= 7) where the first beat hua
duration of three units of time and the second

*

four. :
(2) Khanda chapu, (2+3=5) where the 'tfttt&ﬁ&: of;
the first beat is two units of time and the second
: three. . A
(8) Tisra chapu (1+2=3) where the duration of the
first beat is one unit time and the second two.
% (4) The Sankirna chapu (4+5=9) where the duration
of the first beat is four unit§. an e

the ‘second
five, Thls Jtala is rather an unco iety ]
and figures in some pallavis. 77?

e s When mer ely the termi chapu tala is mentloned on ihe
& top of a piece, the presumption is that itis misra okapu

Other varieties like khauda cha,pu ete. have to be specl:ﬁca]ly
: mentmned as such, . A

R

- Deudn Madhyad: talas

>  The Desidi and Madhyadz ta.la.s consist of 5 oounts eaoh,
,'jfét;n avarta and are reckoned with a vxsar:zta (wave of the
- hm*a):&g&three beats. Whereas in‘pieces mths Besadl tala

:;‘:’f_r:; S D - v £ o n_
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 the musie ‘eommences in the visarjita after the lapse of 2
‘aksharakila, in the pieces in Madhyadi tala, the music com-

~ mences after the lapse of 3 an aksharakla.  In other words, -
at the very commencement, there is a period of rest (visrants)
of 2 and } unit time respectively in the pieces in these

z two talas. It is also customary toreckon the rhythm of the
pieces in these two talas after the manner of the adi t&la’a;pﬂ
the music in sueh cases starts immediately affer these periods
of rest from correspondiag points in the avarta. These two
time-meastres are a recent introduetion‘into South Indlan
Music and Tyagaraja is thefirst great composer to compose

-~ kritis in these talas and show thelr great possibilities.

: —The‘pleces, Enta vedukondu Raghava (Sarasvati mano-
hari); Bhuvini dasudane (Stiranjani), Sitapate (Khamas) and
Raghunayaka (Hamsadhvani) are examples of conipositions
in Desadi tala. The pieces: Namakusumamula (Sriraga),
Meru samana (Mayamalavagaula), Enduku nirdaya (Hari-
~ kambhoji) and Riga sudharasa (Maytradhvani) are examples
of composxtmr_;s in Madhyadi tala.

Dhruva rupaka is a mixed time-measure. A composi-
tion iﬁ'this tala, as also the sections of a composition in this
fime-measure start with two drutas and two laghus and are
then folbwed by the rupaka tila avartas. The gita Areyanaka

 in Nata isa wellknown composition in this tala.

@

. The suladi tarangas of Narayana Tirtha in the sapta talas
and the sapta tila gita ** Gédna vidya dhurandhara ” in Nafa
mga are oompos1tlons of special interest from the rhythmic
pomt of view. The latter piece is set in Dhruva tala but its
musical construction admits of being reckoned in the other

gix suladi tﬁl&gﬁﬁmll without detriment to -general effect.
8 Fi * :

& # b3 =
SR a : &
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The length of the composition is 30 avartas (420 aksharakilas)
of Dhruva tala, As one sings it, reckoning the Dhruva tala,
six other persons can start simultaneously’counting each, one
of the other suladi talas. ~ At the conclusion of the gita, it
will be found that all the seven persons finish their avartas
completely, . . : ]
the person countmg the Dhruva. tala executing 30 avartas |
Matya  tala A 435,
Rupaka sala 5 0

” -~

; ,,_: # Jhampa tala = 42
G S i Treipwis tala - 600
e o AR wla oyl B0
. . g Eka tala o R0R L i

Kuru Jhampe is a folk time-measure. It consists of a
drutam, a khanda laghu and a Tisra laghu O |s |3 Avarta= |
10 aksharakalas. There are jakking darus in this type of tila.

: Tala dasa pranas.

The subject of tala dasa pranas deals with the a.nalytica.l
st'ﬁdy of rhythm in all its aspects. Some of the pra.nas are
of mere academic interest. The“ ten_elemeiits (d'asa pranas)
of musical time are :— kala, marga, 'krlya. mga, gra.hs., ],m

ka.la laya, yati and pra.stara. : o
S w0 A feathy n@sm% —
© A SRR AR |

- Of these the first five are refer;ed to as’ thq maha
pranas or main elements and the rest S UPa Pranas or secon-
o= da.ry elements The more 1mporta.nt of the da?a. pr&ﬁas are
treated of here. The rest are ﬂealt with in the nox voluma *
f this Series. sbacea e g/k %o s e |

3 y &
R el

s eeian

S S S
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~ Kriya is the manner of counting’ time. It is the kriva,
that indicates the constituent angas of a tala. The beat of the
hand, the vma.r]lta, and the finger counts are different kinds of
 kriyas. = :
By «» Knyas are of two kinds:— s
(1) Sasabda kriya (am-qﬁm), ie., execution accom-
panied with sound, as in the clapping of hands
or in the'bea,ting of the right hand .on the right
thigh and ca.uterlza.tlon -
(2) Nissabda kriya (fazmsgean) i.e. soundless oxecu-
, tion as in finger-counts, 'uzsarjzta krishya, -
2 : sarpint, patakam ete. ;

Sasabda kriya is seen in anudrutam, which is reckoned
with a beat. Inthe drutam, we have both the sasabda (beat) .
and ﬂie nissabda (visarjita) kriya.s. In the la,ghli also we have
the two.krija{s represganted. :

Ar’zga Angas are the constituent parts or the limbs of 8
tala, Excepting the Eka tala, all the other talas consist of &
pfumhty of angas. There ‘are the shadangas (six angas) g
anudruta, dmtar laghu, giird, pluta a.nd kakapada.

araaeﬁ g T e |
© RIS T Mk A TR |

The symbols for these angas, their values and their mode
of execution are given in detail in Chapter II of Book I of
this Series. The suladi sapta talas take only the anudruta, -
druta and laghu. . The shadangas figure in the scheme of the
clagsical 108 talas. Of the suladi talas, the Dhruva tala and
the Ata tala have four angas each; the Matya, Jhampa and



60

Triputa tilas, have three angas each ; Rupaka, two angas and

Eka tala only one anga. Three of the sapta talas ( Dhruva,

Rupaka and Ata ) possess an even number of angas; the rest

" (Matya, JThampa, Triputa and Eka ) possess an odd number of
angas.

Graha. The place of commencement of music in the

tala avarta, is known as the graha — &®.4y or o)ganb. The

graha is sama when the music commences along with the tala
and vtshama if otherwise. o

Vishama graha is of two kinds: Atita and Anagata.

It is atita when the music commences before the tala
and anagata when it commences after the tala. Gitas and
tana warnas in adi tala furnish instances of compositions
beginning on sama graha. The pallavi, anupallavi and
charana of ata tala varnas” and kritis like Svara raga
sudharasa furnish instances of anagata grahas. Bince
there should be a reasonable measure of time between the
padagarbham and the eduppu, the upper limit of the anagata
o graha will be two counts in adi tala composltlong and pallavis..
~ Instances of atita graha are comparatively rare. Atita
grahas are met with in the olaslﬁa.l pallavis.  The anu-
pallavi of the kriti F,e1zygana Zolum._ in Kedaragaula and
the anupallavi of the kriti Kshinamai tiruga in Mukhari
furnish good examples of atita grahas. - In atita graha com-
posahons, the music commences at the end of a (presumed)
previous avarta. The atita graha is resorted to in order to
suit the exigencies of prosody. In the case of compositions
‘in anagata and atita grahas, we always precisely indicate tha

q:amtof commencement of musmbxstatmg at the top.

5 immhe:qf aksharakilas or fraction of an a.ksharakala, the
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‘Sirngs.devn, in the,Sangitq Ratnakara, says:—.
aAsAR ARG Jgears B 7 |1
Tables IX and X explain these three types of grahas:—

Table IX — Clh'aha (eduppu)
| : |

Sama Vishama.‘

| |
Atita Andgate

Table X

: Sama graha

. Anagata graha
[ g e
: : == | , 5
b3 b Atita graha
« ]
Reference :

Tala —— —— —
Mt ETE )
% Startingpoint of musio . X
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- e
Jati There are the ﬁvé jatis : tisra, 6hafnra.§ra., khanda,
misra and sankirna.
Laya is tempo, speed or kala pramana. Three degrees
of speed are recognised for all practical purposes:—
Vilambita laya (slow),
Madhya laya (medium) and
Druta laya (quick).

3 h_Interﬁlediat'e gradations of speed under eaeh of these
degrees are also recognised. In the increasing order of
quickness they are::

e . :
(a) Vilambita — Vilambita
: ®) : - 2 e Madh?ia ]
e O, 5o %
{a) Madhyy o - 7.:;;;;;.@;3:1_
o B s Mk
G @ 2 ‘ -—Tl)rutd_,—
£ § ¢ B
e Vil 2
 — Madhya
i }..... ruta b
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Mode of Reckonmg Time

Two kinds of units are used in reckoning musieal time. .
One is the akshara and the other, the maira. The former is
equivalent to the anudruta and the latter to the laghu
(chaturasra type). The mode of reckoning by aksharas is seen
in the composmons belonging to the 35 talas (employing laghu
jatis). Reckoning by m‘atras is seen ‘in more difficult and
high class music as in tlee classical 108 talas (wlthout jatis)
and & few other terse time-measures. The table below
gives the relative values of the shadangas in a.ksharas a.mf 53
matras :— -

Table XI i L
"Name of the anga. Aksharas. : Maitras.
g . B ; ;
Anudrats 1 1/2
~ Druta 2 1/2
Laghu - s e
 Guru 8 8
Pluta § ‘ 12 3
 Kakapids 6. ol
: «

There are also the shodasingas or .sixteen angas begin-
ning with the anudrutam snd ending with the kakapadam.



Table Xll (Shndnangu)
Dura.tlon.v

Name, In T
aksharakala| matra

e

Anudruta
Druta
! gl
j 1
e
A |
1
gy
-‘ ‘2% ‘
‘Pluta virama %
e ﬂwm ; ‘3}
Pldadrte visma | 15 | @
ning hy -rva laghu means, reekzi:; time evenlY'
8, the duration of each buibaing .

Druta virama
~Liaghu
Laghn virama
2 Lﬁghudmta ;
. Laghudruta virama

Gura

&

a1 e VGBI S B SRS TG e

7 Guru virama

~ Gurudruta

Gurudruta virdma -
Plﬁta.

G G S
(T T e
L

% gl
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CHAP‘I‘ER .
‘ MUSICAT. FORM ¥

A musma.i‘compomtlon presents a eoncrete plcture of a
raga. The Juns&ctlon of a composer  is essentially sangita.
kavitvam and not sahitya /.amtvam »When the composer:
happens to be also a poet as in the ease of Tyagaraja, we h&ve
the ha,ppy coincidence of beautiful music coupled with- poetlc
thoughts “Words are used in poetry for their sense, m
musieal compositions they are used for both their semse a.nd :
“gound The claim of & muslca,l composmen to permaa;e;iéeA :
- lies - pnmanly inits muslca.l setting, In every- musical

: compq:mtlon the sy]lab]‘es of the sahitys should beautlfully
blend wlth the dha.tu. A

The ]aksha.ns.\of a- -m‘uslcal foun can be studied under
the followmg heaas

s Whethen the form belongs to the sphere of a.bhya.sa
. gana- (vocﬂlses) or sabha gana ( concert pieces ).
5. ‘thether, it is a rhythmical form or a non—rhythmmal
s form E o=
R Non—rhy’thmlcal forms are foxms hke churmka.s
and dandakas “hmh are mot set to any

specxﬁc tal&

= &Whether the form has to be in a specific tempo.
"d  For instance, padas have to be in slow time and |

ta,n% varnas in medium tempo; kritis may “be
in sféw tempo or mec’hum ;tempo.
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Whei&hex the form a.dm1ts of a ma-tu (S&hlt‘ya% or
sung merely as a solfegglo

" L
For example, the J&tlsv&ram has no sa.hltya.
is merely sd’ng to solfa sy]l&bles.

AL constituent angas mcluswe of essentml an
non-essential angas. g e

Its gana krama. 1.6, the order in which the severa}

sections have to be sung. © :

it ‘Bules if any rela.tlng to the glaha. of the plece
¢ the graha of its component angas. .

. For gxample g1tas ha.ve to be in sama gra.hn, :
but in a kriti, the eduppu of the pp.ll&m,
pa.llaw and cha,rana, may be 1dent1éa1 or d.lifere

. . The theme of .the sahltya. t <

If the musical structure of the forrh" a&mlts of apt
themes for developing niraval and kalpa.na. svares. -

F%r mstanoe, kritis contain themes fit for mra.va}
' a.nd kalpana Mms, but not fonms hke glta.s,f

_padas and tillanase - s v ‘_r

J the form has a nnmber of emmples or only a fe;‘
F¥ o There are tbousands of knhn imd kirtanas whereo
W a.s there aw bnly & femf ra.gp.ma;lﬂms T

e e




B ] “charanas, whether all
5 . the charanas have nec ssarily to be sung or some
: 5\:@" of them can be optlonany sung.

. n sva,ragatls,%ra.ga.ma,hkaa,,kntm with. cha.ranah of

different *dhatus and Tyagam%}&ﬁ panchamma.s :

. 'aﬂ the char&nas have to be sung. In divya-

nama kirtanas all the eharanas have to be sung -

- because of theu‘ sacred value.

e

» . - 3 i g a8 % : iomy.
~Individual ‘com\poeltlons under_each form can be eriti-

cally studied unaer the following heads :—

S The raga, ta,la%mrga and tempo of tb.e composutlon. :

2, Its demgn, consﬁuotlon and s;yle -

3. The commenemg notes Qf its paJlam a.nﬁpa.llay
. and charana.

4 e
The commqncmg note of “the pallavi and ﬁe
~ commenecing note of the anupallavi usulilly

" bhéar.one or other of the followmg relation-

Shipte— =" . &
e (a) *They may bé sama svaras _( identical notes )
( Er. Nado pasana—-Begada.)

o

; ~£b)_ They, may - ‘be am octave apa.rt (Ex J aﬂam
o mnnu vma—thga.ula) :

| " + (¢) “They may have: the: sha.d]a.-pancha.ma bhava
’ * (Ex Chakkani m_;a—-Kha.rs.haraprlya)

(d) ‘They may have the shadja-madhyama bhava
(Ex Marzyadaqadura-Sankambhamna

4 The nnmber of &yart&s and pa.das of ea.oh sectlcn-

|

]
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8. Places in-the




“ﬁaﬁ s(__‘of ﬁfé Avirtas gu(a the c}uefo ﬁ:ie‘ klmfs’

‘&?'. AN

: k&ag’éfcx( l;q..the su;;‘rd klzandct the mltla.l syllablés gf ”ﬁﬁa e

.of tha M&fangalavagaula.,ilakshana. glta. (see post) arac——rf‘_
ra qwan pa.*dhvr,mt From- this’one ‘is able to infer that -
dh f"ﬁhﬁ , ‘antara gamdhara., su&d,ha madhys,m;,

n& Kikah mshadn,‘( bemdas- ‘and T

» ta&’,_l ’bfy this raga« ?urthbr ﬁb, :

ain ihe.&gm ot the TII ctfs.le:a z 05 mmﬁaL '

Tha maxt twq. aectwns ef tha glté. fespechva&

'f «auseiﬁ deten&;jni’h; the h;sio;y oﬁ ragas Some r&gss ﬁgqring
e iiln.;ﬁwmng% ﬁst have smca}_."ﬁecmgs bhashanga. Ag&in,
Fa fow g s mentioned in th B*glf.as are .not now curreﬂ“ S

‘Hence tl h‘istorfefa}‘valﬁe‘{
T ,ﬁf : 7 o




Slnce tag&smt men.tloned in ’the Ghntardamii pyka.
.»s:ka ﬁgure 1n these fa.ga‘fnga. lalksha.na glta.s lt ls ce "a.ln that :




.rjﬂove) or 11; may be i‘n praase of a i)a.tron or ba *descngtme ;
-ﬂ;e p&rtleulu_‘v&rna

ofa Elgh order and détalled kno“ledge oy the* Mshana.s of 4
'ra,gsa.s §o Egmpose va,mas.”Gemposars of varnas are fow and -
 the number of all the a.véllable va.rnas “does mot ggxea@ A

few hun&:gds. ’Con;paueﬁ Wlth th’!s “we. have thqusan&s:«&f" d

}ﬁép{f@s belangmg 'to thio ‘rea,lm = abhy&sa
A3 a_awa,rna. 1s the la,st type to be pmc‘nsed before

,;(2) ‘I;he uttamnga, or the ettn]ckadaz com;irismg :
,ana theqhmﬁam =




g
svara paéﬂa.ges Q;h

mmtf “The f
us ? of ;116 length, of one zwjgta : s
vg:@lon«of .du'gh_g svﬁra.s fhe len (th eagh. su
g da%gm ga.ssa.ge is either th& ss.x:hgﬁ a@ " the one
re. “The last etmgada%pm-pass&qe;s th
;ﬁ;ax,_be o two or fow;r avartas. Ettneada svarde




4 :_-: vn,rna the{palhv!, anupa.l]am anFohainit alone
~ have sahxtya i Th&%thar portions are sung as
" solfa pagssfgéb . A'Thun' the tana varna furnishes
" an instance of a @omposition, wherein a part
ig sung as a solfeggio and the rest with Vfﬂhe
~~ sahitya. On aceount of the preponderance of
tana jatis or phrases in this form, it came to be
called tana varna. The wide dispersal of the
sahitya syllables is a characteristic feature of

3 the tana varna.

(2) Pada varnas (also called chauka varnas and @ta
varnas) are the eompositions heard in dance
concerts. The entire composition herein has

_ sahitya. The matu is characterised by less

of vowel extensions. The music is in a some-

. what slower tempo and is intended to give ful

_scope to convey the bhavas.  Beeause of its

affinity to the padam, both in point of tempo

- and the theme of the sahitya, this composi-

; tioﬂ came -to be called pada varna. - Jatis

Bh (Gmrsv aa_@&etr) are met with in some pada
- varnas.

»

Tana varnas are found in Adi, Ata, Jhampa, Khanda jati
- Triputa and such other long talas and not in short time-mea-
sures like Riipaka. Short time-measures are an impedimént.
to the free flow of tana ideas. There are pada varnas in rupaka
tala- Tana varnas present the svarupa of their ragas in a
nut-shell. H.ra.sva nyagas, dirgha nyasas and alpa nyasas of
~ ragas are all clearly illustrated in tina varnas. Tina varnas
are intended for being pra.ctiged in trikala ( three degrees of
speed ) but not so pada vaynas.

10 iy o o 7 * ; -‘ AR



: tlons are in different ragas. The Navaraga malzka va;
the nine ragas: Kedara (pallavi) Sankarabharana (anupa, ;
Kalyani and Begada ( muktayl svara ), Kambhoji ( chmga,na
Yadukulakambhoji, Bilahari, Mohana and Sriraga (ettug'
gvaras); the Dinaraga. mglaka varna in the eight rag
Bilabari ( pallavi ), Dhanyasi (anu’pa.ll&vl) Madhyama
( muktayi svara ), Kalyani ( ¢harana ), Purvakalyani, Ked
gaula, Mohana and Bhiupala (ej;tuga,d'a, svaras) ; agd'-;-ﬁ@
Ghanaraga maltka varna in nine ghana ragas begmnmg
with Nata are wellknown compositions. There are al
ragamalika varnas belonging to the eategory of pada van}as

¥

Because of the occurrence of certain sections ag
* solfeggios, the reason for the non-inclusion of the raga nam
© in the sahityas of ragamalika varnas is obvious. 3

As for the gana krama of a varna, the palls.vl a.nupa.]la.vl‘
: the muktayl gvara are sung in order and eonoluded w1th

ewarta. A8aade at apt places. The charana i is
" by the ettugada svaras. At the conclusmn

- are not repeated The sangatis if any, are sung only on:
",sa,nce in the pad& varna, the zﬁ\i}tayl svara and the ettug




Ramawff& i xkshﬁuﬁas composed a beautiful svara
Wm’mrﬁa sa ¢ ga da ni) in Todi raga, adl ta.la, <
ﬁtihthng with svamks]wra beautles.
:° o "‘

-

Some chauka varnas have sahitya for the pallam anu- -
pa.llavl and charana alone and the rest of the comrposition
e-sung ag solfa passages, after the model of a tana varnaj
Ex. Rupamu Juclu in Todi mga, Adi tala by Muthusvamy
ikshitar. ‘
- Pada jati varna is a,-pada‘ varna wherein jatis fignre.

Formerﬁr varnas had a supplementary section called the
anubandham. Tt consisted of a sahitya part and s solfa part.
This sahitya served to complete the idea in the sahitya of the
rest of the varna. The'sihitya beginning with the words

 chtru chamatalu % SHeeo (See P. 116 of Sangita -
‘Sarvartha Sara Sangraham—Telugu ) constituted the anu-
bandham for the famous varna Viribon: in Bhairavi raga.
Some anubandhas did not have a separate solfa passage and .
in such cases, the anubandha was followed.by the singing
-of the muktayl svara of the purvanga part and the original
pallavi then sung and the composition concluded As the

"anuba.ndha éh(lnot yery much add to the musical excellencevr :
of the vam&’, it gradually fell into desuetude. Nobody sings
the anubandha section of the Viriboni varna at present.
ﬁubsequent composers of varnas like Vina Kuppayyar ‘did net

' bother about the inclusion of the anubandha in their compo-

i sitions. Anuba.ndha.s figure in the tana varnas of Ramasvamy
leshxta.r and Sonti Venkamsubbayym (see Sangita Sampra-
‘daya pradarsini Vol. II, Pa.ges 908 and 956 ). The
anubandham may be compared o the coda of European musie.
Since 1t alsmfbed the balanced length of the purvanga and
utfarangq. 1t was graduﬁ.lly glven W iy B

= =iy 2 i P
i



Pachchimiriyam Adiyappish, Sonti Venkatasubbayyar,
- Syama Sastri. Vina Kuppayyar, Pallavi Gopalayyar, Svati
Tirunal, Manambuchavadi Venkatasubbayyar, Muthummx
Dikshitar, Paramesvara Bhiagavatar, Annasvamy Sastrﬁﬂ'?
Tiruvarur Aiyasami, Patnam Subrahmanya Iyer, Garbhs,pm:;,v '
Rottavasal Venkatarama Iyer, Tiruvottiyur Tyagayyar,
Ramnad Srinivasa Iyengar; Kuppusvami and Fiddle Ponnu
svami are some of the famous composers of t3na varnas. % =

Govindasamayya and Kuvanagamayya of Kﬁ.rvetn‘a'ga.;'
Ramasvamy = Dikshitar, Vadivel Nattuvanar, Pallavi
Seshayyar, Ramasvamy Sivan, Subbarama Dikshitar, Mysore
Sadasiva Rao and Kunrakudi Krishnayyar are some of the
, famons composers of pada varnas. , _

Kriti

Ehe kriti composition is the most highly evolved amongst
t mpsma.l forms. It is the most. important of the_‘melodxe .'-':t:
# group of compositions Every composer of note during the

last two centuries has attempted this type of composition.

The elastic nature of the form coupled with the fewness of

rules, afforded ample scope to the eomposer for the dlsp]ay",
~of his creative genius. Freed from the tymnmeal grip of %
words, the composer was able to pour forth +his thoughts
through the language of pure music in an abunda.nt manner..

. Kritis form the bulk of the musical oomposttlons at the
pxes;ent day In a modern concert more than ‘half the time
s taken up w1th the rendermg of ertxs and righty »%9 ; The
hlﬁ has cg‘me to oceupy that xmporta.nt pliwe ammgstconcetrt'
pieces on account of its mherent beaufies. The composer
njoyed ease- an& freaéom in. the expreasian of hls




The only ideal present in the mind of the composer,
during the composition of a kriti, is the delineation of the
 raga bhava in all its varied and rich colours Kritis stand as

“examples of absolute music. Anythmg like distinctive styles ;
in musical compositions is seen only in kritis. Kritis contain
apt themes for developing niraval and kalpana svaras. With

the dawn of the kriti composition; m‘a.ns; of the older types of
' compositions became obsolete.

It will be useful at this stage to draw the line of distine-
tion between the two forms, kriti and kirtana The term kriti
refers to the composition whose claim to permanence lies
principally in its musie and not in its sahitya. Kirtanas are
older than kritis. Kriti is a development from the kirtana.
The kirtana had its birth about the latter half of the fourteenth
century. The kriti in its fully developed form appears abont
four centuries l&ﬁer.

,ﬁ‘though the term kriti in a wider sense means any
musical composition (73 Fa & Fa: —that which is com-
- posed is a kriti ) still composers and scholars during the last -
500 years have felt the necessity to restrict the term kriti,
to those kirtanas whose claim- to permanence lay primarily in
“their musical setting. The Tallapakam composers ( 15th
_ century) have used the term. Purandara Das in his song
Vasudevana namavaliya in Mukhari raga, says that he has
composed 4,75000 kritis: Tyagaraja in his piece, Sogasuga
mridanga talamu (Sriranjani) gives the lakshana of an ‘ideal
kriti. Walajapet Venkafaramana Bhigavatar in his sisa
pa.dyﬂn E kala, kalttundu S §7~ 590X gags “ I pay my
homagejo Tyagaraja who has composed different types of
' 'krtii&.... R ‘Scholars and composers like Tachehur

Singb'ﬂnharlu Tlg:.vottlyur Tya.gasyya.r, T M, Venkatesa



Sastri and others have umformlv used the term kntl
denote the compositions of Tyagaraja and other aij
compositions and have restricted the term kirtana to those
- compositions whose sahityas had a special spiritual valu
That a kriti sounds perfect when performed on an 1nstrument‘
is proof of the fact that the essentml factor in thls form isthe
dhatu. : : ¥

The kirtana is a strictly sacred form. Its sahitya may
be of a devotional character, or may relate to a purinic theme. ;
It may also be in praise of great devotees (bhaktas). Many
“kirtanas are doxologies. The music as wéll as the rhythm of
8 kirtana are simple. It is a composition belonging to the -
- realm of applied music. The music is used herein only asa
vehicle for the singing of the glories of God. In other words,
the music is used simply as a means to an end . The music+
lsnubordmated to the sahitya. Words arqs» many and the
_ charanhsare all sung to the same élha,tu Sometimes @e
ﬂhs;amas have the same music as’the pallavi. The anup
,'. ;é dispensable angaiin a kirtana. The different angas are
. cha:wtensed by the same eduppu. The compass of the music

._t

is short and the piece can ea.slly be learnt by rote. . x|

: In the kriti, the sihitya may be of a “sacred or stecul;v.r‘T
character. It may relate to an ethical or didactic theme.
Words are few and they serve only as a. vehlcle for the sing-

= iﬁg@f the music. The musm on @n& “brmbles ‘with

taohmoal beauties. There may ol : ne

- The charanas may have the R@Q; 4 b or 5

fThe_x eompass& 4 kriti extends usuaHy'{rem 1§ to ‘ ao"ﬁves.

iagata complexitiés are frequent!y met wzﬁi

ﬁt&ﬂﬂ raga erysfa.lag .y

o




; musical language in its purest form in a kriti and such a

 thing as musical interpretation is possible only in this form.

Whereas kirtanas can be sung by even persons of average

* gkill and training, justice can be done to kritis only by those
initiated in music. A musical form can have prose or poetry
for its sahitya. The sahityas of 'ifmny kirtanas are characte-
rised by poetic metres. The sahityas of a good number of
kritis have dignified prose inthem. Kirtanas are in ecommon
ragas s but kritis are in gommon and scholg.rly ragas. Many
rare ragas live through kritis alone.

There are however some compositions on the border line-
They contain high-flown music and lofty spiritual thoughts.

It will be difficult to say in such cases whether they are to be

4 classified under kritis or kirtana,s.

‘Whereas i lna sva.ra,]a.tl the charanas can be of vary‘in’g :
length the charanas of an individual kriti or kirtana should

be of the same length. Even in kritis with plural cha.ra.m.a

this rule holds good. - b

' ‘_‘-‘.“'; The raga sjrster;a’of India shows all the melodic and

.vla‘ésrtheti'c possibilities in the realm of music. In order to -

form a complete picture of a raga, one should listen or learn
* atleast ten compositions in it, representative of*the forms:
gita, varna, kriti and pa.dam -In this connection it may be
mentioned. that a person who performs an alapana of a raga
with the Eackgrounﬂ of & Jeviti in that raga in his mind;’
suffers fibm b3 eertam hmltatmn A kriti is an exposition of
a pgrtmu}nr aspect of a.raga. The phrases figuring in the
~ kriti dominate hisimagination and he finds it difficult to go
be?ontl.tham and | give an elaborate alapana. - Persons wishing
gttem?t a deta.ﬁed a.lnpana of a raga would do well to think.

‘»05
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of the raga as a whole and start the alapana and
obsessed by a partlcular oomposltlon in it.

The pallam, anupallaw and charana are the minimum
and essential angas of a kriti. There may be one or more
charanas. In many kritis, the dhatu of the latter part of the
charana is found to be the same as that of the anupallavi.
But in the kritis of Muthusvamy Dikshitar, the dhatu of the
anupellavi does not repeat in the charana A number of
simple compositions of this composer have only the two ;
sections, pallavi and snupallavi; BEx. Src Sarasvati
Nomostu te, Arabhi. Such compositions may be oompared &
to the earlier ugabhogas.

In kritis with plural charanas, as a rule it is the mudra Z

':eomposer) that is sung. A charana other than the mudra
arana may be preferred, if that charana containg an
apt and intricate theme for performing niraval or kalpana
5 Ex. Tambura chekoni in the charana, vekuva |
~ jamuna of Koluvamaregada, Todi; and Baktula vagamrita
pankimu in the first charana of Buddhz radu, Sankarabharana
A non-mudm charana is also preferred when it contains a fine
idea; Ex. the first charana of the kriti, Svararaga sudha rasd,
‘Sankarabharana. If the charanas are set in different dhitus,
~all of them have necessarily to be sung as 1n the Keritd,
*‘*;,Enduku nirdaya (Efa.nkambhejﬂ. _
Maﬁkwa Boeaas,
iti composition has bh'en ennohed by tha mtto-
0 :_otnop-essentml angas hke:; e e :

This  is & set solfa

)c:ﬁ#' ok

ﬁta svara.



nd of the anupallavi and charana. Usually it ig
set in madhyama kala. Chitta svaras are erystallised
kalpana svaras. The kritis: Nimadi challaga
indabhairavi), I vasudha nivanti (Sahana),
‘ wamsa sudhambhudhi (Kathanakutihalam),
Sringaralahart (Nilambari), Pahimam Sri (Jana-
ranjani) and Sr Raghukula nidhim (Huseni)
contain some of the best chitta svaras.

Some chitta svaras contain the beauty known as ‘ figure.’
In such cases, the same phrase recurs at the commencement
of each avarta or half-avarta or alternate avarta. The chitta
svara to the kriti : Inta parakelanamma in Bega.d% of Vina
Kuppa.yyar is 'an example.

There are instances wherein appropriate chitta svaras
have been added to kritis by subsequent composers. As an.
. example may be mentioned the chitta svara adorning thé.
ktitf;‘ Mamava satatam ( Jaganmohini raga) of Tyﬂgamjﬁ
and composed by his disciple, Walajapet Krlshnaswamy
Bhagava.thar

S

Vzloma Chitta svara. This is the case of a chitta gvara

* which can be sung from beginning to end and again sung in
the reverse order from the end to the beginning (i.e. in both
the anuloma and viloma krama—forwards and baclwards)

i Wlthout offence to raga bhava The raga bhava should not
~ suffer even partially in the apasavya part. For example, the
fo]]owmg ‘passage in Kalyani raga might be sung both
forwatds a.nd backwards as indicated and still maintain the

ragqbbava : oy



1.e., when sung backwa,rds, lt
Pmg G m B P d

It is not an easy thmg to compose chltta svaras of t

type. Such chitta svaras can be composed only in rag
; w:tha symmetrical aroha.na and ‘avarohana, ‘z,é., in kra
sampirna, shadava and audava ragas ha,’vmg ; tge same not

: "in both the arohana and ava.loh%na»

s ®ED b =4 oF
‘sffar g-nsn-rs |-

the end to the be




83

chitta svara should present a certain aspect of the raga
not coverad by the piece itself. For this reason a chitta svara
intended for one kriti cannot be used for another kriti in the
same raga, though the latter's tala, tempo and eduppu might
“admit of it. Chitta svaras may be compared to a bunch of
flowers adorning a beautiful creeper and are interesting to
hear. They give an impressive conclusion to the anupallavi
and charana. In cases of doubt, they are useful in fixing
the commencing note and the eduppu of the pallavi. Some

chitta svaras have in addition a laksln a value; for example,

the chitta svara of the plece Amba ni saranamu in Ananda-

bha.u'aw which. uses the phla,se pPnn s.

Some chltta svaras conclude with makutas or crown-hke
endings. Makutas are short, crisp, effective and beautiful-

Short chitta svaras have short malkutas and long chitta svaras.

“relatively long makutas. The constituent phrases of a maku- -

~tam may be of the same magnitude as in the instances of the

chitta svaras to the kritis: Nimadi challaga (Ananda.bhalraw)__: '
and Brochevarevarura Kha,md or, the component phmses =

may be after the pattern of a srotovaha yati — t.e- phrases
progresslvrely increasing in magnitude. The concluding part
of the muktayi svara of the Chalamela varna (Sankarabharana
‘gaga,. Ata tala) is an example of the latter type:

*nldfllpdnlmpdnlqmpdn
' rgmpdn,srgmpdnl;

This makutam might’ be cha.ra.ctemsed as an arohana
‘makutam, since its constituent phrases are in the a.roha.na

kema .

-

2

= GVW Gr »_ & .

=

-

Cblﬁ& sva-m are not fif themes for defelopmg ka.lpan&



(2) Svara sahkitya. When an appropriate 'sihityg.‘~1ﬂ*
added on to the chitta svara, the technical appendgfgé:
is called a svara sahitya. In this case the svara pa
is sung at the end of the anupallavi and the sahity
part at the end of the charana. The sahitya of this®
section is so couched that a continuity of sense
ma.lnta.ma&when sung at the conclusion of the anu.
pallavi or cha.rana. :

The pieces : O Jagadamba (Anandabhairavi), Janani
ninnu vina ( Ritigaula ), Ninu sevinchina ( Yadukula kam-
bhoji ), Sri Parthasarathe (Bhairavi) and Vachama gocha-
rundani (Atana) contain some fine examples 6f svara sahitya:
The kritis of Subbaraya Sastri and Mysore Sadasiva Rm:
contain some of the most beautiful svara smhltya.s '

There are also instances when beautiful and ﬁttmg svara
sahltya.s have been added to kritis by subsequent composers:
For example the svara sahitya for Syama Sastri’s Pdlmchu
Kamakshi Pavani (Ma.dhya.ma.va,tl) was the a.ddmon of
Annnswa.my Sastri. ;

 (8) Madhyamakala sahitya. This is an integral part
of a kriti. This passage may occur at the end of thp é
anupallavi or charana or both and is set in the '
- madhyama kila (quicker tempo)ie. in the second
degree of speed. The madhyama kila sahityas add
- a certain majesty to compositions. Excellent exam-
ples of this technical beauty are to be found in the
,rmmposltlons of Muttuswamy leshltaa'. Sometimes
ﬁah}’ainakala sahityas also oceur in the‘pe.]]&vl, a8
in the krltl, Srz Samevan namostu e
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H ~ Madhyamakala sahityas are not appropriate themes for
developing niraval, but they may admit of kalpana svaras
being developed. As an example may be mentioned the madh-
yamakala sahitys adorning the kriti, Koniyadina napai

- ( Kambhoji ) of Vina Kuppayyar.

(4) Solkattu svara This is the cgge of a regular chitta
svara, where, in some portioi:]% instead of the solfa
syllables, appropriate jatts (tala mnemonics) are in-
troduced and sing. The jatis are sung to the musie
of the displaced svaras. Astha section is sung, one
will hear the svaras and jatis alternately. This

@ svara passage interspersed with jatis forms a pleasant
o5 variety in the midst of a kriti and heightens the
beauty of the composition. The pieces: Sri Maha
‘Ganapati (Gaula), Ananda natana prakasam
(Redara) and Parthasaradhini sevimpa (Yadukula
kambhoji) contain splendid examples of solkattu

svaras.

There are instances of apt solkattu svaras being added to
kritis by subsequent composers. The solkattu svara to the
Gaula kriti, Sri Maha Qanapati is the contribution of
Radhakrishna-Bhagavathar, the son of Pallavi Somu Iyer of
Talanayar. E ;

Kritis have also been enriched by the introduetion of
sangatis. Sangatis are variations on a musieal theme,
developeh step by step. TEach sangati is an evolution from
the previous one and marks an improvement upon it.
Sangatis are also an integral and indispensable part of the
composition. = They might be compared to the stones
of an arch and the deletion of even one of them or

s,

et

M

%

=
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~ the change in their sequence will destroy the bsgu%y an
‘the composife character of the piece. “Sangatis }ié_,v.e been
introduced either for emphasising certain delicate and l&t_@}}_t
shades in the meaning of the sihitya, or for bringing ou
the colourful and varied aspects of the raga bhara. Som
kritis like Chera rava demira (Ritigaula) have sets of
sangatis. . The credit of introducing sangatis in kritis with
a definite musical purpose goes to Tyagaraja.

»

Sangatis may be-developed from the terminal or initial
phrase of a musieal tﬁerpe The sangatis for the pallavi of
Koluvamaregada (Todi) may be cited as an insfangg of the
former type and the sangatis for the pallavi of Sri Raghu-
wvaraprameya (Kimbhoji), as an instance of the latter type.
B&rsly sangatis may progress from tge centr al part of a theme
as in the phrase: sringaramat of the pallavi of Chetulara
(Bhairavi). The illustrations A, B and G given below vlsua.ﬂy
: reprasent the progression of sangatis in these three
Ther wavy lines show the varied portions of the?gheme*-

* from the end
» theme,




1
2
9. AT T
4

* In reckoning the sangatis, the fundamental theme itself
is reckoned as the first sangati. The last sangati wherein the
climax is reached is characterised by melodie fulness and
rhythmical liveliness. In some cases the dhatu of the last
sangati is found to be entirely different from the music of the
original theme. In the sangatis of the kritis, Darin: telusu ,'
konti (Suddha siveri) and Najivadhara (Bilahari) some
of the ancient alankaras (svara-group patterns) are aptly
introduced. In order to enable the listeners to grasp and
appreciate the subtle and progressive changes of the dhatu,
each sangati is sung twiee.

- The number of sangatis in the dltferent sections of a kriti
;éﬁ'aght to bear a just proportlon The anupallavi may have >

 an equal number of sangatis as the pallavi, or a less number.
The charana may or may not have sangatis. * It will not be

_in keeping with the symmetrical construction of the piece, if‘
the charana is loaded with a nus,_r_nber of sangatis, and: its
pallavi and anupallavi have ‘either few or no sangatis.

Sangatls in the compositions of some: ‘minor compoéem
are found to'be artificially developed. As a rule, it ls not
a.dvma.ble to add sa,ngatls to composmons wherein the -
- composers themselves did not contemplate them. Such an
: mtroductlon will interfere with the scheme of development of
of the dhatu followed by the  composer. The composltlons
_ sound perfect without the added sanggt_is ‘But 1t must be
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gaid tha the sangatis added by Maha Va.idyanﬁthg Iy
(1844-1893 ) to the kritis : Vatapi Ganapatim (Hamsﬁdhvé.ni)
Chintaya ma ( Bhairavi) and St Subrahmanyaya namaste
(Kambhoji) nicely fit in with the pieces.

In addition to the above, we also meet withfii_bme
literary and prosodical beauties in the sahitya of kritis.

Svarakshara is onme such, and has been successfully
attempted by some composers. In a svarakshara passage,
the matu and the dhatu are exactly identical i.e., the sahitya
syllables as well as their corresponding svara letters are the
same. It requires intellectual gifts of a high order to attempt
this kind of technical beauty. The compositionsgef Svati
Tirunal of Travancore are full of this technical beauty. In |
the following examples the bracketed portlons are examples
of svaraksharas :— i

(l) pa. da. sa ) ro ja —the charana of the Navariga
e malika varna.

@) Sri Rama g pad da ma Amritavahini kriti of
R IR Tyagaraja.

~ The first ettugada svara of the Kambhoji varna begin- -
_ning with the words: Pankajakshi pai :— ’

(3) "Ni da ri ni da pa ga ma ni ni ) yunnadi
3&5».)7{57'3«0 § oIy B

e

g ma ne. Ma.mprs.vala kriti m
Bha.n'avl. “58

2 lohehene i da pa ga jic
q%d‘%“ T A ;ﬂ 3

, (Apallaw in Moham. :ggg,) 4



"’"}?,;': : 89
~ Svaraksharas may be classified into :—

1. * Direct, S Suggestive.

o examples given above are all instances of direct
: haras. Suggestive svaraksharas are cases wherein
the sahitya syllables do not possess the same vowel endings
as the corresponding svara letters. The opening phrases of
Syama Sastri’s kriti : Durusuga (Siveri) and Sviti Tirunals
kriti : Sarasakska (Pant®varali) furnish good examples of
thig latter elass :—

sSva

% [~ 5
% |
o el S e

Combinations of direct and suggestive svaraksharas also
occur in some cases. The following phrase, from. the
charana of Subbaraya Sastri’s kriti: Ninu sevinchiﬁa
(Yadukulakambhoji) is a good example :—

o D 8¢ 5l 3 Soyisa)d >

pa da s3 71a s yeom )3 8 ey ShXy

~ Manipravala kritis. + In the sahitya of these songs,
the words of two or more languages figure and the sentences
ars so framed and presented, as not to offend against the rules :
of grammar or prosody. A complote idea is conveyed in each

S ) :



anupallavi of this song is given below in the secripts
‘respective languages for the sake of clearness :—

Pallavi :— o :
.éma :):ﬁ\e‘l 533 éa =X '5) 5!&& ﬂ'ﬁﬁq‘g““"' "
e valiit i

QWWQW 525350 w‘@’omoaﬁg;ﬁ xg .

. .-o!’baf»uo‘éﬁ‘) aoﬂ%‘) ,umcerrm Ouar %
T s *fiﬂ"“ﬂﬁﬁ‘“ :
" The kritis : Nn sarz‘samana in* H:a.n'am a.nd-*S
Tyagaraja Svami ni mahima in, V pa.n,n.giare also’f
mstances of mamprava.la kritis. :

In some hms, the prm beaufy is

t w”Kauakasabhw;
; mhim ti cont
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Enthusw&m.l Dikshitar has both the gopucheha and the

: srotovah& types of literary beauties within it.

 Tnthe sahityas of songs relating to deities assoclated
"Witﬁ’&asnce like Nataraja, Krishna and Ganapati, jatis are
mtr@uced Such solkattu sqbatya.s are mterestmgf to hear.
~Inthe song Natanamadinar (Vasanta) we have a beautiful
passagegf Jatis.

A kng may be thc pxoduct of inspiration or of cpnsolons

e‘ffort Thé technical® beauties mentloned above are - all

3 produe’is conseious effort. %
S & \«,ig
, 'ese technical and heterary ‘beauties are sty]ed

8 pm-fect eomposition.  The nonessential angas
may’b eomp&gd to the dazzling and attractive designs, and
th(ﬁa.ee and em“b@xdery work ﬁgurmg in costly sarees. Too
many Qf tl& n-asentla.l angas tacked on to a kriti will
result’in heavifess and the piece-itself will not be able to
“sustain !he og;amental Toad.

‘Smce the eriti composition alone is capable of bemg
embellished fa sudh an extent ”ﬁs shown above, it is ro

. wonder that every composer during the Tyaga.ra)s and

tal, becanse, even if. all these are absent, the kriti

; post-Tyagaraja per'o&sshowed a deﬁmte bms:—tqwards tlns

]

As for the ganakraga of a*lg:m, the pa.llavx. mpallavx :

and the chitta svara if the composition has one, are sung in
~order and thezgart concluded with the pallaw 'This is follow-
ed by the charana. . Afterthlstlﬁnhlka s'va.ralsagamsung

: a.nd the oompoaltlon oonoluded thh the pallavi. - If instead of

. the chitta svara, the composition has & svara sihitys, the

- solfg. partof this technibal beauty is sung at the end of the
e Ve B ey
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anupallavi and the sihitya part at the end of the charana
Each sangati is sung twice as a rule, in order to enable th
listeners to follow the gradual changes of the dhata wi]
interest. A feeling of expectancy is aroused in the audienes
as they listen to the sangatis. =~ When one sangati is sung
they eagerly await the next one, and so on. A feeling of
@esthetic joy and fulness comes to them when they listen to
the last sangati. At the conclusion of the anupallay
and charana, the last sangati of °the pallavi is sung, but
only once and the section or the composition concluded
(Example: Kannatandri napci, Devamanohari). In th
case of kritis wherein the peak sangati of the paljgvi (i.e
the sangati wherein the climax of the melodic beauty is
reached) is not the last sangati, but the penultimate sangati
(Example: Bhajana seya rada, Nata ).the pénultima.te sangati
is' sung at the conclusion of the anupallavi and the
charana. The pallavis of some kritis are provided with a.
special sangati for being sung at the cqnclusion of the
snupallavi and the charana. In such cases, this special
sangati of the pallavi should alone be sung at the conclusion
‘of the anupallavi and charana. and the section or the composi-
tion eong-.luded In kritis like Najivadhara (Bilahari), some

of the la.ter sangatis of the pallavi have small terminal phrases
which a.ppropna.tely lead on to the next sangatis. In such |
cases, the terminal phrase is sung during the repetition of the 2]
§ lﬂmgaﬁ m order to naturally lead on to the next sangati

AR
S EE Ve e

Inhihs with chnram of dlfferent dhatus the smgmg ;
~nﬂ‘ the charanas is obﬁgatory. Where the cha.ranas have
f’",mma ‘dhatu, it is open to & singer to sing one, some
ﬂwchuanu.‘ 'U"sndly the mudra charana is sung;

- m2 -ba Eu.ng Jin the plme aH:!iét

22 5 Lkt #
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‘mudra charana, if the preferred charana has a theme appro-
‘priate forideveloping niraval or kalpana svara, or contains a
nice idea or rhetorical beauty. Where the sahitya happens to
‘be richly deseriptive, as in the kriti : Lekana ninnu (Asaveri),
all the charanas are sung, even though in this piece, the dhatu
~of the anupallavi and the four charanas happens to be the
same. - ' :
Halting on a note may be made at appropriate places in
- the kriti. DBesides adding to the euphony, the halting gives
breathing space to singers.. The acecompanying Violinist
also contributes his share to the general effect. A valuable
opportt ity is provided herein for the steadying of laya and
the mridangam player.fills up this part with suitable rhyth-
‘mic display. In pieceé in adi tala, the duration of the halt
- may be about ¥ or 1} avartas and in pieces of shorter
- time-measures like riipaka or chapu, the duration of the halt
may be one or three avartas. The anupallavi of the kriti:
Ninu viné namadendw ( Navarasakannada ) provides an
~excellent example of a halting place.

~ Where appropriate, kalpana svaras alone or niraval

. followed by kalpana svaras may be attempted. ¢ Appropriate

themes for niraval may be found in the snupallavi or

charana of a kriti. Such themes may occur at the com-
~ mencement of the section or in the middle of the sectiom.

Group kritis

Those kritis, which are not separate and distinet units

by themselves, but form links in a chain of compositions

- composed on a common theme are termed group kritis..
« Pieces like Evari mata vinnavo snd FEvarani nirnayin.
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chirira are separate kritis by themselves having a complete
sense. ~ But pieces like Kamalambam bhajare and Saroj
dala netri form units of a group of kritis ibmmg a composi
whole. The former piece belaﬁgs to ‘the Kamalamb
Navavaranam ofMuttuswamy Dikshitar and the latter to the
Navaratna malika of Syama Sastri. Theiﬁ'number of indi-
vidual eompositions in group krifis is usua.lly either 5 or @

g :
The following Table gives some of thé*prominent
group kritis :— -

Table XHI

3
Name of the compdser and .
the title of the group kritis. Theme
‘ Tyagaraja’s
(1) Panchlaratn m~ The well-known composi-
i tions, . in Nata, Gauls,

Arabhi, Sriraga and Varall,
of that name. :

- (2) Kovur Pancharatnam | A set,:of five kritis composed
Sy ; in praise of Sri Sundares-
wara swamy of Kovur when
he visited that shrine.

(3) Ttruvottzyur | A set of five kritis composed

5 Pancharatnam in praise of Goddess Tri-
" purasundari of the Tiru-
5 ~ vottiyur. tem;ﬁ:m during his
: visit to that
ﬁnthnswamy Dak;hlthr s P

(1) Kamalamba 9 kritis on Kamalambika.
Navwaranam e i

~ |9 luitis on Abhayambika.
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Table XII

o
™,

[—rcontd.

Name of the composer and
the title of 'the group kﬁﬁs

Theme

(3) Swa navaaaranam

ek

(4) Pam;halmga* ;
‘Sthala kritis®

(5) Navagralm krms
also called
Vam;kutanas) :

*
N . 3

Syama Sastri’s
Navaratna malika

Vina Kuppayyar’s
'Kdlalgastisa Panchar_gtnam

& - o

Venkatesa

9 kritis on Siva (Tyagaraja).

5 ckritis in praise of the
d*ingas:— Prithirt, Appu,
Teyu, Vayw and Akasa,
- enshrined - respectively ‘in
the temples at Conjesya-
ram, Tiruvanaikkaval, ~
Tituvannamalai, Kalahasti
and Chidambaram. ?

In praise of the planets:— ==
Sturya  (sun), *“Chandra
(moon), Angaraka (mars),
Budha ({mercury), - Brihas-
pati ( jupiter ), Sukra
(venus), Sanaischara(saturn)

“and Rahu and Ketu (the two
chhaya grahas). :

9 kritis in praise of Goddess

Minakshi of Madura.

5 kritis on Kalahastisa

Do. Venkatesvara

Like group kritis, there are also the grou p kirtanas. :

- Tyagaraja’s Divyanama kirtanas,

Utsava = sampradaya -

kirtanas and Samkshepas Ramayana kirtanas are examples. -

.



% which they have composed are

: Muaienl Trinity

; ,ija Kuhpayy&r
~and Tiruvottiyur

Ts'agnyyar

.‘%}Go'pdla dasa

«Kumara

table :— o -
Table XIV. ‘.
% = Languages in whlch
Compos§1 $ name. blgna.ture,. o has dotanhat
[ Tyagaridja Tyagaraja Telugu & Sanskrit
t Muthuswimy Guruguha Sanskrit, Telugu &
{ Dikshitar | &+ ¢ : P Tamil
l Syama Sastri | Syama | Telugu, Sanskrit &
oo . Krishna e Tamil
Ramaswamy Dikshitar | Venkata Telugu and Sanskrit
e Krishna e
Margadarsi Kosala Sanskrit
: Seshayyangar : |
Svati Tirunal -Padmanabha | Sanskrit, Hindi and
or the equi- Telugu and
5 valent of Mampravalam
that name. | (Sanskrit - Mala.yw-g‘};;
: lam) A
Anayya - Umadasa | Telugu and Tamll
?&ﬂavl Gopalayyar Venkata ' Te]ugu

Te]ugu & S&nsknt

Telugu

Vijayogopala |

Telugu

R B e e e
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 Table XIV —contd.

"'}r

= & | Languages in which
C?"‘P“?’.? (g, Signature. 7 % oo composed.
Patnam Sy)fahuia.nya. Venkatesa Telugu, Sanskrit &
e - Iyer| ! Tamil
Karur Iﬁkahinimurti .
298 & Bowdh Tver } Garbhapuri | Telugu
¥ ‘ 4
Mysore Sadasiva Rao | Sad@siva Telugu & Sanskrit
Pallavi Seshayyar Sesha | Telugu
T
Ramaswami Sivan and e
Mnhﬁ Valdya.natba. Guhadasa Sanskrit, Telugu and
2 Iyd’ Tamil.
Gopdla-
Gommh’%l arati Krishna or l Tamil
. Balakrishna ||

"‘:].‘ha charanas of some kirtanas have jatis introduced at

appropriate places and they provide a welcome and pleasing

- variety. Such passages of jatis are termed solkattu Qersa @
sahityas on the analogy of solkattn svaras.

Adiya pada Sow ursr (Sankarabharans) - of Gopala
krishna Bharati, some of the songs figuring in the Krishna
lila tarangini of Narayana Tirtha and many Tiruppugazh
hymns contain beautiful solkattu sahityas. In the Tamil
song, Natana madinar (Vasanta) of Gopalakrishna Bhirati,
there is a whole passage of solkattu, and like ‘a chitta sv ars,
it is sung at the end of 'the anupallavi and the charana.

B



The Devaranamas of Purandam Das are typxeai moddg
of devotional songs. They are the outpourings of a ster
devoteo during moments of intense religious experieno'
* Their language is simple and ean be understood by th
average person. They are pregnant with lofty ideas and
contain within them the quintessence of the Uganisha'ds
They breathe the fragrance of bhakti. Clothed in dehghtful
music, they touch our hearts when heard.

As for the ganakrama-of a kirtgna, the procedure is th :
same as that for a kriti with the sections: pallavi, anupallavi
and charanas. All the charanas are however sung herein, o
account of their devotional value. In the case of divyanim:
kirtanas of the eradhatu type (i. e. wherein the pallavi and
the charanas are sung to the same dhatu ), the charanas are
sung continnously without reverting to the pallavi at each
stage. Sri Rama Jayarama and Pahi Ramachandr
Raghava, both in Yadukulakambhoji raga, are examples
this type. Where the divyanima kirtana is of the dvidhatu
type ( i. e. wherein the music of the charana is _diﬁerenf from
that of the pallavi), the pallavi is sung at the conelusion o
each charana. Sri Rama Sri Rama (Sahana) and Pahi
- Ramachanira pilita Surendra (’Sankarabhmna) are
examples of this other type. It will be seen that in
 latter case, the dhitu as well as the matu of the ¢
naturally lead en to the pallavi. A sense of completeneas is
' felt ‘only when the pa.lla.vx is repea.ted at the comﬂnslon
~ each chara.na. :

imll h’y mom qmphasis mﬁm 4
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‘excellences of its musical construction and will attempt a
Jbeautiful nirayal and kalpana svaras for the opening theme
of the cha.ra.na. The same piece when sung in a bhajana,
will be renderedwith emphasis on the spiritual contents of the
sahitya. The responses of the audience foo, differ in the two
cases. Inthe kachcheri, the listeners grow rapturous over
the stylish rendering, the thrilling niraval and the kalpana
svaras teeming with complex svara-group patterns.  In the
bhajana, the audience llsten to the piece with reverential
devotion and the spnltual strings of their hearts find a ready
echo- ’ :

Purandara Das, Bhadrachala Rimadas, Tallapikam
Chinnayya, Narayana Tirtha, Giriraja Kavi, Sadasiva
Brahmendra, Vijayagopilasiwmy, Ramachandra Yatindra,
Sirang&pstii,vaﬁ.garéjﬁ,, Gopilakrishna Bhirati, Arunichala
Kavirdyar, Kavikunjara Bhirati, Madhurakavi Bharati,
Mambazhakkavirayar, Ramalinga Swami and Nilakanta
Sivan are some of the prominent composers of kirtanas.

R agam alika
Ragamalikas ave interesting types as showing how
_ variety can be attained by couching the different sectious
a composition in different ragas. By the term ‘ raga-
malika is generally meant the composition of that name.
Iti is a get piece like the varna or a kriti. There are also raga-
mn-hka. varnas, ragamalika kirtanas and gxtas and sv ma]a.tls
after the model of & rigamilika. In manodharma sangita,
howeverthe term rigama'ika signifies the chain of kalpana
svaras sung in different ragas at the end of a pallavi. Also,
w-hen a musician sings slokas, pagyas, virattams and the
atmaas of a Tevaram or, Tiruvichakam in different ragas,
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he is said to sing a ragamilika. Brief alapanas of different
ragas performed towards the close of a concert are alle |
referred to as a ragamalika. =

RAGAMALIKA

I
ek |
Kalpita sangita Manodharma sangita
(& regular com- : o
« position in a Jio et
specific  time-
measure and
the  sections
of which arein
different ragas)

(a) Kalpana (b) Alapana (c) Singing
svaras sung of aseries of  slokas or
in aseriesof desya ragas| viruttams
ragas, aspart and minor  in different
of the pallavi ragaslperfor- ragas after
exposition - med towards  the pallavi

in’a concert. the elose of a in a eoncert.
concert. :

The ragamilika ( garland of ragas) proper is a besutiful
form consisting of a pallavi, anupallavi and many cbtnms, -
The charanas are of the same length. The anupallavi may be .
in the same raga as the pallavi, or ina different rags.

In the former case, the length of the pallavi and anupallavi,
3 together, w_ill be found to be equal to the length of the charana.
" Sometimes the anupallavi is dispensed with. All the sections
are in different ragas and the raga names are dexterously
intérwoven with the words of the sahitya, without affecting
1ts meamng Composers of ragamalikas hwe u!nblted a cer-

'!ha music of the anupallavi and the charanas is followed
mm‘hte chitta gvara (solfa passage) in the respect-
qgaisnﬁﬂowed hv a short eomphmm
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svara pagsage in the pallavi raga. This bridge-like comple-
mentary svara passage serves as a connecting link between
the music of the anupallavi and the charanas on the one
hand, and the music of the pallavi on the other ; and the
transition from one raga to another is effected in a
pleasing manner. This solfa link in the pallavi raga
is like the coda of TFuropean music and facilitates
the return to the pallavi. At the end of the compo-
sition there is a string of full avarta or half-ivarta svara
passages in all the ragas, but in the inverse order (viloma
krama). This coloured solfa passage sung at the end greatly
heightens the beauty of the composition. Longer ragamalikas
are divided into sections, each section being an independent
part. - The sihitya of a ragamilika is usually of a | devotional
character. It may also'fbe on a love theme or in praise of a
patron. ,

As for the order in which ragas shou]d suceeed one
another in a ragamaliks, ecertain general principles are
observed. There are cases wherein the composer is tied
down to a particular order, irrespective of aesthetic considera-
tions, as for instanee when he chooses to compose a raga-
milika embracing all the 72 melakarta ragas. Likewise in the
Iinaragamalika varna also, the order of rigas is deter-
mined. But where the composer is free to choose his own
ordar, the following considerations arekept in view.

From the stand-points of bhava and rasa, there should be
a naturalness in the sequence of rigas. A feeling of abruptness
should not be experienced when the transition from one
raga to another takes place. < 1t is with a view to avoid
this feeling of abruptness that a complementary svara passage
in the pallavi raga (sometimes referred to as the pallavi
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spara) is composed for being sung at the end of : g_a_a,gh
section. Ragas which possess one or more common svaras
and which are able to rouse similar or related rasas (feelings)
can succeed one another in a fitting manner. Ragas which
from an @sthetic point of view can succeed one another in g
ragamalika are termed ttra ragas

Closely related ragas like Darbar and Nayaki, Bhairavi
and Manji, Ahiri and Vakulibharaua, Sahana and Dvijavanti,
Kedaragaula and Narayanagaula, Varali and Vijayasri eannot
come one after another. Any two contiguous ragas in a
ragamalika should be melodically distinet and clear-cut from
the point of view of the general listener. With a few excep-
tions, janya ragas belonging to the same mela will not oceur
in succession. Ragas of diametrically opposite rasas too, like
Athana and Punnigavardli will not occur as contiguous ragas.

Four will be the minimum number of ragas for a
ragamalika composition. The maximum number of ragas is
sometimes defined by the theme chosen by the composer as
for instance the Pakshamahka where the number of ragas
has tobe 15, and the Nakshatramalika, where the number of
ragas has to be 27 and so on.

In a ragamalika the pallavi and the last charana should
be in auspicious ragas. Ragas which can be sung at all times
are generally preferred in a ragamailika unless the composer
is obliged to choose a particular set of ragas.

A person who wishes to compose a ragamalika - may
~ehoose the ragas figuring i in any of the standard ragamalikas
~ and adopf either the same sequence of ragas or the inverse
 onder of their sequence. But Bhupila, which is quite a nice
;;mm the last charana of s ragamilika composltmn, wiu >
e Opﬂmng mga. f.or this form. i




103

A -_Rﬁgm’xﬁﬁﬁkas are lovely and enjoyable concert pieces.
Besides a high entertainment value, this form possesses
a lakshya value as well. The introduction of the raga names
sets at rest doubts regarding their correct etymology. For
example, from the Chaturdasa Ragamiiika of Muthuswamy
Dikshitar, we learn that S@ma is the correct name of the raga
and not Syama. The melodic individualities of some rare
ragas like Pratapa chiniamani ave revealed to us through
some ragamalikas.

There are some rﬁ.gax;lélikas which lack in one or two
essential points relating to the lakshana of the form. The

‘raga names are absent in some, and Ldo not possess echitta
svaras.

Ragu kadambakam is the name for a ragamalika in
earlier works.
Some of the well-known ragamalikas are :—
(1) Nitya Kalyani Ragamaliko, a typical composi-
tion in 8 ragas by Sitaramayya.
(2) Pannagendra sayana, a heautiful ragamalika in
8 ragas by H. H. Swati Tirunal Maharajah of
Travancore.
(3) Chalurdasa Ragamalika in 14 ragas by Muthu-
swamy Dikshitar,
In this ragamalika, the viloma krama chltta svara
has also a sdhitya.

) Apurupa raga C'hatush?ayu Ragamalika (Stva
Bhupate— Desadr tala) in 4 ragas, and
Navaratna  Ragamalike ( Karuninchumu
Lokadhar«—Adi tala) in 9 ragas; both by
Manambuchavadi Venkatasubbayyar. .



104

The ragas figuring in the Chatushtaya r@gamalika are:
Pratapa chintimani, Abhogi, Vijayasri and Purnachandrika ;
and in the N waratna ragamalika, Nata, Todi, Bhairavi,
Kambhoji, Kalyani, Athana, Madhyamavati, Nayaki and
Surati. In these two ragamalikas, each section is an inde-
pendent unit by itself and is concluded by singing the open-
ing theme of the self-same section; when a section is
over, the next section is commenced without reverting to

el bR

the pallavi. nt N

(5) Amba mnnu nera nammiti, a ragamalika in 9
ragas. There are no chitta svaras in this raga-
malika and the two halves of each charana are
set in two different ragas. This composition
is by Chinni Krishna Disa.

{6) Arabhimanam in Tamil, in 16 ragas by
Tarangambadi Panchanadayyar.

(7) Paksha malika in 15 ragas. ,

(8) The 72 Melakarta Ragamalika by Maha
Vaidyanatha Iyer. . :

{9) The 72 Raganga Ragamalika by Subbarima
Dikshita.r,znd ﬁishng ani. |

(10) Manasapedi, a ragamilika in 48 ragas by
Ramaswami Dikshitar.

=7

~ (11)_ Navaraina Ragamalika ( Garavamy ganna) in
o 9 ragas by Subbarama Dikshitar. ;
(12) Sriramana padma nayana hari, a ragamalika in
: 16 ragas by Tiruvottiyar Tyagayyar.
sk  NotE.— The Sata raga ratna malika of Tyagarija
is a garbind of 100 kirtanas in 100 different rigas and is a

i
5 . s

e ke S St T
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‘In ,addition to the above composers, Parameswara Bhaga-
vatar and C. B. Krishnaswami Iyer also have composed
ré.ga,mt_‘glika.s.

Ragamalika kirtana is a composition wherein the
pallavi, anupallavi and the charanas are set in different rigas.
A fine example of this type is the piece: Jaya Jaya Gokula
pala wherein we come across the rigas: Bhairavi, Athana,
Kambhoji, Kalyani and Surati. Narayana Tirtha, the a\.uthor
of the song composed it only in Kuranji raga, but it was
converted into a rﬁga.m-é,lﬁl'ka by Tiruvottiyur Tyagayyar.

The Tamil song, Enakkun irupadam ninaikka varam
arulvai, figuring in the prologue to Arunichalakkavirayar's
opera, Rama natakam is another example of a song which,
originally set by the composer in Saurdshtra raga—Triputa
tala, has heen metamorphosed into a ragamalika i®& recent
timess. In this changed version, the pallavi is set in
Kalyani and the other gections in appropriate rakti
ragas, There are no chiiia svaras. The ragamalika kirtana
of Sa.i:angapzni Kanna telli karunincht brovumika in
Adi tala, consists of a pallavi, anupallavi and three charanas.
Each charana consists of four padas and each pada is in a
geparate raga, the raga mame being incorporated in the ™
gahitya of each pada. This composition stands as a unique
example of a ragamalika kirtana, wherein the dhmtu and the
matu are by the same composar.

Talemalika is a /composltlon wherein the different
gections are in difforent talas, but the entire piece itself is in
', one and the same ragh Asin ragamilikas, in talamalikas also,
there should be a nmturalness in the sequence of the talas.

We come across talamalikas in the sphere of manodharma
sangita as well. Herein the musician selects a pallavi and
S 14 o ; \ g T &k % i
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renders it in different tilas, compressing or extending the
original mnsical theme according to the magnitude of the new
tala. It is only certain classes of pallavis that are em;penﬂy :
suited for this purpose. Tiruvottiyur Tyagayyat used to
delight his audiences by his talamalikas in pallavis.

Pancha talesvaram is a talamalika in five sections, each
section being set in one of the five margi talas. Zala@rnavam
was a talamalika and its sections, udgriha, dhruva, and
abhoga were in different talas. The- sahitya was either of
prose or poetry. This is an obsolete form.

Ragatalamalika is a ragamalika and a talamalika rolled
- Into one. . It is a very difficult type of composition and only
composers of exiraordinary skill and creative talents =an -,‘
attempt gxis type. In South Indian music, we have a grand .
example of this type in the monumental Ragatalamalika
of Ramaswamy Dikshitar in 108 ragas and talas, beglnnmg
" with the’ words :— Natakadi vidyala. Each section, besides
being ina separa.te raga and tala, has the name of the raga
a,nd"l:a,la incorporated in the sihitya. Srivilasa, Sriranga %

prqbamilxam and Umatilaka prabandham are varieties of
_..ra.ga.té.hma.hka,s

, 3 Bag&ma.hkas and Ragatalamalikas are the longest compo-
smons in Indlan musie.

i " P a d a

. >

Padas (93 vgo n:lfﬂn) are scholarly compositions.

The term rada was originally used to ‘signify a devotional -

song. It is in this sense, that we talk of the Kannada
a3 of Purandara Dis (o™S8 SBX%H) and the Tamil padams

of Mnttu‘f‘" da.vm In the muslea.l pa.r]auce °§fﬂ\§» dern
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period, the term is restricted to the type of composition
which belongs to the sphere of dance music and which treats
of the varied aspects of nayaka-nayaki relationships.
Although strictly a dance form, yet the pada is sung in
concerts of art music, on account of its musical excellence.
To understand 2 pada aright and to enter truly into its spirit,
one must ha.ve some knowledge of the nayakenayaki (lover
and the beloved) lakshanas

One of the outstanding features of Indian eulture is the
deyelopment of the idea of sringara to a degree of perfection.
This aeccounts for the profusion of songs on the love theme
In fact there are as many songs on sringira as on
bhakti (devotion). These two themes provided a fund of
‘material for the Indian composers to draw their inspiration
from. The characteristics of various types of nayakas and
nayakis are described in minutest detail in the standard
works on the subject. There are names given to the different
‘types of nayakas and nayokis. Before singing a pada, one
should visualise before his mind, the situation in which the
pada is sung, by whom it is sung and to whom it is addressed.
There are padas sung by nayakas, nayekis and sakhis.
Kshetrajna, the greatest composer of padas, has composed
padas for almost all the possible situations conceived of in the. -
sringara sastra ;

. Whereas the kirtana seeks to reach god tlirouéh pradse,

~ the pada seeks to attain the goal through love. The madhura
- bhava method of approach to god is one of the pnmordla.lj*
- concepts of the Hindu mind. The union of the individual

soul with the universal soul, the poetic conception of love the

o !,den.l of spiritualized love, the sufferings of love, the expec-
tatmn of happiness or the failure to realise the goal are some .

. R g ST
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of the themes found in the padas. The bhava of the dhatuand
the bhava of the sihitya balance each other and contrlbute to
the unity of the composition The sa.hltya.s of some pada
contain far-fetched ideas. Most of the padas treat of gaurav
sringara ( dignified love ).

The doctrine, that the worship of God in the nayaka-
nayaki bhava is one of the sreshta margas (dignified
methods) found great support during the medieval period
and the earlier part of the post medieval period. Padas were
composed in profusion mostly during these periods. All
‘pada compositions admit of a dual meaning: the outward o
sringdra meaning and the inner philosophical meaning
(bakir sringara and antar bhakti). The characters : nayaka,
nayakt and sakhi stand respectivly as the equivalents
of the Lord (Paramatma), the dewvotce (Jivatma) and

. the Guru who leads the ‘devotee on to the path of
* mukti (liberation) by his sage counsel. The Gita Govinda
of Jayadeva which is the earliest work of acknowledged |
merit in this direetion. served as a beacon-light to many
composers of padas. Thereis a belief that Jayadeva re-incar-
_ nated ‘himself as Narayana Tirtha and still later as Kshetrajna,

}-tq wrfie on the same theme, but in different forms.

A
-

The feghngs and experiences of a devotee in quest of
qu a.na tim‘feehngs and experiences of a woman, yearning

: rf?l‘ the nayaka of her choice are corresponding ones and
these are immortalised in the padas. The language though
srmplp, is pregnant with meamng o ‘
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There are padas of a purely sringira nature which will
not admit of any philosophical meaning by any stretch of
imagination. There are also the satirical padas and humorous
padas. :

The padas of Parimalaranga contain rhetorical beauties
like yamakam ( Saranganayanaro). The humorous padas
of Sarangapini contain many popular sayings. He has
written many padas on other themes as well. His I simala
harinakshi & e G258, (Kalyani - Adi) contains the

names of some ragas. The pada Awaluganti matala
gmeoXold Hbe (Saveri - Triputa ) contains the names

of herbs Padatinestamu ﬁé@'ﬁ“ * contains the names of
trees. Kadapadati raniye $%5c 80°bos ( Pantuvarali- Adi)
contains the names of places. Varakanya tilaka $5Y g8ey

(Ga,ﬁlipa.ntu - Jhampa ) contains the names of medicines.
Kankanamu gattinadu So¥es» X85+% ( Gaulipantu - Adi)

contains the names of jewels.

The pada has the sections:— pallavi, a,nupa.lla.vi and
~ charana. There may be three or more charanas. Thane are
no sangatis and no terse sancharas.  Sangatis if found
are only later introductions. The music is slow and
dignified and flows in a natural manner. Its dietion is
simple. The piece is 1eplete with raga bhava and a su!ita.med
bﬁI&nee is maintained between the words and the dhita
throughout The charanas have the same music. Colloguial
words figure in the sahitya The signature of the composer
may occur in the pallavi, anupallavi or the last charana.

In . many pada.s it will be found that the music of the
a.nupallavl repeats itself i in the second half or the last qua.:ter
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of the charana, accprding as the charana is twice the lengfh,
or four times the length of the anupallavi. Darijuchy
chunnadi in Sankarabharana and Aligite bhagyamaye in,‘f"
Huseni stand respectively as examples of these two types.
In a few padas, the music of the first half of the charana i

found to be the same as that of the pallavi. E mata ladina
in Yadukulakimbhoji may be cited as an example.

Thus from the point of view of the dhdtu, padas may be ;;,
classified into:— : g

1. Where the music of the charana happens to be the
sum of the music of the pallavi and anupallavi.

2. Where the music of the anupallavi alone is repeated |
in the charana. -

3. Where the music of all the three angas is distinet.

* As for the ganakrama of a pada, it is the same as that for |
a kirtana with the divisions, pallavi, anupallavi and charana.
. But in the case of padas like Vailane vanipai (Kambhoji)
and Ayyayyo vegatayene (Nadanamakriya) it is usual to.
begin with the anupallavi. The anupallavi followed by the
_pa.llsn gives a *completed idea and this is a positive advan-
tage from the listener’s point of view. In addition, the music
of tbp anupallavi is relatively brighter, inasmuch as its
embraees the notes of the upper tetrachord and a few |
notes of the higher octave. This in part serves to relieve.
the monotony of the slow-time music characteristic of the

pada. -

o * This procedure is sometimes adopted even while singing kritis

Mariyadagadura (Sankarabharana and E|
Miortbcsamo reason. - by _lcmfgg rfd‘!“m’

-”‘ o

5 R L >
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Svarasthana peda is a composition wherein at the
commencement of each avarta, the svarakshara beauty is
met with. Sarangapani’s well-known composition in Kalyani
raga, Adi tala, beginning with the words Dani prayamu
padarendlu is an example

Group padas. Just like group kritis, there are the
group padas. The classic instance is the Vijaya Raghava
Pancharatna, a set of 5 padas composed by Kshetrajna in
honour of Vijaya Raghava Nalk of Ta.n]ore, a great patmn of
musie in those days.

The names of some of the prominent eomposers of padas,
their signatures and the languages in which they have com-
posed are given in the following table :—

Table XV
» Comboégr’s name. Signature. Language.
Kshetraya ... | Muvvagopala i Telugu
Sﬁrangai)éni ..>1 Venugopala =k Telugu.
‘Muvvalur - - Telugu
Sabhapati Iyer } Rajagopala A
Ghanam Sinayya ... | Mannaruranga ... '?.‘elugu
Subbarimayyar # .l Muttakkumara ... Tamil
Ghanam ; Muttukkumara or } Tamil
Krishnayyar 2 the eguivalent
Kavi &Iri:tzluari _ } | Kavikunjora. .| Tamil

=
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Other prominent comoposers of Telugu padas are
Karvetnagar Govindasimiah, Pedda Dasari, Parimalaranga,
Kasturiranga; Yuvaranga, Merattur Venkatarama Sastri
Sobhanagiri Varu, Ghatapalli Varu, Bollapuramu Va
Jatapalli Viru, Inukonda Varu, Sivaramapuramu Varu,

Venangi Varu, Mallikarjunudu, Virabhadrayya and Kavi

Matrubhutayya-
" Mambazha Kavirayar has composed beautiful padas in
Tamil. e

Javali

5
:

Contrasted with the padas, which are songs of divine

%1

love or earnest and respectable love, are the javalis, which are

" songs tresting of light love. They are songs of an erotie
.nature. The bright, attractive and catehy musie in which
they are clothed is mainly responsible for their popularity..

The music is generally in madhyama kala. Javalis are in 'f
common ragas and tilas. Some of them are in attractive
desya ragas like Pharaz, Janjhuti, Kafi,Behag and Hamlr-
kalyani. There are javalis sung by the ‘nayaka, the nayaki .

and the sakhi. The naytka-nayaka conventions bereft of
- their dignity to some extent, are seen in this form. The
language is usually colloguial and sometimes-obscene. :

~ The Javali had its birth in the nineteenth century The;‘

word javali can be traced to the Kannada word Javads, Whlch
means a kind of lewd poetry. The ﬂuenay of musical flow i is
& characteristic feature of javalis. These love lyrms are

clothed in a lighter and popular type of classical musie. The

deep a.nd penetratlng character of the bhavaa, a.n& dhatHS, 50
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have sangatis- A few musicians occasionally sing kalpans
svaras for this amorous form. There are javalis in Telugu
and Kannada. This form corresponds to the ghazal of

Hindusthani musie.

Whereas the padanayaka is a dignified character, no
such convention is attached to the nayaka in javalis. The
theme of a nayaki pining for the lover of her choice is fhere«
but both are human characters and are actuated by human
desires and motives. The sa.hltyas of javalis do not admit
of the dual interpretation, agapporul (g/su@ufr@ar) inner
meaning and purapporul (q,muQuﬂ@w) outward or a.ppa.rent
meaning, so characteristic of the padas and wherein human
nayakis and div'ne nayakas figure-

Some javalis like Paripovalera (Bilahari—Rupakam) of
Pattabhiramayya contain rhetorical beauties. Sivaramayya
has composed a javali introducing sentences and phrases in
English amidst Telugu words, and without offending the rules
of prosody. The following relevant portions of the composl-

tion will benr this out:—

Kharaharapriya - Adi
Pallavi.
’O’h my lovely vo= - o= z)";i)éoéB ]

= Charana.
2 RenSo8 step, is it fit to talke ?

i sit a while here - let me convince you I

- @

o e

3. Jéa BE® don't be angry .
5 8'.‘)'6"-‘6»;’.) 08&0 %o I

» The Ia.,va.h has the sections ; pallavi, anupallavi and
e@:m There may be one or more cha.rana.s Some javalis

L
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do not have an anupallavi. The charanas have the same
dhatu. Ina few javalis, the music of the charana is fou.nq
to be the same as that of the anupallavi (Ex. Innalla valegade
-Pharaz). Where the length of the charana happens to
twice that of the anupallavi, the music of its latter part will
be found to be the same as that of the anupallavi. ‘

The ganakrama of this form is the same as that of a sogn
with the sections: pallavi, anupallavi and charana. ©
, Besides Dharmapuri Subbarayar (mudra: Dharinapuri),
Pattabhiramayya ( mudra : 7'@lavanesa ), Chandrasekhara &
Sastri of Bangalore (mudra: Balachandra) and Bellary
Raja Rao (mudra: Tirupatisa), Patnam Subrahma.nya Iyer,
Sivaramayya, Ramnad Srinivasa Iyengar and Venkatagln-
yappa of Hyderabad have composed javalis.

Daru

Daru ( 5@ 5% ) is one of the types of compositions
belonging to the sphere of applied music and figures in
opei:as and dance dramas. It may be on a love theme or on
a historical or puranic theme ; it may also be in praise of a
~ patron. The music is ordinarily in madhyama kala. Thers
is a profusion of words in the sahitya. Arunachala Kavi
rayar’s darus figuring in the Rama Natakam are a class by
themselves. Each daru contains a tamil proverb. Annaswami
Sastris * Kaminchi yunnadira s oD SHEYBT™ ?
('Keda.mga,ula raga, Riipaka tala ) in praise of his patrOn ée
Zamindar of Udayarpalayam, is a well-known daru. ""';\-;f

The word daru can be traged to the ancient fm:m
dhruva. The pravesika daru or the entrance song in dnnee
_ dramas is always a beautiful composition. ~ Whereas kims ;
',msongstnprnseofGod ds.ruearesong( arrating a pa e
& ;_-ﬁury or an epuede. :




o
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The darus have the sections: pallavi, anupallavi and
charana. Some of them are in couplets or quatrains. Some
darus have jatis or solkattu (@#rev5._®). The presence of a
number of charanas, the charanas being sung to the same
dhatu is a characteristic feature of darus. Some musieal
dialogues are composed in this form: Merattur Venkatarama
Sastri has composed some beautiful darus in Telugu.

Jakkint darus are interesting compositions. The mata
of the first section consists» entirely of jatis and we come '
across sahitya in the second part. The oceurrence of
madhyama kala passages adds livelincss to the piece. These
compositions belong to the medieval period and we find in
some of them, rare time-measures like Kuru jhampe
O |Is ls (10 aksharakalas for an avarta ).

Oradi kirtanai (gries &iss%er), Oradi padam (grigd
usw) and Oradi daru (gry s@) are long forms of the
respective types and belong to the realm of applied musie.
These are Tamil forms and have the divisions: pallavi,
anupallavi and charana. *  The characteristic feature of
these compositions is the presence of unduly long charanas.
‘Excepting for the concluding part, the remaining padas of
a chargna are sung to the same dhitu. Since the interest
of the form centres mainly round its sahitya, the repetition of
the same dhatu does mnot bore a listener. * The charanas of
some darus haye madhyamakala sihityas. Long narratives,
sque accounts of the glories of the cities of ancient
and desc.rlptlon of ’battle scenes are fit themes for
these Iong forms.

‘The ganakram& of the daru as well as the above three
- forma 19 the same as that of a kirtana,.



116
Tillana

The Tillana is an. adaptation of the desya type, #iry |
tillana. Its tempo is usually madhyamakala and: the musig
is brisk and lively. The m&tu consists of jatis mtexsperse&
with svarags and ordinary words.

This lively form has the sections : pallavi, anupallavi and
charana.  The sections have different dhatus. There are
instances of tillanas with a pallavi and anupallavi alone or
with a pallavi and charana alone. ¢ Such compositions, are ag
complete as the dvidhatu prabandhas, ugadbhogas and kritis |
with samashti charanas. The pallavi and anupallavi usually
consist of Ja.tls and the charana of words, solfa syllables and
© jatis Some tillinas have beautiful sangatis. This form figures
in the post-pallavi part of a concert programme and invariably
in dance concerts. It is usual for a Harikatha performer to
sing a tillana immediately after the introductory part or the |
purva pithika and before the commencement of the katha
proper, in order to create an atmosphere of liveliness If in
the course of his discourse, the _Bhigavatar finds that a
section of the audience has gone a bit drowsy, he would re-
establish the atmosphere of liveliness by suddenly plunglng'
into a tillana of quick tempo.

-+ The ganakrama of a tillana is the same as that of a com-
position ‘with the divisions : pallavi, anupa.llavx and ehanm

;ghe tillana, Gauri nayaka (Ka.na&a. rag&-ﬁmhm‘mhna
tala) of Maha Vaidyanatha Iyer is a ‘scholarly composition.
)’I‘he entire composition is in two avartas, the first avarta
 consisting of words and-the second of ]a.ﬁss The Kambai.
Ramayana tillana of Kundmkkudl Krish_mgl' is also 8
-'gohohrly composition, - : Sl sy

SRS
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e Javalis and tillinas are examples of smaller forms and
will not take more than four minutes to perform. They msy

be in quick tempo or medium tempo.

‘In addition to the composers referred to above, Vira-
bhadrayya, H. H. Swati Tirunal Maharajah of Travaneore,
Pallavi Seshayyar, Mysore Sadasiva Rao, Patnam Subrah-
manya Iyer and Ramnad Srinivasa Iyengar are some of the
great composers of this type of composition.

Tillana daru is a edmposition like the tillana with the
angas : pallavi, anupallavi and charana. But the major por-
tion of the matu consists of words after the modsl of a daru.
Krishnaswamy Ayya’s Tillana daru in Surati raga, Adi tala,
beginning with the jatis * Nadiri dani tondari dani ” is an

_excellent example.

CHAPTER VI
FOLK MUSIC

Few countries in the world can claim to have developed

a system of art music. But all countries, including those
inhabited by aborigines have folk music and folk dance.
Folk musie and folk dance have a distinct place in the eultu-
ral heritage of a country. They play an important part in the
life of the common folk. They come through anadi sampra-
daya. . They developed spontaneously. The folk music of all
ouuntﬂes possesses certain common characteristies. Intended
as they are for being sung by rustic folk with untrained
voices, their compass is limited. They are characterised by
simple music and easy rhythm Folk music is older than

- art musm : :
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Under folk music is included all the songs that do not
striotly come within the sphere of art music. Folk musie
. comes mostly through unknown authorshlp as opposed to art
" music which isthe contribution of known vaggeyakaras.
Folk music is the foundation upon which the later classical
musie is built. Tyagaraja amongst classical composers has
done a distinct service to South Indian Musie by im-
mortalising Tany folk tunes current in his time, in his
operas, Divyanama kirtanas*and, Utsava sampradaya
kirtanas.

Folk musie, called variously Qur sigersrard, urwrger
" srerw, STL®L wrl®, srGLmripl wur_@, 'é'é;"ﬂéom and
(Fg 7o is the music of the dumb millions of vllla.gers

* It is the privileged possession of the masses of men and
women of a country. It affords endless solace to the weary
“farmer and the labourer when they return home affer a day’s
hard toil. It is the music which gives infinite delight and
pleasure to the housewife and the householder. It is the
music which is sung daily in the homes of hundreds of
‘millions of men and women, old and young. It is the musie
of the masses. It is these rustie, uncouth village ‘songs
that have a pedigree longer than that of classiecal musie
- Folk songs have a charm, all their 6wn and please as the
moment we hear them. As examp'es of simple beautiful
meledles they rematn unsurpassed. For a proper appreelatlon
of classical music, one needs to know its science. Classical
musie is generally confined to the metropolis and to some
lmpod&nt towns and centres. Occasionally we hear classical
music even in rural parts, but such parts always happen ﬁo be
: usical centres or are conneeted with the name of some
: °°mP°3°l' or musician who ﬂounshed there nt a
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ot far off date. To listen to folk songs in their
pristine purity, one should go to villages removed some 50 to
60 miles away from the railway station, or to places that have
not yet succumbed to the influences of modern ecivilisation.
Classical music is essentially intellectual musie and is the
music of the upper ten thousand.

Folk songs are perhaps the one means of discovering the
real feelings and ideas of & people. Verses aré added to, or
subtracted from, as new i.deas-come in and old ones pass away,
The up-to-date inner feelings of a people always find express-
ion in their folk songs. Although these songs never rise to
the level of set literature, yet they are the faithful reflection
of all popular sentiments and beliefs.

. There is a profusion of folk songs in the South Indian
languages. Their dhatus or musical settings have a peeulia-
rity of their own. With the exception of the prati madhyama
(tivra ma or F sharp) all the other notes of the gamut figure
in them. Since the notes are, in most ecases, sung in &
plain, unadorned manner and since the compass of most of the
tunes is limited, it is-not possible to assign specifie rag;s to
these songs. Some songs are very crude, uncouth and primi-
tive and comprise only three or four notes. But marriage
gongs and folk songs of a refined nature are in well-known
old and popular ragas. The Kuranji raga has its origin in
in the kuram songs. Some songs are literally packed with
words. The music and the sihitya being simple, there
is no place for sangatis (variations) and vowel extensions.
The varek gamaka (grace) is present in some songs. The
compass of most folk songs embraces the upper Tetrachord of
the lower octave and the lower tetrachord of the middle
octave. Songs are mostly in couplets and quatrains and the

= L
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divigion into pallavi, anupallavi and charana is noticed only |
in a few instances. Of.the time-measures, Adi, Rupaka and |
Chapu inclusive of the Misra, Khanda and Tisra varieties
* are frequently met with. Songs in tisra gati are also met
with. Though many songs begin in sama graha, songs
iﬂ the anagata graha are not uncommon. The tunes of
the songs used in sorcery, witch-craft, demon worship and
Kali worship are of an awe-inspiring character.

The theme of a folk song isnever serious and the
language used not of a high order. The laws of prosody are
surprisingly enough adhered to. Some folk songs teem with
rhetorical beauties. The fantastic antya prasas present in a
few songs, add to their humour and general effect. So . etimes
- we come across songs in the andadi (o6578) style. In
South India, there is a folk song for every event in life.

- The ideas in the sahityas of some folk songs are highly
mgesfiire and thought provoking. There is the famous
i story told of the great Tamil poet K&m};a.r, that one evening
- he heard the men working on a well sweep or picottah (app0)
sing a song and as the sun was sinking in the western horizon
they stopped with the line: epa8al% Culel, sramw uafl EGr
~ {On the leaf of the bamboo tree, the sleeping dew drops). The
- poet was wondering what the succeeding line could be. He
‘brooded and brooded and nothing struck him. His curiosity
Was 80 much roused that he resolved to dpend the night in the
open and wait for the morn, when the men would come
back for the work. The morning came and the workmen,
fresh with vigour resumed their song. They continued,
raEal%y Cule STEGWw uaftQr, SBGw ueflfenr QUrEELw
'M (thg sleeping dew drops, disappearing before the

e
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‘sun). On listening to the second line, Kambar was filled
with amazement and wondered that the logical idca
contained in the second line did not strike him. The popular
saying : @ppu url @é@ a@il uriig ey (There is no
counter-song, to a well sweep song)thas come into existence
since that incident.

The folk songs of South India are a treasure-house of
historical and sociological information The occupational
songs, fribal songs, ma®riage songs, worship songs and
ballads especially contain a mine of information. Songs rela-
ing to palmistry and astrology and stanzas relating to tho
curative properties of herbs and herbs useful for curinz
particular diseases are interesting. On the lighter side,
we have the humorous songs, teeming with meaningless
alliterations, fantastic rhymes and lazy colloquialisms. The
unconnected nature of the topics dealt with in the intermin-
able verses of folk songs is due to the fact that from time
to time new verses on‘current events andlincidents have been
composed and added. For instance, in the Muttu Viray:
Pattu there is a stanza containing a reference to the
Whiteman’s money; in the Muttalamman Pattu there is a
reference to the bamboo bobbins and links of a cotton mill.

In addition to being & stimulant to workers, occupational
songs serve to regulate the work by their rhythm. When
the amount of work turned over during the duration of & Bar
or avarta is known, it is possible to calculate the total
amount of work that will be turned out at the end of the song.
For example, imagine a huge log of wood being pushed by
a batck of workers from one place to another. Simultaneous
push by all, at the precise moment is very important for the

successful accomplishmeni of the task. The tune used in
16
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auch eases furnishes the clue to the moment when the ,
all apply force. : . S s N, :

In the followmg simple tyne, all the workers simul
neously push the log when the two underlined notes (shad

are sung :—

Kharaharapriya notes - Adi tala ( Tisra gati ).

{ b s
s (ioio

SR GrS -8RGrS [B;; 133 S35 33

“From the distance travelled by the log in the space

~ one avarta, it will be possible to say when the log will move
~ on to the required place. Rowing songs wherein the om
“are dipped into water by the crew at regular intervals

~ pounding songs wherein the pestles are lowered at regnlar
intervals to crush the grain are.other instances of songs for

~ concerted action. :

Labour songs serve to relieve .tvhe dullness and monotony
of the work and also lightens the strain to some extent. The
3 ,milhtyas of some of these songs deal with the details of then'

: ~t1ine-honoured occupa.tlons like mat-making ete. -

~ Some folk tunes have speclﬁc names. When such a m.me
z _is mentioned on the top of a song every ‘one knows how
. fo sing it. Such names as Anandakalippu, Nondichindu °
- and Lavani may be mentioned in this connection, Even in
'ca.sgs where two or three different varieties of “tunes eﬂtlﬁf
ﬁu&et the same name, the metre and the structure. of the song
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; ‘The rural inhabitants of India are as proud of their folk
mnslo ag their brethren in Bavaria or Ireland. The instru-
ments used by%e rustic folk for accompanying their musie
and dance are crude ones. v They are mostly pereussion
instruments and wind instruments. Siringed instruments
like the Nanduni and Vina kunju are used ou the west coast.

The catchy nature of folk tunes has attracted the
attention of many a classical composer. They wrote their
own sahityas for those tunes and thus contributed to the im-
mortality of those tunes. The names of Tyagaraja, Gopala-
krishna Bharati and Ramaswamy Sivan may be mentioned in

this connection. Many folk tunes have found a place in
Bhajana songs.
: Classification.

f‘rom the musieal point of view, folk songs may be.
classified under two niain heads :— :

1. Those of a rustic nature—e,g., the a'grioulturd;
craft, and oceupation sangs. :

9. Thoseof a refined nature—e.g , the puranic songs
and marriage songs.

Songs of the former class are mostly found in rural parts
and are current amongst the lower strata of socisty. The
musie though crude is nevertheless charming. Songs * of the

% latter class have a somewhat polished music and are in some
of the well recognised ragas. The Padyam (usww), Lali
~ (oref), Nalangu (sevm): Oonjal (srggzev), Odam (p-2) and

uvv1 (ﬁﬂﬂsﬁ‘b) are all instances of this class. g

, Amongst the Badagas of the Nilgiris, one comes across
genuine examples of primitive music, .
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There are folk songs intended for being sung b;

(1) Individuals, (2) Groups and (3) An individu
and a group alternately. Apt chorie phrases for
the group will be found in this third case.

There are folk songs intended for being sung by men alone
and women alone and also songs to be sung by both of them.

From the point of view of their subject matter, folk songs

may be classified into :— :

1. Moral Songs.—Teaching morals and principles of
ethics and the way in which one should conduct oneself in
society.

2. Philosophical and proverbial Songs.— Teaching the

‘philosophy of life and containing adages, old proverbs and
myings of great sages.

- 3. Ceremonial songs— Geriy’ url @ser, s d@d
wr_@ser, Songs suug on occasions like birth, namakaranam
( naming ceremony ), cradling, marriage, death ete.

The Badaga and Coorg songs of this class are especially
worthy of mention. :

4. Labour songs.—Under this head come the occupa-
tion and- craft songs, milkmaid’s songs, songs of the
~cartpullers and drawers of water from wells
- burposes and generally the songs of the wo
. The barge songs
* boat songs co
~ gen

for irrigation

rking classes.

» s (Csri g ur'@ser) and the Malabar

..'§°’€!8§‘ come under this group. Songs of this group are

crafly In the vulgar dialect. The pestle songs (ewvsansss

' Qﬁnﬂm Vallaippattu (wa’r,%n.’myl.'.@) sung by women
unding the grain sre wellknown,

#




: The music of the Doli bearers on the Tirupati Hills,
which consists of only three notes, is an interesting sxample
under J:his group, and ccntains traces of primitive musie.

5. Agricultural songs—Under this head, come the
songs relating to rainfall, songs relating to the various
geasons of the year and songs sung on the oceasion of the
sowing of seeds and planting of crops and the harvest songs.
The- (2238 ur @) ploughwoman’s song, uendery wrl®@,
Saerw url @, sre/our®@; apps urd @ and gplrliur @
come under this group. In the wheat plains of the North,
singers and drummers are engaged during harvest time to
perform. The labourers working to the accompaniment of
music and rhythm turn out more work:

6. Cradle songs.—Mothers’ songs (lullabies) composed
for and sung to children. There are many such swing songs
(ersev yovev 5 sreur @) in the South Indian languages and
most of them are either in the Nilambari raga or in the
Anandabhairavi raga.

7. Devotional and Worship songs—Songs of prayer
and songs in praise of the presiding deities of villages.

The Sopanam songs of the west coast and the Pujarip-
pattu (ysrdo ur ®) and the various songs sung in
Mariyamman and Kali temples are examples.

8. Tribal songs.*Every tribe in India has its own
'tchazasteris‘tic song which relates amongst other things the
origin and history of the tribe, its great ancestors, its
hoary traditions, its time-honoured profession ete. ete. These
songs consist of @ series of stanzas and the tribes take &
patriotic dehght in smgmg.them In fact on the ongon 4
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of important annual celebrations, the tribal song 'i:s*:giva‘
precedence over others.

9. Craft songs —The sahitya herein relates to th
technigue of their calhng, like the process of mat making ete.

10, Historical songs.—These are in the style of the
ballads and are of popular interest. Their themes relate to
historic everits of great significance. Raja /‘esingu songs,
Bobbili Pata, the powadas of Mahacashtra and songs about
the conquest of India by the British are only too well-known.

11. Epic and Puranic songs.—These are songs cele- %
brating the valorous deeds of the great epie and puranic
heroes like Rama, Krishna and Murugan. There are
countless numbers of songs of this type current amongst tae

masses. Songs on heroic themes have a powerful appeal.

12. Songs in praise of local heroes —Every important
village has its own hero and there are songs in praise
of sueh heroes. The Umayyan pattu and the Chandana
Devan pattu are well-known exampleg.

13. Congregational Songs.— Sohgs for groups: the
Kummni (@) and Kolattam (Csrevr 1) songs. -

T%xel’e are various types of kummis ranging from the
: ,_‘nimplest to the most complicated. The songs for Pinnal
; iol&mm are interesting. et

14, 'dedle songs.— (q,a,ruum_@n) which present
' oblems for solution during leisure hours. “

cal songs.— wﬁsuuun_@ser and the @#en
.,~:_°nns by the h&y -membe%d the brxaes;
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: party sm} brlde-gmom s party during marriage dlnners pmude
" a good deal of mirth and merriment. Women skilled in

smgmg “such songs (Fuwsl url@ser) are m@mes

specially engaged to sing on behalf of each party. I

16. Songs for games.— The’ Kazkakkodt and ﬂxe
ammanai songs (songs for a game with three wooden balk)

17. Songs relating to cures of ailments.— Remedies
for the various ailments and the curative effects and medicinal
properties of herbs are mentioned in these songs.

18. Songs figuring in folk dances, folk dramas and
folk festivals.— The valandanai and oyil of Pudukottai, and
pallu, the songs of the gipsies, wandering minstrels and
fortune tellers, the songs heard during the javandarai festival,

b’ ]

the musie of the nondi natakam, kuluva nitakam and the .

kuravanji natakam (dance drama staged in temples), the
songs figuring in the kaikotti kali and tiruvatira kali of
Malabar, the gobbi dance, the garba dance of Guzerat, the
Rasa of Bengal and the songs sung during the performances
of bommalattam (wriureras s & or puppet show) and
torpavaikkuttu (marionette show or show with leathern
puppets) are all interesting.

~ 19. The Arti songs of the different plovmces of India
have fascinating melodies.

90. Miscellaneous:— Under this head come all the "

comic songs, baffoonery songs (Ssrwaeill url@, I3gyssy
SO, Qavp sewssiun_ @), musical dialogues and the various
popular reels and jigs. The spicy humour contained in some
of these songs will send listeners into roars of laughter. The
-buffoon song e %pdr@ @l dgle pamcwn Qalgar

A . : : S
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Qzar” is known throughout Southern India. The miusi
dialogue between a kuravan and kuratti beginning with th
words :— Arupattu nalu muzham ” (92us5 srey @pysd)
interesting both-on account of its catchy music and its eris
ideas. The satirical extempore songs of the palanquin bearer
on the hills having a sharp revenge on stingy employers a
only too well known. The Themmangu (Thenpangu is th
more correct term), Teppin, Lavani, Kuram, Odam , and th
other ‘Every day songs’ of the unlettered folk which hav
a mere ephemeral existence (often % few months or sometim
a few years) and then sink into oblivion like ‘‘Sri Rama
Chandirane ” and * Andi Pandaram ” also come under this
group. Songs on nature themes (QupasLs r @) also exi

Chindu is a highly pdpular form of folk musi
It consists of several stanzas. The music of the different
stanzas is the same.  There are several well-known€
chindus having distinet tunes of their own. The Kavadi-
chindu (pilgrims’ song), Nondichindu, Surul nondichindu
(s@er Qarerg 75 &), @ s852 and the Vazhinadai-
chindu (e fser 48 z) are some of the varietics. The last |
: mentioned type helps one to get rid of the tedium of journey.

%
G N
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Characteristics of Folk Songs,

1. The musical range o! the folk songs is generally |
wlthm one sthayi (octave) and it is so, beeause they are inten-
- ded to be sung by village folk who rarely have the opportuni-

~ ties to develop the compass of their voices by the practice of
Mhmoal exereises

30"89 m the prati mad‘hyama ragas a.nd apuwa-
are ‘!ﬂ'ﬂlx met thh. = »
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; 3. They are very simple and uncultured in their
_ poetical form.

4. The theme chosen is often commonplace.

5. The music is simple, homely and catchy and
impresses the moment one hesdrs it.

6. Songs are generally in stanzas, each stanza having
the same ‘music. Occasionally there is the division into
pallavi, anupallavi and charana. Songs with these divisions
must have come into existence only during the last five
hundred yeaxs. > g

7. Sangatis or variations and gamakas and other techni-
calities generally speaking, are absent. The varik gamaka is
however found in some songs.

8. A good number of songs are in sankirna ragas and
in very simple talas or time-measures: - Some of the
recognisable ragas in folk music are Anapdabhairavi and
Nilambari; and Nishadantya, Dhaivatantya and Pancha-
mantya ragas like Nadanamakriya, Punnagavara.h Kuranji,
and Navaroj.

Primitive songs when heard give the impression thai
they are being hummed to some inarticulate syllables.

The village folk have their own indigenous system
~of dance, with appropriate music. In addition they have
- ‘their own crude bands consisting of metallic horns, -bambos
flutes, castanets, sticks, cymbals and drums.

Musie plays as important a part in the life of the common
folk as in the case of the refined folk- Although folk musie
may not move. a person and lift him up to serene heights and
make him commune’ with Nature, it has nev ertheless an
unfailing charm. = The wandering minstrels of India have

kept alive certain classes of folk songs. Singing games like
17 : :
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the ammanai, provide a good pa.stlme. Tha kol&ttam per

mances given by young trimly elad girls, with their stie

about a span long and painted red and yellow are a treat

the eye and the ear.

Girls and ladies pla.ylug kolatta.m are deplcted Jin th

sculptures in (1) the mantapam in front of the Nataraja shr

at Perur, (2) the southern outermost prakaram (corridor) g

the tezgple at Rimesvaram and (3)the Achutappa Bhup

mantapam a,t Avadayarkovil. The graceful postures of th

% el ers responding 1o the partiiers on their Ieft and righ
hy of special attention.

In felk somgs, we come across pieces of varymg grades

of mtstanl quality — from the simplest sing song tune, o

" the song almost bordeung on art music. Nursery songs

¢ agricultural songs (M,w.f,wuum_@wrr @paeluar), puranie songi

' (qnmru um_@sw) songs on vxlla,ge deities (an(‘.“sam;sw |

: um_@) and songs* relating to pregnancy (@pPrir @) and
mes of glrlhood shepherds songs; potters songs, and songs |
g during husking of rice are instances of simpler folk
songs of varying grades of musical qua.hty Some folk songs .
* .are literally packed with words. :
o™ s masses have been made f&mlhar thh pu;ramc stones |
+ through the form, odam or kappal (g or guasb)s The.g
. The Ramayana odam i is a well known composrbxon f&iﬁl  ?<‘
> to the ladies of the Ta.mll nadu. In the ~odam, the inti‘d’ﬂuc- |
ftory part and the concludi ing part are sung in Blowtempo and
the bulky middle part called mudugu (a,p@g) ;n quiok tempo.
The Rcga odam (ora gL i) is an mtervssmig éomx)osltmn
gi ,gag—a. catalogtie of the well-known igagt‘p Sor
in awealth of féf;gzous nhﬂoﬁob;iy' 5 'l‘her
, ngs : : A
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 CHAPTER VvII
‘ - MUSICAL INSTRUMENTS .

£ f-i[ndia. possesses a rich yariety of musical instruments.
Almost all the types, representative of the stringed, wind and
~pereusszon groups are seen here. Gourds, bamboo, canes,
. reeds, ]a,ck-wood black wood, earthen-ware, the skin of sheep,
calf, ‘huffalo, varanus and silver, bronze, brass, copper and
iron amongst metals are tb.e materials used in the m&nufac-

ture of musical instruments. The plant, animal and™
kingdom have contributed their share in the m al

musioea] instruments. Gamakas being the life am sou};qg.p ,

Indian musw, mstruments hke'ﬂ]e svaramandala a.nd yBZh”
("-"f.l,o) ‘which were not capa.ble of producmg"'gm&img adi-
ally fell info disuse. ¢

The sub]ect of ;m t;\entatlon (z.e. the study “of the

characteristics of various mstruments) is one of absorbing -
lnterestt Instrumentsr of varying degrees of loudness, com- .

pass-and tone-colour are met with. Instruments like the
. ‘gotuva.dya.m prov1ded with “bympa.thetic strings  and
with fa.glhtles for ‘the aceurate adjustment of sruti are'
st from the acousﬁwa.l and physical peints of view.
Tha“mgeeomtwe work on some 1nstrumentb contributes to
’thamﬁg’nlty &nd &esthetlc APPeATance.

o Clatmflcatlon
Mumed mstmments are geners.lly elasslﬁed into :—

= (1) :S,tméeé*instru ments where the sound is produ- :

- ced by settmg in v1bratlon, strmgs

(2) Wind mstrumnts, svhere the sound is prodqsgg% |

ERin
|

_ by the vlbratlon ef a column of air in the tube,

v\" -
L s S
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(3) Percussion mstruments where ghe mﬂ
produced by the vibration of a stxetchaa e
brane or skin or a piece of metal or wmd.

tala vadyas, the sound is produoed either by strik-
ing, plucking morsing or stroking the drum-heaa.

Strmged instruments, (also ‘called chordophemes)
the tata a¥ viadyas and wind instruments (also called
@rophones) ‘are the sushira @My wvadyas. Percussion
instruments of the drum class are called avanaddh
T, vadyas (membranophones) and those of the cymbal
an,d castanei; varieties as ghana =9 vidyas (autophones.
- u-n'mqss@eﬂ S%rssmal, Cores amal and sesFss@ed ar
~ the respectlve names for these four types of instruments, in
Tamil. ;

I. Stringed Instruments are of three kinds :—

(a) Those performed on by friction with & bow; ex. the
violin, sarangi, dilrtiba, ba.lasamsvatl (ta.vus or
mayiiri, mﬂwaaguw ) a.na esraj.

_ Ravanastram, the earliost I’)owed mstrmﬂynﬁw
to huma.n history had 11:5 orlgm 1n Indi'a,

. (b) The plectral instruments, where f.he strmﬁ‘s 'm:et
iy plucked by a pleetrium or the fingers and played;

. ex the vina, rudra vina, gotnvadzhm sitar
2 ~ (also called sundaﬂ' the beautgfu}) svarabat, ( the |
mors corract: name howeva: ’!s B\w&&ﬂ.
mndum, gui
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() Those struck with a hammer or a pair of sticks

- either mechanically or otherwise; as the piano-
. forte, svaramandala and the gettuvadyam.

. Of the stringed instruments, some like the tambura,
tuntmi ektar and gettuvadyam are played on open strings
and the rest like the vina and violin, stopped and played. The
vina is an example of a strlnged instrument wherein some
strings are played as open strings (ex. the 3 tala strings) and
the rest stopped and played(ex. the four playing strings).

N. B.—Playing on oven strings means causing the entire
length of the strings to vibrate all the time, as for instance
while playing the fambura. Stopping the strings means
causing a fractional length of the string to vibrate; for
example when a finger is placed on the finger-board of & violin
and the particular string bowed, the fractional length of the -
string from the bridge to the point of contact of the finger
alone, vibrates.

The plectral and bowed: varieties (where the sirings are
stopped) admit of two varieties :—

(1) Those with a plain finger-board as the sirode and

. the violin, the strings being stopped by the fingers

' . or by a piece of wood held in the hand.as in the
. gotuvadyam.

- (2) Those with & finger-board with frets as the vina,
 sitar, dilrtiba and tavis.

Theplectral instruments may again be classified into :(—

(1) those wherein the.laft hand fingers are in direct
-~ contact with playing strings as-the sitar and
vinas and - s e ;

o
v w¥

T



(2) those. wherem the playmg stm,ngs m’%‘ .
with an intervening ob]eot‘wnr meoh&nism‘
operated by the left' handj

- balakokil and bulbn'f tara.

The pléctral instruments may also be ""ol‘
“those wheréin'a wire plectrum is used (ex. sita
wherein a horn plectrum 19 ‘used (ex. svari’oat)

instrumerits pxmndad with s kes -bosrd i ',.-f i

%

9 Wm& lnstmments arg of two k?!nas 2 i

-

fa) Those whersin the wmd is ,nupphe& id;ioma#
mechanlcml contnvance, ggommcnly 2 ows.

of the performer: :
Here again, we have the mouth-blo :
Vnrietles : o k e




B W}nd mstruments are either of the wood- wmd type like
the n&gasma.m clarlnet or oboe, or of the brass-wind type,'
Ilke the tuuchmna.m and kombu (metalliec horn).

S g .»',. 3 -

11T Inl’ti‘uments i Percussnon are usually time-
Leeplng mtrumen'ts A fow like the naga,m and bheri are
‘used in war These twe instruments were also wused in the
‘vﬂhge .Ook-mz"s ﬁ former times, to warn the villagers,
wh’ﬁns er robbens and ‘marauding plunderers were. sighted
af a distance. Some drums like the tamuku a.nd ‘parai -
are used by the State for pubhclty purposes.

: To the class of drums belong” the" mn&aﬁga tabala,
nagara; tavil, “dolak, ‘damaru, mardalam, suddha maddalam,
udukkal, udal davandai, and pambai.

5 Drums may be cla.sslﬁed into +— s
{‘1) Those played by hand ; ex. mrldangam
&Thosa playe& by sticks; ex. dama.mm

) T*gse played paxﬂy by ha.nd and partly by stiek ;
ex. ta.vll B i el £

: @%MQQ thch a.re self-atmck ex. the damaru and
& ib'uﬂuﬁuﬂuke -~ The instrument. is rattled e,
olged to and fro,‘to enable the knotted end of the
mmg to st?&e ixlternately agunst the two faces.

% 3¢ i ﬂr' : ‘t( e 3
G S e n R 2R A
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(5) Those wherein one side is s&uok and ”ﬁm@t‘
side is stroked ; ex. the peruma.lmadu drum

Drums may further be classified into:—
* (1) Drums with a single face.
(2) Drums with plural faces.

The latter may be classified into:— s

(1) Drums with #®plain_face as the udukkai and
panchamukhavadyam. :

(2) Drums with complex faces i e. ‘with two or three
concentric rings of skin; as the mndangam an&
tabla.

The mndangam stands as the finest example of a doubl
. Afaced drum with complex drum-heads. On simpler drums,’
~ characteristic rhythmie phrases or solkattu-patterns are
played. ,

_ Beveral kinds of cymbals are in use. These are
exclusively time-keeping instruments and are made of metal.
The jalra is a good example. 1t is largely used in Bhajana
 parties and Herikathas. Larger cymbals (Brahma talam) aze

-used in temple ceremonies and bands. Diﬁ'erent kinds of __i‘jf
castanets are also common throughout India. ~ * B :

T3

Percussmn instruments

(1) those with which
mompamment
mnﬂa.‘ngam, tab
‘and 1@&* and

be broa.dly clafalﬁéé mto %

a regular in'oss-rhythmlcsl X
be provided in concerts ; ex."
8 J:annra., tavﬂ. &olak, ghﬂt&m |

g
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T&’ia 'u&'d-yaé m ¢ classified into :—
(1) those whlch are 1n&1spensa.ble in concerts like the
mridangam or tavil or tabla- These are the

pradhana tala vadyas.

(2) those which can be used at the option of the
pérfoxmer or singer, like the kanjira, ghatam,
dolak and econch. These are the upa tala vadyas.

Tala vadyas may agaifl be classified into :—

(1) ﬂ?,ose which can be tuned to a desired piteh; like -
the mridangam and tabla ; and

(2) those whose pitch is determined at the make, like
the ghatam.

Of the timekeeping instruments, the ghatam and
morsing are of special interest. The ghatam is the only
rhythmic instrument without detachable parts and made of a
single material. In morsing, the projecting tongue is plucked
by thewxright hand and the mouthfacts as the resonator.

Konugol is the art of reciting jatis in a pleasant manner.
This‘type of rhythmic accompaniment provided by man is a
peculiarity of South Indian music. #In addition to the
primary .rhyi:hmic syllables like ta, di, tom, nam' other
euphonious and rhythmic syllsbles are used. The jatis are
teone& sometlmes in a prosaic manner and sometimes in s
: mns cal manner. Konugol solos when rendered by melodious
and lmprepgwe voices will be interesting to hear. Experts -
in this art‘ure able to recite jatis even in the sixth degree

of speed This a.rt‘a.ffords plenty of seope for the exercise
of ‘one's creative: faoulty

IR TR

3
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Concert Instruments in gener
into :—

(1) q'r‘utt vadyas, which are msmments used onl
drones ; ex. the tambura and the ottu. L
(2) Tala vadyas, which are instruments used onlyv
rhythmic accompaniments: as the mndu
ghatam, kanjira, tavil, dolak, morsing, gel
vadyam, jalra, chipla and silambu.
(3) Sangita vadyas, with which musical pieces
raga alipanas could be played ; a.sth’a_ vina, vio
5 gotuvadyam, flute, nagasvaram and
(udaka vadyam). i
_ All these three types of concert instruments are re
sented in the stringed, wind and percussion. vmetles.
% followmg table gives examples for each of these :—

% | Table XVI St
Vériety" . Used as |  Examples

—sruti vadya  ...| tambura and ek_tiiQ

Stnng i i ) [tela vadya  ...| gettuvadyam.
s —sangita vadya...| vina, violin and go
: : vadyam

—sruti vidya

—tala vadys .|
—sangitajvadya...
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Of the strings which are used for stopping and playing
musie, the string which gives the highest note is always
reckoned as the ﬁr;.si string and the other strings in the
decreasing order of pitch are numbered accordingly. In the
vina, the strings are always kept in medium tension and
played ; otherwise, the pich of the sirings will get altered, every
time they are pulled or ,deﬂected for the purpose of producing
a gamaka. In the gotuvadyam and the violin however,
where the strings are nof pulled aside for the production of
gamakas, the strlngs are kept in a high tension.

Other systems of Classification.

Froin _the point of utility, musieal instruments are

clagsified into : —

(1) those used in concert music ; like the vina, gotu-
va.dyam, flute, mridangam and jalatarangam.

(11) those used in temple music; like the metallic
horns, trumpets, -bhuri, kuda.muzha (5—apeen)
and udal.

(iii) those used in martial music ; like the conch,
dundubhi and bheri.

(iv) those used in folk music; like the nanduni, nedun-
kuzhal, kombu, potdrum and erude iron cyimbals.

Musmal instruments are either monophonous i.e. capable

: of g'.lvmg pnly one note at a time ( ex. human voice, flute ane
; nﬁ’gasvaram) or polyphonous i.e. capable of giving mord

than one note at & time (ex. vina, violin and jalatarangam).

Goncert fnstruments like the vina, flute and gotuvadyam

: enJoy the status of prtmar,/. instruments ; whlle others like

=5 e e
ige
*
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ment of other instruments. - Eminent vm nists give
performances on their instruments. The violin on s
occasions attains the status of a primary instrument. ©

Evolution

Of the stringed, wind and percussion groups
instruments, the pércussion varicties are the oldest. W
come across wind and stringed instruments at somewhat later
stages of human history. Before the highest type of th
- percussion group was reached, many forms of wmd instru.
ments had eomé into existence: and like-wise b#ore thy
highest type of .the wind instrument group. was;mohed.

many forms of stringed Sinstruments had come into
_ existence. ' : :

The following 1nstruments illustrate roughly the ma-l
. stages of evolution under each group :—

Percussion group:—
. (1) Stone-éongs and rude castanets.
(2) M_qtallic cymbals. |
(3) 'Xyigpﬁbnes.
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(7) ]t)r‘:gls wlth skin on both sides like the dolak and
N

“(8) Drums capable of being tuned to a desired pitch as

) the mridangam 5 such drums have complex drum
Tk Lo heads.

i Wind group —

(1) Horn, kombu, and long musical pipes without
finger-holes. »

(2) Gourd pipes.
(3) Reed duleimer ; pan-pipes.
* (4) Musical pipes with a few finger-holes.

‘;*‘(5) Musieal pipes of the flute species with 7 or 8
finger-holes.

(6) Musical pipes with mouth-pieces as the
nagasvaram and sanai,

(7) Wind instruments with a key board; ex. the
harmonium and the organ. These instruments
are of European origin and are only a few
centuries old.

Strmged group :—

(Here the plectml varieties precede the bowed
%3 vmatms)

; (1) Bow-string, pinaka, and lhe harp.
(2) The}ptmutlve lute.
(3) Ektar and tunting wzth remmibm.

3
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(4) Instruments performed on with a prlmltive bow
like the Rawvana hasta. ;

(5) Svaramandala.
(6) Vina with movable frets (eka raga mela vina).

(7) Vina with fixed frets e.g., the Rudra vina andjthe
Sarasvati vina (sarva raga mela vina).

(8) Mahanataka vina (gotuvadyam).

(9) Bowed varieties of the advanced type : the violin
and the sarangi.

10. The meéha.nica.lly plucked or struck wvarieties
and provided with a key-board ; ex. the harpsi-
chord and the piano.

The remote ancestor of the piano, is the sata
tantri vina of ancient times, played by a little
hammer.

A detailed study of a musical mstrument can be ‘.
made under the following heads :— '

& Its namej; significance if any, attached to the name.

2. The main head and the sub-head under which it can
' be classified.

g iPol‘yphéhotls oriMOnophonons.

ik 'Hgtarinlngiiséd;‘iﬁ its ma.nufactura' :
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 B. Its construction and the names of its parts.

7. (@) If a chordophonic instrument, the ' number of
strings used j of the sirings used, how many are
of metal or of gut or of silken thread wound by

. silver coil. The gauge numbers of metallic
strings. The notes to which the sirings are tuned.
The strings that are stopped and the strings that
are played as open strings. If provided with tala
strings and sympathetic strings.

(b) If an mrophonic instrument, the number of its
finger-holes. If it is a keyed ( ex. clarinet), or &
key-less ( ex. Indian flute ) instrument.

. (c) If a percussion instrument, the number of drum-
heads, and if the heads are simple or complex.
The dimensions of the drum-heads and if their

- *  pitch can be increased or decreased.

- 8. Its compuss.

9. Technique and styles of play and the technical terms
. used in this connection.

10. Possibilities in speed and limitations in the playing
of ga.maka.s.

~  2k »Whather used as a primary instrument or as am
= accompamment or both.

~ g __Whethelj a concert mstmn;ent, or one used in temple
music, martial music or folk musie.

g 513 Whethar practised extenswely or cultlva.ted only by

a few
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14. Places noted for the manufacture of the lnstrument.
15. 1ts geographical;distribution.

16. Its origin and history. The various stages through
which it passed through before reaching the final
form. The names of the early pioneers and the
later specialists in this instrument. The various
works in which it is referred fo.

:
Orchestra

One of the note-worthy events in the history of Indiai'lfa%J
concert music in reeent times, is ths development of the
orchestrat, Congerts by Indian orchestras have now become

popular throu.ghout India. The possibilities of orchestral :
* musie have however, not yet been fully explored.

Small orchestras in some form or other have ~been in
?existence in India from early times. We hear of the brinda
ganam and vamsaka brindam in early literature. The

- maubat (literally nine performers) stationed in baleonies over

the arched gateways of cities, palaces, mansions, mosques and
important mausoleums and tombs and the peria melam (the
Tanjore nagasvaram band) were later developments. It is
recorded  that Emperor Akbar, took delight in performing
» 48 the naubat. In all these cases, the instruments merely
repeated the chosen tune or tunes in unison and perhaps
_ oceasionally doubled them in the octaves. The number of
~ performers usually rsnged from five to twelve.
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volume, at the same time giving an effective and proper re
presentation to the tone-colour effects of the different instru-
ments is a thing of recent growth. Orchestral music is
absolute music in its purest form. A classical piece like
the Sahana kriti, * Giripa: nela’ of Tyagaraja may be heard
- respectively from a voealist, an instrumentalist and an
orchestra. Any rastka will immediately feel the enriched
effect in the last case, on account of the various qualities

of the tone of the different stringed a.nd wind instruments
constituting the orchestra?

~  Indian music is essentially melodic in its character, and
melodic orchestration is therefore the only possibility if the
pui'itygpf the raga system is to be preserved intact. There are
compositions which are intended for being performed by
orchestras. Select pieces of the classical composers might
also be chosen and scored for the orchestra. The entire
orchestra is in theory a single instrument and the conductor
is supposed to play on that complex instrument. A piece
rendered by the same orchestra but under the direction of two
different conductors will produce different effects. @ The
conductor of an orchestra must possess plenty of musical
imagination and a natural feeling for orchestral colouring.
He must have an accurate laya gnanam and a sirong memory
and be thoroughly familiar with the piecesy ‘performed.
He must possess a keen musical ear and be able to identify the
tone éoloiﬁ: of every instrument even while the full orchestra
] performlng Lastly, he must be able to interpret the pieces,
‘enter into the spirit of the compositions and work out the
ghana, nag;a effects properly.

* A singer takes a certain risk when he gives beforehnmj,,

‘@ programme of his concert a.nd mcludes in it such pleues as
19
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Nagumomu ganaleni (Abheri), Darini telusu konti (Sug dh
saveri) and Najivadhara (Bilahari). If by some accident he
catehes cold or suffers from sore-throat on the day of the per-
formance, he will not be able to do justice to pieces teeming
with madhyamakala sangatis. But in the case of an orchestral
performance, there are no such problems. The performers go
on playing the pieces mentioned in the programme sincerely
and to the best of their ability. The surrounding environ-
ments and the whims and fancies of the listening audience
have only a negligible effect on then.

On account of their strength, orchestral - concerts are
bound to have a mass appeal. Even the most difficult com- *
positions ecan be made popular through orchestral renderings.
The senior performers with a good degree of technique and
~ ereative faculty in them can play alapanas, niraval and

kalpana svaras and keep to the orthodox kachcheri plan
_The contrast of individual tone colour, the tonal balance and
‘the harmonious blending of the tone colour of different
instruments, all have a pewerful appeal. Besides, an orchestra
can conveniently accommodate, three or four upa tala vadyas.
The audience get an opportunity to know something of the tone
colour, technique and possibilities of these upa tala vadyas.
To listen to them is both an education and an entertainment
The upa tila vadyas can rightly find a place even in the
* ordinary kachecheri. The seating plan of the performers on
such occasions presents an impressive sight. The presence
: ‘of‘ ‘additional rhythmic accompaniments has a healthy

vt mﬂqgmeonthe mridangam player and he aequits himself |
% ter. A feeling of earnestness and an anxiety to glve
are notlcedmthe performerson such occasions. The

] ‘being worked right throughq gaﬁ: :
e Asiiell
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his deserved share of rest on such occasions. The combined
rhythmic harmony and the spicy rhythmical aceompaniment
of the upa tala vadyas, while playing individually or
collactively produces a delightful effect. Morsing is an
interesting upa tala vadya of the plucked type, and belongs
to the monophonous group. Capable as it is of being
~ tuned to the adhara sruti of the performér, it always proves
a suceessful rhythmie accompaniment.

An-orchestra is, in & gense,a democratic institution. It
gives opportunities for even second class performers to sit
along with the first class performers.and perform. The per-
formers in an orchestra should always be mentally alert.
They ¢ should quickly grasp and respond to the directions of
the conductor. The performances of orchestras, which have
no conductors to legd them, will be characterised by lifeless-
ness and & deadly monotony. For orchestras of less than ten
performers, there may not be the necessity for a conduetor.
For large orchestras, a conduector iz absolutely necessary,
both fer keeping up the precision in rhythm and for remind-
ing the performers of the correct sequence of sangatis,
especially when long pieces like Darini tel usukonti ( Suddha
saveri ) and Najivadhara (Bilahari) are played. Performers
need guidance because they play from memory and not with
music sheets before them. To listen to a Sata vadya
brinda gana will be a rare treat to the ear and an experience

88 well.
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‘* CHAPTER IX

_ TECHNICAL TERMS.

; . ¢ vk w 5%
Adi guru, the first teacher who taught music in a syst

' matic form and wrote for this spurpose, the graded ]

musieal exereises: svatavali, alankams, glta.s ote. §

# (refers to Purandara Das):,

Aditya, the name- of the twelfth eha,kna. in the scheme o&,

: 72 mela.ka.rtas.« ' 0 i e
: Agnl, the* name of the third ch&kra. in the scheme ef‘s
- 72 melakartas. i S “§
Alpatva, 3 hote sparingly used m a raga ; (also seé under |
irayodasa lakshanas. ) ]

Ama, the note Whlch brings o;1t in bold relief the melodlc
- entity of the 18835 also refem:ed to as jiva svara. and
' mga chhaya .svara A ra.ga may have two or more

"‘ﬁiﬂa syaras. ' #

. Anngata graha, a case where the tala precedes the music.

_ Antara mafga,,eee under trayodasa lakshanas.
Apanyasat gee under tra.yoda.sa lakshanas. : |
Arohl, see under varna. he

7

% At‘ﬁa graha, a case Wherem the music sta.rts before the\r

- g

!' . commencement of the tala avarta.

. Audava, see under tra,yodaea lakshanas. :

Auduva, refers to the number of notes, five figuring in a'."

5 ﬁraga sa,me' as auda.ve.

~ Avarohi, seo unéler varna. : ¥ o

Buhutva, a note that is frequehtly uﬁed a raga; (also see
under tmyodasa. lal:shanas 555 e

T
e

: 4” e St el



‘arna (see under varna)
! Wherem the'trace of another ra;g

Cliltta sva’ia,"

duc.ea as an axtra apyendnge»fm

wa.dl svaras, :’f :
: phmsa contammg da.tu sv&raq
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Desi sangita, the modern music prevailing in this lar
terrestrial music as opposed to celestial music. ;
Disi, the name of the tenth chakra. m the scheme o
72 melakartas, ! ¢
Druva rupaka, a variety of rupaka tala. A OOmiJositxoa; :
ln this time-measure is set only in rupaka. ta]a., but
the commencemeni. of each section of the composi-_
tion, there’are two drutas and two laghus followed b
the usual ripaks tala mvaltas 3 ex. the glta Are_z,anaA

(Nata raga). , 5 :
Dvn-anya svara bbashanga raga, a bhasha.nga raga M

: 4‘ . two foreign notes ; ex. Hmdusthau Behag.
Eduppu(a@uq) the -equlva,lent of graha in Ta.mll the,
: 5ta.rt1ng point of 1nusicin the tala a.va.rta. o

b ‘é'..‘l"one for,e]g:rnote ex. Ixa.mbhon
E’!lugada svaras, the solfa passages figuring in the latter
ark of a va»rna. The concludmg note of an ettngadg.

: ,,ﬁ;, a.nd mnta svaras will not be apploprla.te ooncludmg
il sva.ras’ m sucl Ccages.
ﬁgﬂre, svara-group of a definite pattern, s
G'ana glta, the music wlnch is the contribution’ of composers
a5 T on vaggeyaknaﬁ Thls is art musie. ;
_ Gana.krama , the o:rder in which the conatltuent ang&s of a
T musmal form should be sung. o
Ganaharva. gita, the music which developed sponmneously
‘_" e i e.,‘ﬂn'ougb aniidi sampradaye(,gn,ﬁ auuda’,anmw)
S ool Thxs!s olgpr thnh xgana. gltu. :
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Graha, the startmg pomt or the eduppu (@ @uq) of the musie
in the aqu.rta. ; :
Graha., the note on ‘which a raga commences ; one of the
thlrtean lakshanas of & raga ( also see uude1 txa,yodasa.
: ' lakshanas.)
Hepta’tonlc scule, same as samplrna raga ( having all the
seven notes.)
Hexa tonic scale, same as shidava raga (having six
7  notes ). T
lndn, the name of the ﬁrst chakra in the scheme of 72
melakmtas. .
lea svara 2 note which revea.ls the individuality of &
raga. Such not®s may or may not be nydsa svaras.
In bhashanga ragas even anya svaras may be. jiva
svaras ex. Sarangaj (same as amsa svara 'md raga
chhaya svara)., : :
Kalahastlsa Pancharatna; a set of five Tritis in Telugu in
. praise of Sri Kalahastisa, by Vina. Kuppayyar.
: Kalpaylshyamana melakarta, see un&ew kalpita mela- ©
karta.
.Kalplta melakartas, the name suggested b\ Vénkat'lma.khl
~ for-the 19 melas (out’ of his 72) which wers already in
vogue and wellknown. The remaining 53 melakartas -
-iyére gro’ﬁped_ﬁnder : Kalpyamana— in the process of -
 making ‘i.., becoming popular and Kalpayishya-
o .;.‘mfina—-to'be made hereafter i.e., to become popular
_at some future date.
’ ta mglla, muslc a,hearlv made ; rcfa).s to the compo-

%Pﬁ:« 2 j_;' o, s 2 '-'n.-' ¥



when its name i: giv’en. 3 Once‘ the serial «mnm_ber
found, it is easy to give its la.ksha,na,.‘\The_»fdrm |
is summed nup in the phrases: :kadinava TG,
tadinava <=, padipencha QUSER,  yadjashi

P PR
Fee £
Kelikkai, a dance concert. .

,. Kolupplttal Qsreninisse, see under kﬁtﬂlgol %

Konugol the name given to the art o’f“’recltmg Jatls i
__conformity to a tila in a musical manuer
e Koml_ppzttal (Qszrgyu.ﬂ;gsv) or

Kolunpitt

: ; ~imuse;gg“&méia:rerwa.m ‘Swa.my of I&ovux They are:
am&ﬁ@ ﬂ u’tadem (Pantuvarili), I vasudha nivas
ﬁ ), ﬁwt egmmpn. rare (Kha.mhamgnya. :

& Kvtdﬁt prayoga, a note or a phmse~ sparmgly nsed ln 'a f
- rags — opposite of bahula prayoga o - £ %
Lguklka ganam (&Y ), secular music.
Madhyama.kah @eREte or - Tana @ (o also called;r
im) i "bﬂnch of crea.tlve muslc. In ﬂns sﬁylen
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Mandra, ses unger trayqdasa lakshanas.
Manodharmﬁ sangita, @A — Creative music.
Mﬂme tbatfré performed in 2 concert is of two kinds :—
{ 1) The perfmmer sings or plays the musical compo-
satlons of great composers ¢ e, he reproduces music
which has a]rea.dy been created or composed.
(2) The performer gings or plays extempore music
—thé music being the offhand creation of his own"
fertile 1ma.g1na.tlon : )
'l‘he]atter is ’cermed manmlhwmrz sangita or creatlve
i -~ music'and is of five kinds -—
e (o) Ra.gr :ahpan& () Madhyamakila or tana,
(e) Pallavi, (d) Svara kalpana and (e) Niraval.
~ Composing musieal compositions is no doubt: ereative -
musie, but here the composer has unlimited time at
~ his disposal and is able to exercise a'.good dea.l “of
thought judgment, attention and skillin per{ectlng

i)

Lo ; them. In the instances of creative: musm cited
: “above, the music sung is ertcmpore and - slmply
e flows spontaneously TR o N

E Ma.rgg sanglta, the name given {0 a,ncxent mumc it
' : which is said to exist in Heaven ; celestial'musie. = = =
M ftﬂ,‘(mg) the sa.hltya or the Words ofa.musleal com-h ;
-, pasitions ] : '
'I'he mitu m&y eénsmt of :—

e ( 1) Theordln&ry spoken words, as in the case of
' the” sa.hltya of a kriti, padam or javali.

»(2} ’I'he svam-letters su n gu ma pu dha ni

o Ict . naka-iom Jamz eta as in hﬂanap and
L k&xvara pt&ba;ndh&s. s A e
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(4) Phrases like a iya, ti zya, a zyam, 'ua zya as in

gitas. o
As a rule for every musical composltlon there is a

matu. But compositions like the jatisvaram have

i

no matu.
Misra raga, same as sankirna raga.

Muktayi svara, the solfa passage thaat oceurs a.fter the
anupallavi in tana varnas. e

 Musical fact. Any phenomenon or truth relatmg to miusie,
That there are only seven svéras is a musical faet; that
when a note and its octave or its fifth are sounded
together, a concordant effect is produced is a musmq.l A
 fact; that the vibration values of the notes, shadja and
_panchama bear the-ratio 2 : 3 is a musical fact; that
% the fifth harmonie, antara gindhira is heard from a |
* . iyelltuned tambura is a musical faet. P ;
Muttamll, (@pssdyp )H the three branches of Tamil learning : |
literature, music and dramn ( @ue, Qaws, F1L50 ).
Nmbat the band of players that sit on the elevations over
the w:;heﬁ ga.teways of palaces, mausoleums &nd tombs
! an& perform g
Navamha k’ﬁ'hnas, a set of kirtanas on the Plime ‘
: the"composer Muthuswami Dikshitar.
N&varqpa the nine kinds of feeling (emotion).:— srmgara
T (love), hasya (lauglited, karuna (pathos), raudra (anger),
Y vira (heroism), bhayinaka (fear), bibhatsa (disgust),
adbhuta (surprise), and sianta (patience). " Bhaktj
Sl (devotion) is regarded as the tenth rask.. o
,,'?‘,'N‘“l'atna maliks, literally a garland of nine gems, the
~ name glvenim the nine kgtls composed bys“"' ' 'Sasﬁn,
P’“m_@fv the. presxﬂmg Dexty of Ma.dux
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Navavarana kirtanas, a group of nine kirtanas in praise
‘ofDeV'i by Muthuswamy Dikshitar. There are three
 sets of these : Kamalamba navivaranam, Abhayimba,

: 'navavamnam and Siva navavaranam. ;

Netra, the name of the second chakra in the scheme of 72
melakartas.

Nyasa, the note on which a raga or a phrase ends; (also see
_under trayodasa lakshanas).

Padh jati varna, a kind of varna (see under varna).

Pada varna, a kind of vama ( see under varna).

Paddhah, qa%—&’l:ocedule or metbod; ex. riga aliapana
- paddhati. . - :

Pan (um ). the egulvalent of raga in ancient Tamil musfc;', :

*  -also a song or tune

Panchahnga sthala kritis, a set- of five kritis in Sanskrlt

,Py Muthusw amy Dikshitar in praise of the five Lingas:

Pritivi (Conjeevaram), Appu-(Tiravanaikkaval), Teyn,

(Tlruvannam&la.l), Vayu l(Ka.]a,ha,stl) and : Akisa

(Chidambaram). :

Pancharnlna, literally five gems : refers to the famous ﬁve _

. composmops of Tyagaraja®in the ghana ragas:—"
7 Nata (Jagadhanandakiraka), Gaula? (Dudukugala),
g Arabhl (Sadhlnchene) Sriraga : (Endaro mahanubha-

Q and Vara.h_r (Ka.nakana ruchlra,) :

'52
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Pidippu (Jgiy) @f=g—The name given fo the more pro-
minent sancharag or raga ranjaka combinations of &
raga and which bring out its svartipa or identity ;
catches ; called pakad in Hindusthani music.  «

Prati madhyama karta, a melakarta taking the prati

madhyama or F sharp. 2

Prayoga s@i—sanchira =i combination.

Purva mela, same as piirva melakarta T see below).

Purva melakarta, a melakarta  belonging to the plirva half

“or the first half of the sch8me ‘of 72 mela.s;' i.e., a
¢ .  -suddha madhyama karta. S
' Purva prasiddha melas, the 19 or 2(} wellknown mela.s
St _current before the time of Venkatamalkhi and referred
to by sch@ms as such.
. Quadra tonie’ sé'ﬁ‘ &, same as svarintara raga.
B Raga chhaya svara, Same as amsa Svara Or jiva svara.

Ragamaltka, a composition ‘wherein the sections are jn
“_ different ragas, ﬁxbtala being constant throughout.

Ragamallka klrta“ “a composition of the kirtana form

;:i; ~_ wherein . the "&étlons are in different ragas e. 4., :

ﬁnakku,yz iru - padam (asow@sar Q@ wsw) of

Amnachala. Kavirayar and Jaya JFay yu Gokwla Ealq

. of Narayana Tirtha. '

Rngamallka varna, a composmon df,the varna, fo;-m w"ith,

the sections in different ragas e. g., the Navara!]@

malika varna and the Dinara jamahka varna.

ngana ( m ) Matya tala & tala which has the ‘fOHOWME‘ |

fu
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Raga tala malika, a composition wherein each section is
composed in a separate raga and a separate tala.

Rasika, a cultured person; one who is able to genuinely

~ enjoy and appreciate good music; & person with an
aceredited, refined and critical taste.

Resting note, a note on which one ‘can rest or repose and
around which, one can {develop an alapana. Every
resting note is a nyasa svara, but every nyasa svara
need not necessarily be a resting note. :

Rishi, the name of the seventh chakra in the scheme of 72
melakartas.

Rudra, the name of tha eleventh chakra in the scheme of 72
melakartas. -

Rutu, the name of tho sixth chakra in the scheme of 72
melakartas. e

Salaga raga, same as chhayalaga raga.

Salanka raga, same as chhayilaga raga.

Sama graha, a case wherein the music and the tala begin
simultaneously.

Samvadi, exact consonance; (also see under vadi).

Sanchari, see under varna. ;

Sangati, a technical beauty met with in the kriti and a few
other types of compositions. Itis the name given to
the variations developed, or built on a muslcal theme,
step by step.

Sanklrna raga, a mixed ragat. ¢, a raga wherein traces

, of other ragas are geen in a pronounced manner.

.' : Sankrama raga, same as sankirna raga.

2 San sa, one of the trayodasa lakshanas.

; laghu, literally, laghu all through ; counting by sarva

ghu means, measuring time in an even manner i.e.,

~ reckoning by mere aksha.mkalas mstead of reckoning

e v g lts constituent angas.

23
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Sata raga ratna malika, a gmla.nd of 100 klrts.na.s in
Telugu, in 100 different ragas by Tyagaraja.

Shadava, one of the trayodasa lakshanas.
Shodasangas, the 16 angas beginning with the anudrutem.
(duration, one aksharakala) and ending with the
kakapadam (duration : sixteen aksharakalas).
Solfa passage, a musical passage which has no sahitya and
which is suag with the svara letters.
Solkattu (@srevatG), jatis; ta,}:s solfa syllables. -
Solkattu svara (@ersvs® evari), a passage of chitta._f
svara interspersed with jatis and figuring in some 1
kritis; it is an additional appendage fintroduced to
enrich the beauty of a compGsition. The ganakrama
of this technical beauty can be like that of a svara
sahitya 7. ¢, the passage with the jatis may be sung
after the charana, and the dhatu part alone may be
- sung through the medium of solfa letters at the end
the anupallavi.
~ Sthayi, see under varna,. i
Suddha madhyama karta, a melakarta taking the suddha
: madhyama, - _ : |
Suddha raga, a pure raga, i.c., unalloyed by tho presence
. of traces of other ragas. ,
Sutra khanda, the name given to the first section of &
riginga riga lakshana fgita, and wherein the svaras
figuring in the raganga raga are given in the- form
of mnemonics. ¥
Svarakshara, a literary as well as a musiecal beantg met |
with in kritis, varnas, padas and javalis. A svarakshara
passage is one wherein the solfa letters figure in the
" whole or part of a sahitya an& the particular passage

€
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_ is sung to the music signified by those letters. In
such a passage théreforé, the svaras and the corres-
* ponding sahitya letters happen to be exactly identical.
Svara sahitya, 3% @ffer—A technical beauty figuring in
~ the kriti composition and wherein the chitta svarsa
passage is adorned with an a,ppropria.te sahitya.
Svayambhu svaras, over-tones or upper partials.
Symmetrical raé@, a non-vakra raga which takes the same
~ number and kind of notes in both its Arohana and
avarohana. The syni’metry can easily be perceived in
-~ the arohana - avarohana graphs of these ragas. ¢
Talp malika, o composition wherein the secttons are in *
‘different talas or tjme-measures, the raga being con--
. stant thronghout. :
Tara, one of the trayodasa lakshanas.
Tattakara ( s$4s700 ), the name given to a passage of
~ tala mnemonics or jatis, illustrating a particular tala.
There are standard tattakaras for almost all the
" time-measures used in sacred and secular music.
: Tiram" (&), & janya raga; also an audava raga in ancient
. Tamil music. :
Tlrattlram ( Bps8po ), a svarantara ra.ga. in ancient Tamil
: musie. :
Tiruvottiyur Pancharatna, the ﬁve'f% is- composed by
Tyagaraja in praise of Sri Tripurasundari Amman of
~ Tiravottiyur; they are:

 Sundart ni divya ripamunn — Kalyani.
Darini telusukonti — Suddha saveri.
undmrt nanmindartlo — Begada.
 Sundari ninnu varnimpa ~ — Arabhi.
Kannatalls nimiu. S — Baveri. '

ok Sk .
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Trayodasa lakshanas, the thirteen characteristies of a

raga, mentioned in the Sanskrit works on music and

which established its svarlipa or melodie entity :—

Graha, the note on which the raga commeneced ; amsa, : |

the note which revealed the melodic entity or the
svariipa of the raga; also called the jiva svara (soul of
theraga); nyasa, the note on which the raga was

¢oncluded ; mandra and tara, the lowest and the

highest notes respectively, beyond which the raga

sancharas should not extend; alpatva, the note that
was used sparingly in the raga; bahutwva, the note

that was used frequently in the raga; apanyasa,
vinyasa and sanyasa, the ending notes of inter-

mediate phrases in the course of the riga alapana;

shadava, constituted of 6 notes; audava, constitu-
ted of 5 notes; antara marga, the introduction of a
note or chhaya, not belonging to the riga.

Tri-anya svara bhashanga-raga, a bhashanga raga with
three foreign notes : ex. Hindustan Kafi.

- Ubhayakara or bhayakara, dhatu-matu kira i.e., one who

%

has the ability to compose music and also set a,
suitable sahitya to it ; composer or vaggeyakara.

Upanga khanda, the name given to the second section of
a rﬁ.gin}d raga lakshana gita, and wherein the upanga
raéas derived from that mela are enumerated.

Uttara mela, same as uttara melakarta (see below).

Uttara melakarta, a melakarta belonging to the uttara
half or the second half of the 72 melakartas, #. ¢, a
prati madhyama karta.

Vadi, samvadi, anuvadi and vivadi-

€

g Svaras are divided into four classes :—
- Vadi, samvadi, anuvadi and vivadi.

ot
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Vadji, is the principal or the predominant note of a
raga. The vadi svara is compared to a king.
This royal or regnant note is sounded several
times in a raga.

Samvadf. swaras are those between which there are
eight or twelve srutis In other words, if two
notes are related as shadja and panchama, or as
shadja and suddha madhyama, they are called
samvadi svaras. Samvadifva means the conso-
nance of the fifth or the fourth. The samvadi -
svara is like a minister to the king vadi.

Shadja and Panchama, Shadja and Suddha Madh-
yvama, Suddfha Rishabha and Suddha Dhaivata,
Suddha Gandhara and Suddha Nishada, Sadharana
Gandhara and Kaisiki Nishada, Antara Gan-
dhara and Kakali Nishada, Suddha Rishabha and
Prati Madhyama are samvadi svaras.

: Vivadi, if between two svaras, there is only one
sruti, these two notes are said to be vivadi to one
another ; the vivadi note is like the enemy.

Anuvadi, svaras which are neither vadi, samvadi
nor vivadi are called anuvadi. The anuvadi
svara is compared toa servant; compared to the
samvadi svara, the anuvadi svara rela.tivefy speak-
ing, is somewhat less consonant. =

Thus ‘ the sonant or the speaking note is the
~ vadi. The consonani note is the samvadi.
The note which clashes with it and produces
 a discordant effect is the vivadi or the

dissonant note. Phe note which inrceases
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the beauty of the raga is the anuvadi or the :s
assonant note.’ b

Thus from the point of view of the inferval
relationships of notes, svaras have been classi:
fied into:— vadi, samvadi, anuvadi and
vivadi. The simultaneous sounding of sam-
vadi svaras ( consonant notes or intervals )
results in a pleasant effect ; the simultaneous
sounding of vivadi svaras (dissonant notes or
intervals ) results in a repulsive effect; the
simul taneous sounding ‘of anuvadi svaras
results in an effect which is intermediate
between these twoy i.e., neither wholly
pleasant nor wholly repulsive. —These are
fundamental mugieal truths and hold good
in_ all systems of musie.

Vaidika ganam (%% wws ) sacred music.

Varik, shake or kampita; shake of the interval and not

merely the tremolo of a svara sthana.

Varik style, a style of playing wherein the notes are seldom
sounded pure and wherein one gets the aural
impression of a series of musical curves.

“« Varna, the mode of singing (ga.naknya) and is of four
kinds:; — sthayi, arohi, avarohi and sanchari.

Varna, an art musical form belonging to the sphere of

r abhyasq gana. Varnas are of two kinds:— tana
varna and pada varna. In the former, the tempo is
mldhyamskﬁla and in the latter, chauka kala. For,this

~ reason, pada varnas are also called as chauka varnas.
* There are some chauka varnas by great composers
 Wherein sahitya is found only for the pa.llnvi. anu-
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pallavi and charana, after the model of a tana varna—
the remaining sections being sung as solfa passages.
But a padavarna has always sihitya for the entire
_plece.

Pada jati varna is a pada varna wherein we cowme
across jatis in some portions.

Vapu, the name of the eighth chakra in the scheme of 72
melakartas.

Veda, the name of the fofrth chakra in the scheme of 72

melakartas.

Venkatesa Pancharatna, a set of five kritis in Telugu, in
praise of Sri Venjatesvara, by Vina Kuppayyar.
Vijaya Raghava Pancharatna, a set of five padas in
‘Telugu composed by Kshetrajna in honour of Vijaya.
~ Raghava Naik of Tanjore, one of the royal patrons

of the seventeenth century.

Viloma krama, reverse order.

Vinyasa, one of the trayodasa lakshanas.

Virama, a synonym for the anudruta.

Visesha sanchara, a musical phrase, which is not in
accordance yith the arohana and avarohana krama of
the raga but which nevertheless comes in, for the sake
of .ehriching its beauty.

Visranti fstif, a period of rest or silence in a ‘musieal
composiiion.

s anadl, an inimical note ; also see under vadi. In Hindu.

"~ sthani music, the term vivadi svara is used in the

,fﬁémse of varja svara f.e., a note eschewed in the rags.

Vun (@3) vu&rntam

" Anuvadi, see under vadi. & ;
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Gramophone and the Radio, two of the boons of modé
seience, to humanity. Through tlie gramophone on
is able to listen to a piece of recorded musie, any
number of times and through the Radio, one is able to
listen to musie pqrformed thousands of miles away.

Gramophone recording is a complicated process. At
one end of the recording apparatus ig a microphche \
whieh picks up the music performed in the chamber
and &t the other end of the apparatus is the needl
which records the music as a series of wavy lines o
“a revolving dise of wax. From this waxy dise, nega-
tives are taken and from these, the gramophone
records are made. : s

Some of the best specimens of world’s classical music
and folk music have been recorded on the gramo-
phone. Long after the demise of an illustrious
performer, one can still feast his ears with the
recorded music of that performer. Group kritis and
long compositions like the 72 Melaraga malika of

~ Maha Vaidyanatha Iyer can be recorded and made
available to music lovers through sets of records. ‘
Some of the priceless musical legacies can thus be
preserved for posterity. One can delight himself with
gramophone music on mountain tobs, in places where 5
electricity is not available and in dead spofsie.,
places where the Radio music cannot be heard.
A certain amount of self-educa.tlon in music is also
posslble through the gramophone - Thus in addition
v_to entertainment, the uses of the gramophone are




the mml'Ophone ig transmltf.ed and broadeast. Every
- Radio Station has its own wavelength or wavelengths
~ for its broadecasts and by tuning the receiving set, to
. the particular wavelength one is able to listen to the

programme from the concerned sta.tlon 3

Echoes, reflected sounds. When sound waves strike a .
smooth, fixed and plane surfa.ce, they are: reﬂected.' g
If the echoes are to be audille, the person Bpeﬁing or
singing should be at a place sufficiently far away from
the reflecting surfacd. Feloes can be’ heaid'in temple
corridors, hill sides and in the nelghbour@d of big
walls. The phenomenon of clock-tower ‘music being
.;hea.rd as janta svpras from particular places in the
neighbourhood, is (ywto the faet that at those parti-
. eular spots the pefg‘on first listens to the direct sound
"em&naatlng from the clock:tower bells and’ Immedmtely
&fterwards, the same sounds . reflected from a neigh-
7’:’_ bouring wall or building; (one can experience this
" phenomenon by standing mnear the Senate House,
 Madras). In big concert halls, echoes are pereeptible
_and in such cases, the defect can be rectified by cover-

N

o

ing the offending walls or surfaces with some sound-

: }bBOrbent material.

Hnrmomcs,—When a stretched string fastened at both ends
 is made to vibrate, it first vibrates in its entire length ;
than ln two segments ‘then in three -segments; then

in four ahd so on. Asa resnlt we hear certain sounds

in mﬁﬂ succession superposed upon the prmexpal;
sotmd ~The lowest note . e., the note produced by"

‘ on of the whole length of the string’ is the

an is called the fundamental or prime tone ;

hers a _Qﬁe?over-tom upper parttal tones

Ihic ;*%4,
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or harmonics. A note not accompanied by its havmo.
nies is always thin and poor.  In sanskrit, harmonics"
are called anuranandtmaka dhvani : SrROMTRFER: 4
Somanatha in his nga vibodha calls harmonies 88 1
svayambhu TN svaras. , '
Mute, the mets,l clamp that is ,plaoed over the bridge in the

; v1ohp The mute grips the bridge. As a copsequence
of the bmdge being gripped and loaded, not only isthe
1nteg&;ty .of the sound reduced, but a new quality
s imgarteﬂ to the tone, emanating from the violin.

nge off‘pudlble frequency, the maximum and mini-
m.um.,ﬁm;%@f pitch beyond whieh it is not possible
for. human ears to hear. In absolute plch, this
compass extends from a note of about. 16 vibrations
per second to ‘a note of about 20,000 v1bratxqma per
sacond t.e.,-over a range of eleven sthayis. e
Resonance, r.elnforcement of sound. The .phenome'non uf'
: resonance isof great importance in the construction
of musieal instruments and in the produetion of the
‘tone of the human voice. Musical hoxes or resonance
boxes in stringed instruments, and the pipe or tube
in wind instruments: are devices to reimforce the
gonerated sound. Without thesc resonators, the music
emanating from the strings or tha mouth- pleces Wlll
- be feeble. :
,Sangnta Mahfl, coneart hall; kachchen ma.ntapa.m Sobas
R Ip an 1deal concert ha.ll, the musie is a.udlbl'e a.t e parts: :
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‘no need for the singer to ecert and he feels it
pleasant thing to perform therein. In such halls, the
requisite musical ahnOSphere is created soon after the
commencement of a ‘concert: The whole a.tmosphate
becomes saturated- w1th mus!lca.l sovmds, o5 Otmeert ‘halls
-should be sound-proof; 50 as to ensure. freeﬂom from
extraneous noise or be situated away from the road-
side to ensure -calm and un&lstm:bed hstenlng'-
Concert halls are. usually . rectangu]a.r shaped.
“The Gewandhaus in Leipzig, Germany ig a world-
famous concert hall and itis a prlde a,nd a privilege
for any musieian to perform thera ¢

Smlnd-post the 3iuny little cyhndncal piece of wood

seen. inside the violin, connecting the table and the

‘back. Tt not only supports the right foot of the bridge,

: also transmits the vibrations to the back. The top
and the bottom of the sound-post should be respectively
shaped to the arching of the belly and the back, so as

fo ensure perfect contact. =

Symp&ﬁzet:e vibration, a phenomenon notmed in the case .

©of columns of air, strings or other objects, under the
mﬂmmce of a source of sound. If a string is set in
v:bratlon, it will cause any other string to vibrate,

.ﬁ’“prowded this other string is in close proxlmlty and is

ytu.ned to *the identical piteh of the generatmg string or

a.ﬂy one of its upper partials. 1t is wellknown that
gim( of the garani strings of a tambura is plucked

“sarani string autém&tleally vibrates. = The

yienon of sympathetic vibration has been talneqé .

age of in mstrgments like the gotuvadyam anﬁ

i and th&ﬁ!bmd‘mr? sistoa emanatiny fre

: a&ﬂamehnessiothe ausic.
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£ ﬂencnptmn of Raqas

NotaLIn tﬁi‘b eha,pter lakshanas of 15 select ragag
.“ Tﬁ& rargas are presented in the or&er of the

its premse s:nhs ‘but in conformity with the usual pra.ctice;
b g svar&ath&na.s alone are mentioned for each raga. To
e emble tﬁef ‘reader to form a fuller idea, a few prominent
e emnposﬁons atemtexl a,s examples under each raga.s The
' samhams given hare are tp be sung 1n slow time.

&L Tod1 airFe

éhgha ( Netra-Sn ) ; came to be c.al]ed Ha,numatodl. "for ‘ths
sake ‘of the katdgayudz formula. A mela clalmmg & I&rge
*"nnmber of j Janya. mgas. 2 il o AL

»

."-m_.

A Arohaaa o ; vsi‘r E’ m p J n J

M Avmhsnm S

o v Note. -—The psnchama va.r;a shadava raga ( srgm d‘ n s
8 n d m"g rs ) unﬁer ﬂus mela is known s S’uddlm tod b o




'7;189‘ ,

] or tope ga, ma a.nd dha ‘are the raga chhaya svaras;
/ma, pa and ni are nyidsa svaras. Janta svara comblnatlons

'llkeggmﬁadd, mmddnn, ddnnssandda.t‘usvam‘

Prayogas hke ngrndnrndm, gmn—derSsre
promlnent Panchama varja prayogas add bea.uty to the raga 3

dns s D and r s D are visesha ‘prayogas. ~ Sarva svara
ga.ma.ka. varika rakti raga. One of the major ragas; well
distributed. Slokas, padyas and v1rutta.ms can ‘be sung in
this raga. AJ} grea.t composers and minor ‘composers of note
have composed in this raga. All types ‘of compesltwns are
represented in this raga. , Araga affording acope for elabo-
rate ﬁlipa.na The tune called Mattakok;lam ig in this raga.,'
Used in operas. Compositions 1n this raga begin on the
notes{&% ga, ma,; pa dha and ni. Can be sung at all times. -
Todi Sitaramayya, a brilliant musieian, is sald to hive sung
th:ts mga for eight da.ys :

Venkatama,kﬁ@ﬁ statement that Todi is an auﬂara raga
:.( 1.e., eame from the norkh) cs.nnot be ]ustlﬁed Todi is.one
gf the ques obtained by the process of modal shlft of
,}omc to the primordial scale of Indian music snd the suddha
~ mela of ancient Tamll music. The eanqtta Katnakara

-ibns this ra.ga.

% b hara—— ;
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Aroham— sr‘zimpdn;_._

-

Avarohana :— “snd p;‘"xh grs
'L_B,e;s;i'des Shadja and Panchama the notes taken a,ré =
Suddha Rishabha, Antara 'Gé.ndhé.ra, _ Suddha Madhyama, - ;
Suddha. Dhaivata a.nd Kaka.h Nishada. ; -

Sampurna mga. sarva svara gamaka. variks rakti raga.

A ]anaka Taga. c]a,lmmg a large number of janya’ ragas.
A mela raga with a pair of symmetrieal tetrachords — the
tetrachords being separatad by the intervil of a major tone;
_.ga and m are jiva svaras; ga and pa are resting notes.
fP']!"&)Ji‘]y distributed ; ean be sung at all times.. A raga free
.'psﬁas Compositions in this raga begin on the
 notes, sa, go, dha and ni. The ra,ga. is of a soft and soothing
; ns,tnre Ong of the old ragas and is’ mentioned in the Sangita
Ratnakara Thﬁtuga. corresponds to the Bhanava raga of

Hmduatham muslo
¥ Ssgnt 4 X
This thezagn in which all students of Karnatiec musie

ave t&ngﬁbf.hen' prehmlna.ry svara exercises. Svarasthanas,
th dual ‘names are absent here. The only other mela
erein svarasthinas with dual names do not come in is

Kap mavardha_m ~There is only & seml-tons.l difference
th ‘0 notes of each of the four pairs: $7, g m,
; ,and ‘the twb notes of each pair are _played on
' sthana.s on the vina. Further this raga -
r a.nd datu svara prayogas in quick time:
‘svaras‘ and ka.mplta svams also




: airikétitgj a Ma.tya.

id1 laku mrolgkeda Adi
S‘rmathadz ~aAdi

Ma,@'a.tzta svarupa:y ; Rupa.ka
= Demdz Deva

e
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3 purna ra.g& sarva svara gamaka varika raktl raga;
By _nt are the jiva svaras; ¢ m R s is a visesha
- sanchara; 7i and pa are nyasa svaras. Fairly distributed.
OOmposltlons in this raga commence on the notes sa, ga and
pa. Can be sung at all times. Tyagam]a brought this raga
to prominence. Vegavahini, a janya raga derived from
this mela, figures .as the 16th mela in the obsolete nomencla~
2 tura for the 72 mela.s“ under the name, Toyawe gavahint.
e The 11106[:;10113 singer of the last century, Mah&,
’Va.lﬂyana.thlm Iyer got his title, Maha by singing this raga
: in _hls 12th year, before an assembly of sangita vidvans.

o

S:m;glza.ra. : 3
s‘r_gm Pm——gm Rs- sndnerr-—ngm—.

Moo 0w iaP dnsrGian R

Sns’rsnﬂPm—-gmpdnsrmndl’m—gmpdnd ]

Pm—-ngs»snersnan—dnern

"kslu e Adi Patnam Submhm&n)

Rupaka Tya.ga,razja. 2

-Eﬁulabrotuvo Triputa - ,,

- W In]gad,aya,,  Adi 7 Pa.tna.m Subr&hm&nya:
Etula vrasi  Triputa 'Pa,tnam Subra.hm&n'ya %y

”».

: Iyer.
Rupa;a. Karur Devudu Iyer.
Adl
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4y thziravi & i i

Janya . raga; derived from the 20th meia.ka,rﬁa. Nit;:\

bhairavi.
Arohana :— ‘srgmp‘*dn;
Avarchana:— snd pmgrs. B

N.B.— The Dhaivata in the arohana is Chatussruti
Dhaivata. A janya raga with a krama sampurna arohana
and avarohana ; and a raga wherein the accidental note is
incorporated in the scale itself. ”

Besides Shadja and Panchama, the notes taken are:
‘Chatussruti Rishabha, S&dharana Gaadhara, Suddha Madh-
yama, Suddha Dhaivata, Chatussruti Dhaivata and Kalslkx
Nishada. : .

Bkanya-svara bha.shénga. raga; : the only a.ccldenta.l note
Ghatussmtl Dhaivata, oceurs m the combmatmng pdn S

pdnaR ,pdnanS andsndns Occaalona.lly the

phrase p d n s N rendered in madhysmakala., gs.i(es the
suddha dhaivatp. * In the combination p d nd p, both the
k3 dha notes_ _a,re suddha. Usually in bhashanga ragas, anya. '
: svaras are not nya.sa. svaras ; but Bhairavi is an exception.
Even here it oceurs on}y as a hrasva nyisa—P d N d,

‘dnsrsNd rNd s i

= Most of the composltlons begin on the nishada sva.ra a.nd

- a few on the rishabha or dhaivata ; r#, ga, ma and nt are the -
& ,;igx chhsya svaras ri, ma, pa, nt and cha.mssrutl dha are
' ‘IW, ga, ma and’ m are k&mplt& sva.ra.sr ' r m,G rs ;j'

"fy_ '
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e Janta svara prayogas like rr g g m m g g and data
sva.ra.pmyogaslikengrgsr,n::arnS, prSndP,
mndP, mpGr s are prominent. Sarva svara gamaka
varika rakti raga;—the best of the rakti ragas. An evening

raga according to some dcholars ; but can be sung at all times.
One of the major ragas: well distributed. Slokas, padyams

' and viruttams ean be sung in this raga All great compo-

gers and minor composers of note have composed in this raga.
All types of husicall compobitions are represented in this raga.
Axina.jor raga admitting of elaborate scope for alapana. Used
in operas. . This raga corresponds fo the Tamil pan
Kausikar{;. = :

s GO

History: Centuries back this raga was an upanga raga.
The use of the Chatussruti Dhaivata in the irohana—kmma.
combinations was gradually acquiesced in by scholars and
by the time- 6f Venkatamakhi, it became a regular bhashinga
raga. This madne of the old ragas amnd is the Tth of the
nineteen pﬂg&a dha (prominent) melas mentioned by old
seholars.—’ This raga is mentioned in the Sangita Ratnakara,

Sangz Mbkar(mda and Sangita Samayasara.

-~ 0

e Sancka.m e

rgmp *dnSsn *D—— dnsrsrsN *d—=ns

. e

_rsR—*rgmGrSN *d—*nsngrgsr——nsnrtr

M—-pl.!Srnd'P-—pmN d P—m nd



. @ita:

Sri Rama

‘Svarajati : Kamakshi

Varna:

o Krite:

b2l

Jka'n'an'nu' b'fbva

" Viriboni

Ko‘lhvaiyunmide
Chetulara

28 Raghyvara'
 Upacharamulanu

Raksha bettare

Tanayuni brova
- Upacharamu

Maha Trg,pum
. Ni pa,damule

Some prominent compositions

Dhruva
Chapu

Ata

T Adi

”
-
c
"

n

Riipaka

Ch&pu ~

Rupaka Muttuswamy
Di

_ Rupaka

‘Syama Sastri
Pwhehlmlrlyam

A”'

ey
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5. Kharaharapriya &wefsa

29nd Melakarta raga; 4th raga in the IV (Veda) chakra..
(Veda-bhu).

Arohana @ srgmpdns.

Avarohana :— snd pmegrs

- Besides ‘Sha.dja, and Panchama, the notes faken are :—
Chatussruti Rishabha, Sadharana Gandhara, Suddha Madh-
yams, Chatussruti Dhaivata and Kaisiki Nishada.

A mela raga with a pair of symmetrical tetrachords—
the tetrachords being separated by the interval of a major
tone. Samplirna raga ; sarva svara gamaka varika rakti raga;
ri, ga, dha and mt are the raga chhaya svaras; the
pratyahata 5Eq1ga gamaka lends colour and svartipa to this
raga; fairly dlstubuied can be sung at all times. A mela
umbel of janya ragas. Compositions in
this raga m@nee on the notes sa, ri, pa, and ni. We
owe this raga to Tyagara]a. He is the only comroser to have
: composed many ‘beautiful kritis in it and thereby brought
i to _prominence.  This raga corresponds to the Kaphi
i mg& of Emdustha.m musiec. With the emergence of Khara-
‘V*“'hara.ptiya the svarupa of Bha.naw became clearly defined.

Sriraga, :g.»]anya of thls mela figures as the 22nd mela
in the obsolete nomenclatﬁre for the 72 melas.

Note — There is &n approprihtenesa in the raga name,
Haraprtya (i.e., plea.smg to, or liked by Hara or Siva)— Khara -
Kata.payadl preﬁx. This raga approxnnates to the
gana scale, the pr.mord.lal scale of Imhtm

in w}mh Siva dehehts in. s




Sanchara :—

rgmPmG r—Ndpd ndP

‘S-‘—ndner ﬂ

Ty g

Soir:e promment composzttonss

Chakkani raja  Adi
Nadachi nadachz e

- Rori sevimpa’ .,
Vidamu seyave

‘ 'Pnkkala mlabad; Triputa
Rama ni samtma Rupaka.-v

; ,f;S'ankaZ pame ' ;

Ty&ggra?jq o
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Besides Shadja and Panchama, the notes taken are:
the Chatussruti Rishabha, Antara Gandhara and Chatussruti
Dhaivata. '

Audava raga; varja raga; the notes ma and nt are
varja. Symmetrical raga. Upanga raga; 7, ga and dha are
the raga chhaya svaras; ga and pa are resting notes. Janta

svafa prayogas like, g g p p d d s s and datu svara prayogas

like dgrsdp, drsdp, gdpgrandr pgr s are
prominent. Sarva svara gamaka varika rakti raga; onme of
the major ragas and gives scope for elaborate alapana; can
be sung at all times, but still night time is best suited. One
of the widely distributed, popular ragas. Slokas, padyas and
viruttams can be sung in’this raga. _All types of compo-
gitions are represented in this raga. Used in operas. Useful
for varnana or description. An auspicious raga. Compo-
gitions in this raga commence on the notes sa, ga and dha.
Corresponds to the BhAup of Hindusthani musie.

The oldest raga known to man. - Thig penta-tonic scale
is found in the music of the different nations of the world,
including the musie of the primitive tribes. This is accoun-
ted for by the fact that the notes figuring in this raga are the
earliest notes met within the sa—pa series (eycle of fifths).
There are many folk songs in this raga.

&
Sanchara :

 gpdSs-pdsrGgr-srgpGegrsrgR

stp——-p gp dsrsDp-gpzDpgr—sr

»

e >

L’x-"-«-?-ui‘gR .._.Jd"-.r;_-qc.], Pg——pgpr}g;}Su '



S'ome prmnment composztza

Gita: Varavina ~ Rupaka
. Svarajati: Samidayamera Adi
‘Varna: Ninne kort o ’ 7
i Sarasijakshi  Ata  Vina Kuppa
Kriti: Bavanuta Adi Tyagaraja.
» Nanupalimpa Hagn o
= Mohanarama e e
e Endukobaga  , ' .
-~ »  BRamo ninnu ol i
e EYarure Chapu =

. Maruvaku daya  Adi szu- Da.kshma.murtl
; : ' Sastri.

Pedda derudani:  , - Mysore Sﬁ&amva. Rao.
Nenarunchara 5 ;f’«ét Ka.ngln Bao
Enpallz' T ‘,l Lo

LE S

Sunmdhz L : Gh&pu Ka.vlktn]m
"a'emgam Kshemamkuru ., - Narayana‘fﬂlrt '
' Mohamella :}. Riipak

w‘} Kambhe,

_mxa. mga.; denved fmm
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" Shé.dava—sampﬁrna. raga. Varja raga; ni is ' varja in

the arobana. Ekanya-svara bhashinga raga, the foreign note
bemg the kakali nishada; this note occurs in the phtases =

8 n p d 8 and s npd s Datu svara prayogas like

;«;e.l‘ p m g g, rmgs and d g r sare common. Phrages like
(a)mgs () pdM (c) mgpdsand (d) srgs are
ranjaka prayogas. The notes ma, d/: and 7 (both the varieties)
are raga éhhﬁya svarasj ya, mad, pe and dha are nyasa
svaras ; gd, pa and dha are the notes on which one can rest and
develop an alapana, Sarva svara gamaka varika rakil raga.
Of the rakti yagas, this is widely known and sung. Well
distributed. Can be sunggat all times. One of the major
rag&s and affords scope for elaborate alapana. Slokas, padyas
and viruttams can be sung in this raga.  All great composers
and minor composers of ndte have composed in this raga.
All typeg of musical compositions are represented in this
raga. Useful for®singing sahityas relating to varnana or
- description. An auspicious raga. Useful for being sung at
the commencement of concerts. Used in operas. Composi-

tions b_egin: on the notes : £, ga, ma; pa and dha.

This raga is mentioned in the Saugifa. Ratnakara,
Sangita Makaranda and Sangita camaya sgra. The names,
Kambodi and Kamboji sxe also found in some works,

- 3 i
- d

oy A Tk 3 £
banchm;gi.:
Sy 3

i;m.pd.S—-—a;-.sndP—dej;—p ISP

e G GG mahiyE

> -






e v :
:A,:b i '.‘4’_

*

¥ 'K‘Evn{im‘al‘ vinile Khanda chapu Muttu Tandavar. *

)

s Tiruvadi saraiam Adi Gopilakrishna

: S v : Bharati.
64 Ashtapadz Nibruta Triputa Jayadeva. x
P'arngam : Alokdye Adi Nardyana, Tlrtha..
Fadam :  Yalane yanipai Triputa Kshetrajna.
.f&val__fi:‘ - Emi mayamu Rupaka Pa,tta,bhu&ma.yyﬁ;

8. Khamas THY

Janya raga ; derlved rom the 28th melakarta. Hari-
ka.mbhcn

Arohana:— smgmpdn s

Avarohana:— snd PmMgrs
-Besides Shadja Vzmcyl panchama, this raga takes the
Chatussruti Rishabha, Antara Gandhira. Suddha Madhyama,

Ohatussruti Dhaivata, Kaisiki Nishada and Kakali Nishida.
% o 5 =5

- Nakrs, shidava-sampurna raga , rohana alone vakra;

' eka-svaré‘-va,kra arohana. Varja riga 3 : 72 is eschewed in the
aroﬁ“mm HEkanya-svara bhashanga raga, the only foreign note

2 beuig the kakali nishada which occurs in the combination

s uS D svs,mpmvog&ahke smgmrgsr, p s n .
d np d an& mn d n P lend colour to this raga. sgm,

mgs &nd P d m are visésha sancharis. p dsndis a.
Cvery rare prayoga ﬁgufmg«m some comfvoslblons. The notes -
%‘ are ragh chha.ya svs:ra% :na. is a gooi,,
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- Useful for portraying gringara and bhakti rasas Compos

tions begin on the notes: sa, ma and pa. Theraga «
the well-known tune, panch: chamaram is Khamas. In the
compositions in this raga, there is no sanchara below the
mandra sthiyi nishada. j

C

Originally this was an upinga raga. The two krifis di
Tyagaraja in this raga do not use the kakali ni. This note
appeared as an inter-loper with the composers of javalis and
its use came to be gradually acquiesced in by scholars. Now
it is a full-fledged bhiashanga raga. An alapana of Khamas
can very well be made without " resorting to the kakali
nishada prayoga. The names Kamas and Kamachi are
found in some early works. s -

‘Sanchara :

'mgmn'D——d‘nSa;nndnpdn.S's*ns——dn :
erSsnDudnSs *n—smgmrgsrs*nS——dn 4
S—'nnddppm—gmpS—pssnnddp—pmpd

dpmgM-—mgrgs |

Some prominent compositions.

o [ S b oaa o -
Svarajati: R Adi  Chinnikrishna da.sa..»
_Kriti: Sujana jivana  Riupaka Tyagaraja.

P j' Sitapate Adl ~ =2t s

“» - Sarasuseme .,  SvitiTirunal.
I ai?dram tarum © , - Nilakanta Dasar.
Paramq.d%kutammna % Mysore Sadé.sii’ré;,Ba.o‘“f
Nataromagipnu 4 o o,
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i Eduruga Adi  Pallavi Seshayyar.
g5, Brochevarevarura, - = Vasudevachar. 7
% - Parka parke Riipaka Gopala Krishna
: Bharati. ».
o Teruvil varano, w0 Muttu Tandavar.
= Shadanana Adi Panchapakesa
: 5 Sastriyar.
* Manasika ;
pija Paramatmuni Riupaks Vina Kuppayyar
kartana : :
Javalr : Apudu manasu ,,  Patnam Subrahmanya
: ¥ Iyer. o
= Marulukonnadira Adi Ramnad Srinivasa
- Tyengar.
5 Kommaro vani S —
o Chanaro 3 Ripaka —

Matada baradeno Chapu Naraharichar.

L8]

9. Sankarabharana SET¥RYT

: 99th melakarta raga; tosuit the katapayadi formula
‘ Dhira’ was prefixed fo the name of this mela; 5th raga in

i th& V( Bana ) chakra ( Bana-ma ). .

" One of the melakartas with a large number of janya

L L

_ Arohana i— vsrgmpdh;

= Ayarohana :— sndpmgrs

Besides Shac'ljé. and Panchama, the notes taken are:—
Chatussruti Rishabha, Antara Gandhara, Suddha Madhyama,
Gha.tussrutl Dhaivata and Kikali Nishada.

A raga w1th a pair of perfectly symmetr;fcal tetrachords—
the tetrachords being separated by the interval of a major tone.
‘Batnpuma mga Some scholars give a shidava avarohana to




=

thjs ra.ga by deleting ' the nighida. T\Tlshmda. zarja prayoga,

& o .hke s D p are no doubt common in this rags. but that alona‘;;

ls not sufficient reason for fixing the a,va,lohana as s D ) m"'ﬁi‘
&'s s. The phrase s n d p gecurs in this Taga extenslvely,
a.nd henee tho avarohana is to be deemed samplarna only

~ Barva svara gamaka varika rakti raga. Al the svaras in”
both the arohana and the avarohana are raga’ chhaya
‘svaras; r¢ and dha oceur as dirgha and kamplta. svaras.
One of the major ragas and aﬂords scope for elahorate
a.lapana, Janta svara prayogas Tike s Ssrrggmmpop

!

7a.nd datu svara prayogas like rnsdnpdmpgmrg$§

. are prominent in this raga. s 0 P is-a vigsesha sanchira and

‘océurs rarely. The phrase D, M, R tactfully introduced in
the Iast ettugada svara of the Sankaribharana varna,

““Clmlamela suggests western influence. Well distributed..

o The opmlon of the purva,chaayas ( old scholars ) is that this is

S an evenmg raga s but it can be sung at all tlmes Slokas,

' padya,s and.viruttams can be sung in this TAgA. Smi%e as ﬁhe -

A pan, Bazham panjumm (uam uypw U@aﬁrtp) of. Iamﬂ'

.<‘i«

¥ 2 ~o - =

: muszc. oo e a5 La

1

* «.Alf grea,t \zomposers and minor. compcsers of note h!we
eon;posed in thls raga. Al types of compositions are repre-
sqnted in this raga. Figuroes in vpems The phra,se sn d D

_in the lower octave is generally a,vmded Test it shmﬂ& suggest

the raga NGW?‘OJ , Compositions, m""f:hls ruga"begm on the
‘notes > M’gﬂ,mamdpa - 5;»‘,,. e -

N&r&sa.yy& one of tbe musmal gems th&t ,
Ss L :
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Kriti: Manasu svadina Chapu Tyagaraja.
i Buddht radu 5 o :
i Enduki chalami 5 ¥ .
i Akshaya linga y Muttuswamy
Dikshitar.
i Sarojadala nétre Adi Syama Sastri.
5 Devi muna netrs . -
5 Bagumiragany Rupaka, Vina Kuppayyar.
% Mahima teliya . & Anayys.
x Sré Hari pada »+ Ata Tallapakkam
Chinnayys.
= Nrityati nrityatt Adi Svati Tirunal.
~ Pada: Dari juchu Ohapu Muvvalur Sabhapah
Iyer.
5 Challa nayenu Triputa Kshetrajna,
5 Evvade bhama Misra laghu e
Nalla nalla nilavy Adi  Ghanam Krishnier.
12tli Ashtapadi Pasyati disi dist Triputa Jayadeva.
Tarangam ; Sri Vasudeva Chapu . Narayana Tirtha.

10. Arabhi sgan

Janys raga; derived from the 20th mala.ka.rta, Dhlra

Sankaradbharana. i
Arobana..-—— srmpd 5
: Avarohana :— snd p megrs

. Besides-Shadja and Panchama, this raga - takes the
‘Ohuwmutl Rishabhs, Aptars Gandhara, Suddha M&dhymma.
Ohltusmti Dhaivata a.nd Ka.kah Nishada. :

'Vbs&mputna raga.' varja raga; g¢a and ni »&"_
:u;‘ the amhma. ,wanga rsga H ghana ra.ga- gamakl




- Pancharatna: Sadhinchene %  Tyagaraja.
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varika raga ;'ithe notes, i, ma and dha are the jiva svaras;
7 and pa are nyasa svaras; 7t and dha are kampita. Janta

svara combinations like p p d d s s r r and nishada varja ®

combinations like ssdd ppm pm g r r are very
characteristic in this raga. M , g r s R is a ranjaka prayoga.
One of the celebrated ghana panchaka ragas and is the third

" in the group. A raga which shines more by its madhyama-

kala sancharas. The notes ni and ga are used sparingly in
this raga; they will not oécur: as dirgha svaras; they are»

weak notes and are not stressed. In the phrases, s n D and
M, g r s R, the n? and ga are just touched these two notes
are not nyasas. There arc some compositions wherein the
ni is totally eschewed. Can be sung at all times. The pan
pazh m takka ragam (s sss rrsw) correspondsto Arabhi.
Fairly distributed. Compositions begin on the notes rt, pa
and dha. Ausgpiciousraga. Benedictory verses are sung in
this raga.

Sanchara :

2

tmpDd mpdSs—snD—ddssrsRR—

'MgR——srsnD—ddRr—ddSs—pde—mpds

pmpmgrr— srsnD—ddrrstll

Some pgominent compositions:

Gita: « Rere Sri Rama Triputa e

Varna: Sarasijamukhi Adi  Pallavi Curaisamy '
: Iyer.

SO 97
W‘.(.J;
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Kriti: Ambaninnu Adi  Tyagaraja.
8 Sundari ninu Chapu 5
5 Namoralanu Adi 2
a2 Chalakalla = =
% Chtamu Riupaka, o
S Nadasudharasam i o
4 Sri Sarasvati i Muttuswamy ]
: Dikshitar.
Pahi Parvata ~ Adi  Svati Tirunal. .

11. Kedarm %31

Janya raga; derived from the 29th melakarta, Dhira

Sankarabharana.
Arohana :— Ssmgmphn s
Avarohana :— snpmegrs

Besides Shadja and Panchama, the notes taken are: the

Chatussruti Rishabha, Antara Gandhara, Suddha Madhyams, |

and Kakali Nishada.

.

Vakra audava-shadava raga; arohana alone is vakra;

L=
o

eka-svara vakta arohana. Varja raga; r¢ and dha are varja

& in the arohana. Upanga raga. Ghana ‘raga and belongs

 to the dvitiya ghana panchalka group. Gamaka varika Taga;

~ ma and nt are the rage chhiya svaras. s gm p, p Ssn D

srrGs,and Pnmg are visesta sancharas and give

beauty to the raga. The use of the dhaivata in thisraga is

- mot i :eonioxnuty with the strict lakshana ma can oceur

as e long note nor as a nyasa svara. Oan be sung t
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invocatory songs and verses, and nandi, slokas, padyas, and
viruttams at the commencement of an entertainment, drama,
opera or religious discourse. Compositions in this raga |
begin on the notes; sa ga, pa and ni.

A raga with a limited scope for alapana. This raga
shines more by madhyamsakala prayogas. Can be sung
with good effect in the ragamalika section of a pallavi.

This raga is eminently suited for being sung at the -
commencement of concerts. On account of the presence of
tivra Svaras the requisite musical atmosphere is soon
created. ‘

Sanchara:

'Pann—smgmP,m——gmpné;n—é,x'n('}

,t:!i,é—;;,{-x:d,s.—s.nP,m-gmpnS',nP,m—-pSs.‘
nP m,—-—mggz:rS—srrGS ——snP——l.)r.lsmgm—
'psnP m-mggrrS-—srrGS U

Some prominent composztzons.

Pada Jatz Ento varbhavamu  Adi. Kundrakkudy

varna : ¥ Krishnier.
Kriti: Rama nipai o Tyagarajsa.
i Marache vadana o -
= 'f - Anand.x natara  Misra eka Muttuswamy
Dikshitar.

» ,;‘, Bhwana sayave  Rupaka Anayya. :
i S’(:mayamzde ., Patnam Subrsh-

ity

i Gl : manysa Iyeri.
lve. na yl‘mmam. e, o Pallavi Seshayyar.
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Kriti  Durusuga kripa Rupaka Xarur Dakshinamiirti
Sastri, -
2 Paluke bangara Chapu Bhadrachala Ramadas,
5 Anjadiru nenjame » .  Gopalakrishna Bharati,
5 Ellorum varungal  Adi =

12. Suddha Saveri FeARU

Janya raga; derived from the 29th melakarta Dhira
Sankarabharana

Arohana :— srmpd s

Avarohana :— sd pmrs

Besides Shadja and Panchama, the notes taken by this
raga are : the Chatussruti Rishabha, Suddha Madhyama, and
Chatussruti Dhaivata.

Audava raga; varja raga; the notes ga and ni are
varja. Symmetrical raga. The symmetrical positions of the
notes in the purvanga and uttaringa may be noted. Upanga
raga. Janta svara combinations like, r r mm pp dd,

mmppdd ss,dd ssrrmmanddatuava.ra.prayogas

liked r s d P, m d p m R s add beauty to the raga; 7 and
dha are jiva svaras and nyass svaras. Sarva svara gamaka
varika rakti raga. Fairly distributed. The second jama
(9~12) is appropriate for singing this raga. Pleces ic this
. ™ga commence on the notes: sa ri, and dha. One of the
or ragas and.does not lend itself for an elaborate alapana.
£ iﬂm Durga of Hindusthani musle is this saga. =~ * =

L AT
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This raga is found in Chinese music. The Devakriya
of the Dikshitar sampradiyam is the same as the Suddhs
gaveri raga. Being the panchama murchhana of Mohana,
this pentatonic scale occurs in the music of South-east Asia,
Java and other neighbouring islands.

Sanchara :

srmpDdp—MpdSs—ddssrr—
;n.'t;xl'!;;——Dpd;;Dp—M,pd;Dp——-mdme,’s
—rmpD—;-;a;Dp——-mpd;ddpp——mdpmrmrs

—r mmersl_)P—;-c!t.lrrsqSli

Some prominent compositions.

Gita: Analekara Triputa —
Kriti: Kalaharana Rupaka Tyagaraja.
= Darint telusu Adi =
3 Lakshanamulu s 3
2 Sri Guruguha Riupaka Muttuswamy
> Dikshitar.
S Sri Vatukanatha Misra eka Vs
5 Sri Raghukulabdi Triputa Pallavi Seshayyar.
S Samaja varada Riupaka Ramnad Srinivasa
Iyengar.

Ennattukkudavi  +Adi  Anayya.
© 13. Bilahari feed

J an?# rraga + derived from the 29th melakaria, Dhira
‘Sankarabharana. Bilghuri and Balahari are the older
n&mes off thig raga. .
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Arohana : — srgpds

B Avarohana :— sndpmegr's

Besides Shadja and Panchama this raga takes the
Chatussruti Rishabha, Antara Gandhara, Suddha Madhyama,
Chatussruti Dhaivata, and Kakali Nishada ; and the Kaisiki
Nishada also.

« Audava-sampiirna raga ; varja 1aga ; ma and N7 are varja
in the arohana. FEkanya-svara bhashanga raga; the foreign
note met with in this raga is the kaisiki nishada, which
comes in the phrases pdndP,pdnp and pndp:
7t, dha and nt are the raga chhaya svaras; pa and 7 are
nyasasj ma and ga are not.nyasas ; ma and nf arc not kampita
svaras. Janta svara combinations like ss rr g2g pp and
datu svara combinations like d g rsnd D, D rsnd p and

rgdpare common snPisa visesha sanchara. Gamaka
varika rakti raga. This raga inspires joy, ecourage,
enthusiasm and heroisim and easily cures people suffering from
melancholy. Vira rasa can be depicted by this raga. Used
in operas. Morning raga, Well distributed. Compositions
in this raga commence on the notes : <a , ga and pa.

A closely allied raga is Desakshi. The 1ndlv1dua,hty of
- Desakshi is established by its chara.cteystlc phra.se in the
tara sthayi. e

. The arohana and avarohana of Bﬂa,ha.rl sung in the
i ;_,,vdpma-krama (inverse crder) results in Garudadhvam '

'pf dvn a—s d P grs—J, a.nya of the 29t'h mel&

»

=
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Sanc%&rci :— — #
srgP‘ingr—gpdé‘snnd.S—_pd.s.r'g'Px'n.g;-
£ Uf d i ndP drSendPigdpd
*nd PmgRrgddPmgRS—snndSi

Some nrominent composiitons ;

Jatisvaram: S, r G P Adi e -
. Varna: Intachauka »  Vina Kuppayyar.
Kriti: Na jivadhara -, Tyagarajn.
it Doruguna itu » "
5 Kanugontint : ” »
- »‘\K-orivackchiti R o
. of qtdkanndnanda Riupaka  ,,
s T'olijanmamuna Jhampa
4  Narasimha Chapu ¥
. Mmegmni w e ‘, -
o Sri Balasubrahmanya Muttuswa.my
S Dikshitar.
- Koamakshi & Adi i
. .Parzdanamzchchzte Jh&n'pa Patnam Subrahmanya
i s v Iyers
., Entobrahmi- Ripaka Chinni Krishna
L . nandamis - Dasa.
e 0 par&;nuk}},a A . Adi Vina Kuppayyar.
- Sarasa dala - Ripaka Tiruvottiyur
L B Tysgayyar.
"’Eiihundﬁle Gha.pu Arunachala :

m o havlmyaa'.;‘

>
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Samvada Manninil Chapu Arunachala ;
daru : Kavirayar..
Kriti  Mal maruganai Adi Ramaswamy Sivan.
Tarangam: Puraya mama » - Narayana Tirtha.
Javali : Par: povalera Riupaka Pattabhiramayya.

14, Purvakalyani gaseaion

Janya rags ; derived from the 53rd melakarta, Gama-
nasrama.

Arohana :— srgnipdps

Avarohana :— sndpmgrs

Besides Shadja and Panchama, the notes taken by this
raga are: Suddha Rishabha, Antara Gandhara, Prati Madh
yama, Chatussruti Dhaivata and Kakali Nishada.

Vakra shadava-samplirna raga; &rohana alone vakra ;
eka-gvara vakra arohana. Varja raga; ni is varja in the aro-
hana. Upanga raga ; gamaka varika raga ; ri, ma, dha and ni

are the raga chhaya svaras;'s d p m g r and s d s are ranjaka

prayogas. The phrase p d s occurs rarely. Inthe phrase

g m d m g r s, the dha is slightly flattened. Themes of

an entreating nature can be powerfully depicted in this raga.

Used in operas. Desiya raga. A characteristically kevening

raga. Compositions in this 'i:a.ga. eommence on the notes-
sa and pa. ;

- The raga Gamakakriya whidh figures as the 53rd mela
/in the asampurna mela paddhati is the same as this raga.
_ Purikalyani is another name for this raga.,




B
Sanchara :—
argm?m—gmggrrS—-sx‘nsi'ng——mgr—l~

gmd.r.ngr'S——ng,m—-dps‘nx:é—;n;;.g;'(.;_

dpm—gmpdndpmér—gmpdpmgr——dmgr

~gmdepmgr~pmggrrS—3sndp—-inrg

arng'—pm»_gr——gmpmggrrS!
S

Some prominentt compositions.

Tﬁna\vn'ﬁfd:, Ninnu kori Ata  Sonti Venkata
= = 4 j subbayya.
Kriti: Paripurna Rupaka Tyagaraja.

-, Paraloka : Adi =

»  Minakshi memudam Muttuswamy

£ ? . . Dikshitar.

B Ekamranatham S &

Ninnuvinaga mar: Misra cka Syama Sastri.

‘.. Parama pavana Adi  Ramnad Srinivasa
= i ‘ | Iyengar.
S Marva R > Pallavi Seshayyar.

O Rama ni nama G Bhadrachala Ramdas,

N‘tm-dan'&r' T = { Gopilakrishna,
S in } Satre vilagi  Riuipaka Bharaii.

iWriithlem@yenngrd ; Adf Pattabhi Ramayvya.
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/15 Kalyani ey

65th melakarta raga; (to conform to the katapayadf X
formula, the term ‘ Mecha ’ was prefixed to the name of this |
raga) ; 5th raga in the XI (Rudra) chakra ; Rudra-ma. The |
most popular and well~known prati-madhyama raga. A |
melakarta claiming a large number of janya ragas. In the 4
obsolete nomenclature for the 72 melas, the 65th mela is
named Santa kalyani.

Arohana :— s rgm p‘ dns
« Avarohana :— sndp m grs

Besides Shadja. and Pa.ncha.ncfé,, ‘this ia,ga. takes the
Chatussruti Rishabha, Antara Gandhara, Prati Ma.dhy&ma,
Chatussrutl Dhaivata. and Kaka,h Nishada. :

A

Samptirna raga. Sarva svara: gama,ka. varika raktl ra.ga.. |
In both the arohana and avarohana all the svaras are riga
chhaya svaras. Janta svara prayogas like,r r g gmmd d, '
ggmmddnn, mmddnnt'raa.nd datu svuaff‘.f

|
prayogas hkengrndnrndm, gndmgrare '
prominent. - ThOUgh a pr&tlzmadhyama. raga, ma.dhya.ma :

© varja phrases like g g d d nnrr lend bea.utytd thq raga.
Combmatlous like d nrgm dnrnd mgrn whera ]
=

‘both the shad]a and panchama notes. are deleted add beau
; to the raga. Gamakas. of the Spuritam and Trlpuchcham
- vanety, lend co]our to bhls raga. A ma.;estlc raga- _ One




grama. §.~q_, -
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the ma.]or taga.s a.hd affords scope for elaborate dalapana.
Well dlstnbutad _Can be sung at all times ; but the effect 1s
decidedly beftel: whcn sung in the evening.

>

All great composers and minor composers of note have
composed in this raga. All types of compositions are repre-
gented in this raga. Useful for singing slokas, padyas and
viruttams. Figures in operas.  (Compositions in this raga
begin on the notes, sa, 7%, ga, pa and ni,  This raga is the
ma. mnrchhana. of S&nkalﬁb}‘arana The scale of Kalyam
( Yaman that of Hindusthani musie) is met with in
Hungarian music. This is the earliest prati madhyama raga
known to musieal history and is the ga murchhana of sa

09
o

” .*. k2

Sam:b G

gmgnDPm——ddpmGr—nrgmnggrr

c..:?d rg.rS e

e %

Some prominent COmpPOSEioNS. .

R

Kamala jadala Tripufa.' —

i Vama Vanajakshiro Adi —

e

Vaﬂajaksht Ata Pallavi Gopalayyar.
Nidhi chalf Chapu Tyagaraja.
Etavunara s A Ly

o
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-

£

 Kriti Sjve Pahimam  Adi . Tyagaraja. .
P Nammi vachchina Rupaka g
5 Bhajana sayave o 5
w  Evaamadugudura i
v . Sundart ni divya Adi. "
»  Amma ragvamma Jhampa W
- Kamalambam Adi Muttuswamy Dikshitar.
o Bhajarere \Chipu ot
'.,, T'alli ninnu nera Misra laghu Syém‘a Sastri.
v " Birana vara Riuipaka : A
o 5 1 Himadri sute - ;, : o
" . Ninuvinggati = Adi  Subbsrdya Sastri.
w  Nidu charana 3 Pallla.vi‘(}oﬁéhyyar.
o sza. dasa varada ,, Pdfn@m Subrahmanya
: . : Iyer.
4 Sarasvati Ripaka Tiruvottiyur TYEé@yyar.
B Devi Meenaksh: =, 'Singarichﬁ.rlu‘.*
~ Pada: Pciréngum Adi Ghanam Krishnayyar.
»w - Ettaikkandu - Ripaka Subbaramayyar.
- Taiyale unnai Adi S

N

Javali : Entati ﬁyke »  Paftabhirimagya.

&7
E

A

-
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: i-v 32

No.

15

#e

17
18

. 19

20
a1
22
93

24
- 25
26

27

28

0

A‘r}r‘ S & ;_:sfk e

292 e

Name Melakarta Amhana—Ava:li;-)h:ﬁa

No.
Bauli 15 srgpd's—.snd‘pgrs
Begada 29 sgrgmpdps—sNdng

: [rs
Behag 29 sgmpndn;—-;ndpm(}rs
Bhairavam 17 srgmpdné——;megrs
Bhairavi . 20 srgmp*dn;—_:sr'x'dt)mgrs
Bhiipalam $8 srgpég—édpgrs ’
Bhuishavali 64 srgmpdé—;ndp'mgts
Bilahari 29 srgp d\s.—.; ndpmgrs
’Bindumﬁ.lini 16_ sgrgmpn ;—.snédpgrs
Brindavana- « 22 srmpn's—.snpm rgs

sarangs
s ST

Chandrajyoti 41/srgmpds-—sdp‘mgrs'
Chhayanata 34 srgmpmp;———é,ndnpmrs
lghhiyﬁtarangini 28 srm gmpné—;hd‘pmgfs
Chintf;n:aéi 56 ‘srpmpk‘*"dﬁs.—s:pdpmgrs
Chittaranjani 19ksrgmpdn-‘—ndpmrgr9
Dﬁtbﬁl‘.- 22 srmpdns—-sNdpmrggrﬂt
‘Desakshi 28 srgpds—-sndpmag’rf g
D““MI ,[":’8 ng'npdns—sndl;ixa:rsv

?‘_,;4



= .;v = -

33
34
35
36

37
38
-39
- 40

a

49
“43

Devagindhari

Devakriya :

Devamanohari

Devamrita-
varshini

Dhanyasi »

Dilipakam

Dipaka

Dvijavanti - :

Gamakakriya

Gam&nﬂn‘iya

Gambhiranata

. Ganavaridhi

Garudadhvani
Gaula
Gaulipantu

Gauri

Melakarta

No.

29
22

22

51
28

53

223

Arohana—Avarohana.

srmpd;—-.s;]DngBg
srmpns.; sndnpmgrs
srmpdns:—-s.ndnpmrs
s‘rgm’hdn;—-‘sndpmgrs

sgmpns—sndpmgrs

srgrmpndnpdns—snd
[pmgrs

sgmpdps—sndnpmgrs

srmgmpds—sndpmgr
[gs

srgmpds.;—s.sndpmgm
[Rs

srmpdn;—.;ndpmgmrs
sgmpns‘—;,npn-:gs
smrgmpdné—;dnpmrs
srgxﬁpdn;——-sdpgrs
si:mpné--énpmrgmrs
srmpn;—;ndpmdmgrq
s-rmph;—;ndpmgrs

sg¥rgmpndns—sndpm
: “[grs
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No. ‘Name  Melakarta Arohana—Avaso
> Nonor

« 50 Gopikavasantame 20 smpndn d s=—sndpm g L

51 Gopriya 62 srgmdns——sndmgls
52 Gujjari ; 15 srgmpdhs«sdnpm‘grs
53 Gmﬁakambﬁoji 15 srgpdnds-—sndpmgrs
54 Gundakriya o 15 Smens—snpdpmgrs
55 'H&mirk‘a,lya,ni 65 spmp dns—-sndpgmgrs :

56 Hamsadhvani= 29 srgp ns—snpgrs.

o DT Hamssnidam = 60 sr m pd n"s'—s ndnpmrs
58 Hamsanandi 53 srgmdn s-—‘s. ndmgrs
59 Hindolam 20 smgmdné-——;nvdmgmg

- 60 Hindolavasanta 22 sgmpdnd s-;s' ndmgrgs
g Haiea ;

61 Hindusthankapi 22 srmpn s4—s ndnpmegrs

62 Huseni - : 22 sRGmpndns——sndng
[rs
63 Isa.manoha.ri ~ 98 gy g m p d n s—s n dpmrm
Wl o : B [grsx
>~’".’”’6£4',Jaga.nmoﬁin1 15 sgmpns——-s;npmGrs
\ 155; J'anaran]a.m - 20 srgmpip nksf"f's d p&m rs ,ff

Janjhuti 7’



69

70

71

. .72_5,.

73
74

; 75

& ?6

J Sya.nﬁ.riyani

s ayantasens

Jayantasri

ngh

Jujshuli

'Kaikav’a.si : ’ :

Kalaga.da. :
Ka-la.mdhl

Kalav&h

" 295”

Molmknrt& ‘Aroham'—Av&roh&ﬁ& '

No. .

22

| T Kamaf"mnoha.n o7

'78
: 79

8o

Kambhon
Ka.na.da. -

- &'lannada »

Al?'u-«

81 Klnnalahang Ja.

.‘srgmspmdzll‘is*-_&n,dpr’n

ermpd_?napmgr‘s,
sgmpds—<8ndpmgs
sgmdns.—-l-ndmpmgq

srgmpdndps-—sndpm
[grs

. - »
smgmpdns—sndpmgs

srgmpdnS—sSnpmgrs

srgpdns—sndpgrs

: [grs
- .t“
srmpds—sdpmgars

sgmpns—sndpm g»ski‘
srgmpds—sndpmgrs

Brngns snstmp
[Gmirs

“ sgmpmdns—sname

[Gmrs

srmgmpds—sdpmgrs

srgmpnq—sndpmgs e S

28 srmpdns-—sndpmgra'

srzmpams—sndnpam :
S &rg;.




- ‘Name

R

g 85 _ﬁ’qrﬁétéﬁ: ;k&"pi’ ‘22 5T G m p dn l—*s n'&;gp mg
SN [mrs-
86 Ka.mna.kutuha.lam 29 srmDngp‘s-—- ndpmg"
87"Kada.ragaulal 28 srmpns.——;n*dpmggg
‘885' Keda.ram 29 Bmgmpni.r"‘;npmgrg
o e b 28 s

Kirenivali '21:

Kokﬂﬁah\wm

,28 smp< ndwmﬂpmn

29 snsrgmpd—d,pmt



Melaka.rta. £ Aréhana—-A?a.rohana
No. : :
102 M&laya.ma.ruta.m 16 srgpdn T dpgrs
103 Malhka vasantam 15 sgmpn s—-—;/z dpmgrs
104 Mind 29 sgmpds‘-;ndpmgrs
i ] ¥ »v 5 i
105 Mandari 51 srg'mpns—snpmgr s
10‘6v Ms,nlgu.la:ka'isiki " 15 smegmpm dns—sn d pm
S Jgrs?
107 Manimngu 272»svrmpn£';—-s.;npmGrs
108 Manjati $9 sgrgm pndns—sndp m
S i
109 Manji ‘20“! srgmpdn s—sndp mpg
S : ek : [rs
110 Manplx&r 22 s 'g:'r g m p ds-=sa pmgrs
111 Mirgérhiﬁdola : » 22 srgmpdn s—sndm g,.§ ’
112 Mechabauli 15 srgpds“—énd“pn}*gts
113 Mec_ha,.kingi 53 arempdpnbcedpd g
T ; ‘ fers
,11‘47' Megha.ra.nn 15 Srgmn ;,—-é nmgrs._
115 M‘ohana 98 srgpd o -d pgrs

srmpnds—sndpmgrs
srgrmps«—sndpmgr’r

sgmpndns——sndpmgxy
Y gt v [zi--
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: LN_o.*r . Name ' Me]akaru& - Arohana

No.

119 Nadanimakriya 15 srgmpdn—-nd pmgr sn
. c 5 A g 3 S T

{
\ ot
) - - el

120 Nadatarangnd =~ 92 s pmrgrs—spndpmgrsg

121 = Nagasvaravali 28 sgmpd i ) mgs
122 ANa,linakﬁ.nti 27 sgrm pn .s—'sﬁ p mg* g e
428 Nardyanagaula 28 ;r-m pnd n,;%t; 5 élpm gr
’ ; rs
124 Narayani 98 ér‘mpdé'u—;n&pm’i- oA "
125 Nata a4 36 srgm pdns;-*-;n’pm‘rs
12_5 : N&tskurann < 28 srgm dns.——;ndm‘g B .
19% Navarass kal&mdhl 28 "'1‘- m p é n .s—;d‘p mgrs
V' :(_‘128 Navarasa kgnnuda,28 sg m D s—8 n d m g T l e
""‘2129‘-:>'Na&;'.a.roj : 29 p d nosr g m p-—m grs
130 Nayn.kx £ g9 'srmpdegs—sna&*m

!

N llamba.:y




135"

136
137

18¢' %

139

140

141

144

145
146

No:

Pantavarali

Paraju

: .Prafipg. varali

‘Pravalajoti

. Punnagavarali

Plrnachandrika «

Pﬁfnalaliﬁ
142
143i

‘Piirnagshadjam
Purvalalysni

S Ty :

Pushpalatiki

Bignpanjara.m
i vRama ma.nohan

Ranjania

B@sﬁyali :

£

) . Raviche,ndpikl m g

rd ‘ s ”» ;
% % Name  Melakarta
. ‘ No.

51
15
28
28

8

29

19
29

58

22

28

53

59

4

15

939

Aroha.na;—Avarohan& :

srgmpdn; ;ndpmgrﬁ’v
AsGmpdrxs.—}-Endpmgrs
srmpdpn;-—“;dpmgrs
srmpdns.——;ndnpmgs
Psrgrﬁpdn—ndpmgrsx}
srgmpdps.;—s'npmrgm
defoine T [rs
gsgrmps—sndpmgrs
srgmN;;—.snpmGrs
srgmpdps—-sndpmgrs
srgmpdnds—sndpmd
mgrs
srgmpn;—";npmg”
srmpdnds-—;ndmrs
lrgmpdnds:—;ndpmgtl
srgmd;—?'zfsn}im;gsrs
srm'pdn;—-;dpm‘rl‘ :
srgmdnds.—s.ndmgrl

srgpds—sd‘pgrs

sgrgmnamnns-wsndm,

[gmpmgrl -



153
154

155

156
157
158
159

160
161 :

162

163

64

Name "Méla.kartb"-:
by e No #

*

Rudrapriya * 22 srgmpdn s—-sn pnﬁ'@ T

Sahana . 28 srgmmens sndpm
‘ : ‘ " [GmRgrs
Saindhavi 99 ndnsrgmpdN~dpmgr 7
[sn@ns

R

‘Bilagabhairavi 92 srmpds—sndpmegrs

Samanr 28 srmpd s—s dpmegrs

Saramati 7 20 srgmﬂdns—-.sndnf.f;l,f-

Sii:ang,ae 65 srgmpdns—sn&pmr,g[‘m
1 € e

‘S'S.;'anga.nﬁ.ta, 15 "srmpds—susdpmgrl

Sarasvati ¢ _ Gi;sarmpds-—sndpmrs

Baragvati 28 .srgm d s—s d"npmtgnru
manohari ; Syg i ;

Sa.uré.shtr‘aﬁ; 1»7> sArilg'f g;ﬁ; pdn b——s’: n Dp o gm

2

Siveri v 156 srmpds—sndpmgrs




: Y <Meia1;;t;:& Amhanw—Avuohanﬁ
: - No. . 5 3
;68 "Bin&hu N i ;’) sgmpd n; sn pdpmgan
e 2 ramakriya by ) B
169 Srimani ' g”sr‘gpaé—;ﬁapg”
170 Srirags 22 srmpn;—-énpdnpmrgrs
: 179}: ~Sri17:anja.ni 22 srgmdn s—sndm gLs
172 Srutiranjani 61 srgmpdn—ndpmgszis
i'{s Suddha bangala 22 srmpd EH pmMTIrgrs
Luv,v:‘,ﬁu‘id‘dha desi’ i 20,' srmpdns.n——s.xndpmvgra
1'175_";:“‘311&611& dha.ny&si' 22 sgmpnp T pmg s A
- 176 Buddha’raga 57 ‘argmpn;—;npm'gra
177 Budha tarangini 28 nrgmrmpdnds—sndp
SF s : N [mgrs
7'178 ~S8uddha saveri 29 s~rmpﬂ;—;dpmrs
179 Su&ﬂﬁaz&mmnnm g f‘q,r gmpd 0 pPmEgrs
> 1180 Suposhim; T ? grsmpnd s.-—-;dnp mr 1;1-5
181 -thprs&mam . 1: grmpd b semnd pmgmrs
182 Sw:a.tl ' 28. srmpn ;—grn d pmgpmRs
lﬁssmbhﬁsh&m 22 sgmpdns sudpmrs

'r'smgmpndns-—snpdmg'

3 rs

: lmgmpndns-—sndnpm
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No - Name ~ Melokarta "Afohanaé;;&y ]
SR ”NO‘ : 4
186 Tiv‘mvé.'hi,ni 46 Srgm p da) n 581 &*‘p m- gt
\\ A [r gmrs.
187 Udayara.u- ' 22 sgmpn s;s npmegs -

chandrika c

188 Umabharanam 28 srgmpdn s—s\n; Pmrgm.
¢ ¥ 1% . : !.rs

189‘Vala.ji ki 28 sgﬁdné—;ndpgs@
__190; Vasanta 17 sgmd n;—;ndm’§-¥ =
191 \%a.saﬁta.bhaira.vi 14> ér.g mdné—éndmvpmg‘r’a
; nngrsz.:'

192 . Vasanta varali 24 srmpd n—-{
3 : ‘__n_dpmg‘.rsn

198 Vegavahini =~ 16 gr gmpdnds-s ndp mgrs}'
194 Vijayaqigari B8 g ¥ gmp d s—§ d pmgrs
1956 Vijayasri 41 sgrg‘mpn;i—snpmgrs

_ 19€~S' Vijayav&g;,nta. . o4 g Qr) dns—s B P m 0 g8

" 197 Viravasantam 24 g g.): m p‘s—-s nd pmgrs 3§
198 Ylva.rdha.m o 28 srmp ke d P mgrs. ik

199 Yedwkuls |

'28 ”mpds"ﬂndpmgrs;
-6 ”r”i‘%rm,ndl‘i'—sdp‘w
e -a . o

=55 .‘



i Explam tﬁe fcﬂawmg terms-—-— : ;
K _panchala, ‘eduppu, sva ambﬁu mvam;‘ =
_ patam, katakam, madhyama spii.
(b) Graha, nyasa a.nd amsa. va,dl samvadi, a.nuvadl
*  and vivadi.

2. Write short notes on :—

(1) Trayodasa lakshanas, - (2) Shodasingas, (3)
Katapayadi sankhya, (4) Tala dasa prinss,
~ (5) Group kuitis, (6) Svariksharam, (7) Mani-

« pravala sahity. (8) Trlk&la, sadhakam. r

Melakarfa scheme »—

3 ‘Explain the followmg
1 - (a) Katapayadi sankhya (1) Mela mnemonies

i) Asampurna mela (d) Vivadi mela.
4. Mention the three characteuatlc features of a. mela-
s karta.

B i Explam the sta,tement that in the* seventy-two
e S ‘melakﬁrta. scheme :—=
(a) the plrvinga notes remain constant swithin

~ each chakra.
(b) the uttaranga notas repeat in the same order in
B ~  the six melas of “each chakra.

~ 6. What do you mean by the statement that the note
. ma isthe bisecting line in the melakarta schemse ?
7. Namethe chekragwherein both the notes, chatussruti

= rlsha.bﬁﬁa.nd sidhirana gan&ha.ra. are met with.

8. Name the plirvanga svaras figuring in the II N TX
i and XII Chakras ?
e exa.mples of janya ragas which ﬁgure a8 melas
n the asampurna mela paddhati.
1 ‘purvaa mela. whose uttma.ngs. Svaras are the




13. What are the serial numbers of the _meldﬁmg
suddha 7%, antara ga and prati ma. Tl
14. Mention the serial numbers of the melas signifig,

< by,the following phrases:— %
(a)\Netra -bhu (b) Disi-pa (c) Agni-ma |
(d) 7eda - sri (e) ra gi mi dhi nu
(f) ri gt ma dha na \f

15. Find the serial number of the sha-type mela of the
VI chakra and the go-type mela of the X chakra. |
16. Give the names of the VI and XI chakras and name |
the svaras figuring in their purvanga. 4
17. TFind the serial numbers of the followigg mela- |
- kartas :— i : :
Jhankaradhvani, Nasikabhushani, Manavati and
Dhavalambari. {(The application of the katapa-
yadi formula should be clearly shown).
18. To which chakra does the 58th melakarta belong?
Name its corresponding suddha madhyama karta. |
19. Determine the serial number of the mela which
takes:—
(a) the ptrvanga of Mararanjani and the uttaranga
- of Navanitam. - :
(b) the uttaranga of Nasikabhushani and the
: purvanga of Rupavati. :
90. Name the chakra to which the mela, Jalarnavam
belongs. ' 2
91, Draw a diagram of the Vina finger-board and mark
on it the svarasthinas for the 62nd melakarta. :
99. Mention the serial numbers of the suddha madhyama *
melakartas taking the shatsruti 7 and kakali ns.
93. (Give the serial numbers of all the uttara melas taking
the chatussruti dha and kaisiki ni. oAt L
94, Determine the serial number of the mela Dhatu- -
vardhani. Name the tala, the aksharakala value
of whose avarta is equal to % of this number. :
95. Name the chakras to which tre uttara melas of the
following melas belong :— Senavati, Gayakapriy
- and Vagadhisvari. : ) 5
~ 26. Determine the serial numbers of the purva @ elag,
~ the following :— "Pavani, Namanaray

S




30.
<31

32.

33.

34

35.

36.

8.

235

‘Name the melas from which an audava raga taking
bhesides sa and pa, the notes antara ga, suddha ma
and chatussruti dha ean be deemed to be dervived.

Mention the svaras taken by :— 8

- (@) the 5th mela in the Veda chakra.

(b) the 2nd mela in the Rudra chakra.

Give the names of two melas, the difference of whose
serial numbeps will be equa,l to the serial number
‘of the mela Gavambhodhi.

Name two melas, the product of whose serial numbers
is equal to the serial number of Naganandini.

Name the svaras taken by the mela., whose serial
number is equal to the roct of the serial number”
of Mararanjani

Calculate the serial number of the mela that would
result when the 7¢ of Gamanasrama is raised a
semitone and its ma lowered a semitone.

Give the names of two melas, the difference of whose
gerial numbers is equal to the serial number of
the mela Salagam.

Determine the serial number of the mela that would
result when the ga and ma of Kharaharapriya are
raised a semitone.

Calculate the serial number of the melakarta in the
Aditya chakra taking the notes suddha dhaivata
and kaisiki nishada Name the tala whose
aksharakala - value for an avarta is equal to one-
fourth of this number.

‘What are the possible melas that can be assigned to
the audava riga sgpdns—sndpgs and
taking the notes, antara ga&ndhara, chatussruti
dhaivata and kaisiki nishada.

How do you account for the existence of two
nomenelatures for the 72 melas ?

b .Ra.ﬂa — :

- 38. "

Classify the janya ragas.

£ laamfy the varja ragas.

the vakra ragas. -
ible for a janya raga to take all the seven
both the arohana and a.vm:ohana and



42.

43.

44,

45,

46.

49,

- 80.

(2) An upinga rﬂ‘@,denved from the 98th mela,

- differ from its ]a,naka raga ? Dlmasm
your ansiver with exa.mples B ;
erte short notes on :— : Sin e
(a) Vakra raga . (B) Sa,nklrna vaga (c) Dhai
va.té.j itya raga (d) Chhavalega raga (e) Rakti
a (f) Ditu svara prayoza (g) Eks.nya.
svara, bhashanga raga. ;
Give examples of bhas hanga ragas wherein ;: —
(1) the kakali nishada is tho accidental.
(2) the kaisiki nishada is the accidental.
(3) the chatussruti dhaivata is the accidental.
Point out the accidenfals if any,in the following
ragas and indicate the sancharas wherein they
oceur : o
(@) Bhairavi, (4 ) Kambhoji, (¢) Bilahari.
Explain the origin of bhashanga ragas?
How do you aceount for the unlversa.l ocecurrence
of the Mohana raga ?
Enuneciate the rules observed in ﬂxmu t’ae janaka
melas for bhashanga ragas.

Soms seholars are of the view that ‘ janya ragas might
be allocated to the earliest possible’ melas in the |
secheme of 72’.  Hxamine the soundness of thls_,, |
statement. 3 S g :

~In addition to the Ji ar.aka Janya system, from what

- other points of view have raga,s in genera.l been
classified 2 =

Give axamples for the followmg kmds of 1 ragas : ,

(1):An audava-samplirna raga. derlved from the
" 29th mela.

(3) A raga wherein Icuruva, rasa is the dnmmant
- feeling. -
4) A raga ehath ha.s 1o sa,noha.ra below the




53.
54
55.

- 56.

58
- 59.

- 60.

- 61.
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- In the ragas, Bhairavi and Bilahari, give four phrases

of your own, containing the accidentals.

. Write six musical phrases of your own in .each of

the following ragas :—

(a) Chakravakam, (b) Mohana, (¢) Khamas,

(d) Sankarabharana, (¢) Kedaram (Jf) Purva
kalyani.

Give short sancharas in each of the following ragas

:and mention a few prominent compositions under
.each :
(a) Kambhoji, (b) Suddha siveri, (¢) Kalyanj."
Give the janaka ragas for the following janya
ragas : 3
(a) Mohana, (b) Arabhi, (c) Bilahari.
Write the arohana and avarohana of a sampurna-
' audava raga, wherein the 4th and 7th notes are
deleted.
‘What will be the resulting raga when the ga and =i
of Todi are raised a semitone.

What will be the resulting raga when the 7i, ma

and dha of Mayamalavagaula are raised a
semitone.

What ragas are useful for being sung at the com-
mencement of concerts and why ?

Name two janya ragas belonging to the same mela
and the arohana and avarohana of one of which
happens to be the avarohana and arohana of the
other.

- Write the arohans and avarohana of an audava-

shadava raga and wherein the ga is delefed in the
arohana and the ni is deleted in both the arohana
and avarohana ? 3

Name tworagas wherein the gandhara happens tfo

be a resting note and around which you can
weave an alapana.

(a) In the ragas Bhairavi and Kambhoji, name the
. notes on which you can rest and develop an

alipana. Give a few illustrative sancharas
 under each. TE e
) On which svaras do compositions in Bhairavi
g v‘nd' Sankarabharana ¢ommence 2 :

3 B ®iala
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68. Point aut the visesha sancharas in the followi
ragas-and cite the relevant portions of composi-
tions wherein they oecur:

e (a) Sankarabharana, (b) Purvakalyani,
(¢) Chakravakam, (d) Kedaram.

© B4, Give two raiti prayogas for each of the fo]\lowing
ragas :—

(a) Bilahari, () Bhairavi, (¢) Kedaram.
65. Give an example each for the following :—
(a) a raga whe -ein ga is both a jiva svara and a
' ny#sa svara.
. (b) a raga wherein ga i3 not a nyasa svara.
66. In bhashanga ragas, is it possible for anya svaras to
- be nyasa svaras as well ? Explain.

67. Explain the terms :—
(a) Khanda gati, (b) Druta laya, (¢) Atita graha,
(d) Nissabda kriya.
68. Explain how each of the seven principal talas
admits of 25 varieties.
69. Are talas other than the 35 suladi talas used in
: Karnatic music ? If so, name them.
70. Mention five talas used in Karnatic music, wherein
the avartas consist of seven aksharakalas each,
‘71. Distinguish between :
(a) Desidi and Madhyadi talas.
: (b) Tisra Chapu and Misra Chapu talas.
72. Name a tala whose aksharakala-value for an avarta
is equal to the serial number of Khara.ha.rapriy&

Musical form :

73. Give some examples of :
(1) Instrumental forms.
(2) Musical forms Whlch conr,a.m jatis in their .
dhatu. :
74- Explain the significance of the eah% of an. ordl.)ary 1
lakshana gita and a raginga riga lakshana gi
5. (@) What are the constituent’angas of & tana varna ? i
: ~(b) Estlmata the value of the varna composi

ipared W}ﬂ! O&Q:mwml iorm? #H




939

. If in a tana varna, the order of the ettugada svaras

' ig changed and given to you, can you re-arrange

them in the order intended by the composer?
If you can, how will you proceed ?
77. Point out the utility in practising tana varnas, »
78. What do you mean by technizal beauty in a musieal
*  composition ?  Illustrate your answer with
examples.

79 Give the lakshans of & kriti compcsition and point
out how ecomposers have atiempted to beautify

-  this type. Illustrate your answer with examples.

80. Point out the extent to which a performer can display

; his creative talents in kritis and varnas. A

81, (o) What is a rigamalika ? Write its lakshana. >

(b) Enunciate the principle, if any, underlying the
order of succession of ragas in ragamalikas.

(¢) Mention the names of some wellknown raga-
malikas. Write short notes on them and also
give the names of their composers.

(d) What is the 1 inimum number of ragas that

" ghould be present in a ragamalika.

82, An unfamiliar ragamalika composition, conforming
in full to the lakshana of the form, is given to
you, but with the order of the charanas changed.
Can you re-arrange the charanas in the order
intended by the composer ? If so, outltne the
procedure that you will adopt.

83. (a) Write short notes on the matu of a pada, javali,

‘pada varna and daru.

() In what eompositions do you get the jatis or the
tala-solfa (rhythmie) syllables ?

' 84, Mention the names of composers, who :—

(1) signed their compositions with their own
name;
(2) signed their compositions with names other
than their own ;
. (3) did =ot introduce any mudra at all.

85. Comment upon the nature of the sahitya in the

aes following types of compositions : —

(a) Pada varna, (b) Pada, () Ragawalika,

(d) Javali, (e) Ti]lm?a. : S



240

86. Mention a composmon havmg two pa.llmns ,
87. 1.In what types of compositions is the a.nup
a ’dlspensablé"a.nga..
88. Mention the names of four promment composers
5 of (e) kriti, (b) varna, (9) ragamalika and (d) pada.
89. Explain the fo]lowmg — B
(«) Chitta svara, (b) Ettugada pallavi, (c) Solkattu
svara, (d) Sva.ra,ksha.ra (e) Sa.nga,tl (f) Upanga
kha.nda.

90, o Name the forms wherein the sahityas rela.te to
nayaka-nayaki theme.  Write brief notes on
them.

01. Name a form wherein the signature of the composer'

e may oceur in the pallavi or anupallavi. .

92. Write the lakshana of the forms : Padam, Tillana and
Javali. Mention the names of promlnent com-
posers of these three forms and point out the
signatures adopted by thom.

93. Write short notes on :—

(a) Navaratnamalika, (b) Tillana daru.
() Kalahastisa Pancharatnam / (d) Navavarana
kirtana, (e) Svarasthana padum.

94. - Are there lnsta.nces of tunes having specific na.mes? ,
If so, name them. Give two of those tunes in
rotation, :

95. From the compositions familiar to you, give an

™  example each for the 'following =
(a) Where the commencing notes of the pallavi
and theanupallavi are an octave apart. :
- (b) Where the above notes bear the samvadi «
rela.tmnshlp.
96. Suppose you are given thc bare sahitya of a musical
: composltlon, how will you proceed to determine
el % whether it is that of a sva.ra.;;atl varna, kriti or -
7{:‘3’* s pa'da‘m

1

ke Folk mus:c. i

97 What are the chara.ctenstlcs of folk-songs and how =
_would you cla-sslfy them ? i
Mention the t&'las ﬁgurmg in folk sons& 5

PR




i _ 241
99. Werite a short essay on the musical aspect of folk
; s0ongs. 1
100. Suppose a gramophone record of a sopg is played to |
you, how will you deteymine whether it is a
specimen of art music or folk music ?

Musical Instruments:

101. Name the three main heads under which musical

instruments are generally classified. :
102. Briefly classify the stringed instruments: y
103. Briefly classify the v.ind instruments ,

104. Briefly classify the percussion instruments.

105: Classify the bowed and plectral varieties of
instruments.

106. Classify the fretted instruments.

107. Name the instruments used in Concert musie,
Temple musiec and Martial musie.

108. Write short notes on :—

(a) Chinna melam. (c¢) Naubat.
(b) Periya melam. (d) Sarva raga mela vina.

109. Give examples for the following :— >

(a) A wind instrument without finger-holes.

(b)- A pereussion instrument capable of being tuned.

(c) A stringed instrument with two bridges,

(d) A stringed instrument provided with guts: and
metallic strings.

(e) A stringed instrument with metallic strings

alone.

(f) A pleetral instrument wherein the " playing
i fingers are not in contact with the strings.
~ 110. Nametwo pleetral instruments used'in South Indian
, - concerts.

111, Mention the instruments figuring as accompaniments
P = in concerts of Karnatic musie.
\ 132, Tsthe compass of the Vina or the Violin zltered by
B L5 tuning it in madhyama sruti ? i
A * 118, Distinguish between monophonous and polyphonous
i 4:  ipstruments. Give two dxamples under each,

‘ < __.,//V
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114, Give two examples for each of the following :—
: (@) A stringed instrument with a plain finger
 board. : ‘ i
(). A frotted instrument of the bowed gro%p.
(¢) An instrument with a compass of more. than
three octaves. ' '
115. Name the instruments on which one can play simul-
taneously in two octaves.
116. Mention the names of two sruti vadyas.
117. Name the wind instruments used in concerts of
Karnatic musie. :
»18. Point out the utility of the sound post and the,
. mute in the Violir
119. How do you aceount for the fact, that when the
sirani siring of a correctly tuned tambura is
plucked, the other sarani string vibrates of its
own accord ? - :

General.

120. Explain the different branches of Manodharma
sangita ? iz
121. Diseuss if Karnatic music has profited by coming
into contact with other systems of musie.
122. Give examples of South Indian ragas figuring in
other systems of musie.
123. Mention the important factors that contribute to
the excellence of a concert.
124, What is the compass of a well cultivated human
voice ? Name a concert instrument whose com-
- pass is nearly the same as that of a well cultivated
hnman voice. . ;
125, TIf in his usual piteh, the highest note that a singer
TEREe can reach is the tara sthiyi madhyama, ~what g
the highest note that he can reach in the madh-
. yams sruti? : o ;
~126. Point out t he requisites of an ,deal éoncert hall. |
127.  Write a short essay on the utility of the gramonhone. |
* 128. A person A, driving a motor car along a road, Lears
_ *  the note of the horn of another motor car driven -
srateby. Bm ,t_h_e_ ‘opposite direction, and finds the
%o of his mitor-hern and that of B's are |
T LNy y i
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as Shadja and Chatussruti Rishabha respectively.
After some distance, <1 hears the hote of the horn
. of another motor-car driven by ' in the opposite
direction and finds that the note of his motore
horn and that of C°s ary related as Shadja and
Antara Gandhara respectively,, If B hears the
note of the horn of (’s motor-car, how will the
note strike him ? Hxplain.
129. In a music school there were three classes in
i Instrumental Music, teaching Violin, Vina
and Sitar.” To a -visitor, who visited the three
classes in succession, the srutis of the three clatses
impressed him «s Shadja, Chatussruti Rishabha
and Sadharana Gandhara respectively. If he had
visited the classes in the iollowing order, iz,
Vina, Sitar and Violin, how will the Sruti notes
of the three classes have impressed him ? Hxplain.
'130. A Vina specially made, has five strings passing over
¢ the finger-board. The four strings are tuned as
in the ordinary vina and the fifth string is tuned
to the Shadja immediately below the note given
by the fourth string. What will be the compass
of the instrument ? Explain with a diagram.

PASSAGE,S FOR SIGHT . SINGING.
1. Bhairavi — Rupaka.
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