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PREFACE

This is the concluding volume in the series of
books dealing with the Theory of Sotith Indian Musie.
Portions of Chapters III, VI and XI were contributed
originally as Papers to the All-India Oriental Conference
and All-India Music Conference. They have since
been amplified in the light of the Author’s further
researches. To complete the topic of Manodharma
Sangita, the article on “Pallavi” which was contri-
buted to the Madras University Journal has been
reproduced in Chapter II with further additions and
examples. For the first time in the history of South
Indian Music, such topics as Contemporary Music,
Comparative Music, Kachcheri Dharma and Musical
Prosody are given a systematic treatment. In addition
to the Pallavis given in Chapter II, ten more
standard Pallavis are given in notation in the

Appendix.

My thanks are due to the Rev. H. A. Popley for
his kindness in correcting the proofs.

THE AUTHOR.
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\_ CHAPTER I
MANODHARMA SANGITA

Concert music

-~

Kalpita sangita Manodharma sangita
(compositions previously (extemporised music)
composed, memorised -

and performed.)

The distinctive feature of Indian music is Mano-
dharma sangita. Itis an important part of Sabha ginam
(concert music). Almost a third part of the concert time
is taken up with the performance of this type of music.
Singing or performing Manodharma sangita indicates the
highest degree of musical culture. Manodharma sangita
is art music in its. purest form. The ideal of absolute
music is reached in this branch of the art.

Manodharma sangita 1is improvised music. | It is
music created on the spot and sung or performed. Itis
not a piece of music already composed by some one else or

_even composed by the performer himself and memorised
and reproduced, It is music created and sung by him on
the spur of the moment and flows out of him spontane-
ously. This musicis the off-hand creation of his own
fertile imagination. Bearing in mind the detailed lak-
shana of the raga, its jiva svaras and nyisa svaras, and its
raga ranjaka combinationsand visesha prayogas, the musi-
cian elaborates the raga in such a manner as to bring out its
several points of excellence. The welling musical thoughts
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generated within him struggle to find expression through
his voice or the instrument. And even as only a siall
portion of the ice-berg is visible above the water surface,
s0 also the amount of creative music that comes out of the
musician is but a small fraction of the music that he can
possibly create and perform. It is during the performance
of Manodharma sangita that gifted musicians are able to
make the audience forget this mundane existence and
elevate them to a higher plane. Performers of classical
~musia take a'delight in displaying their powers of creative
skill in this sphere of the art. Tbey, feel all their labours
amply rewarded if they find somebody . in the audience
genuinely appreciating their flights in the sphere of creative
music. It is only Manodharma sangita that has kept alive
Andian music all these centuries. ; Y

. Improvisation or extemporization has been in existence
in Europs for some centuries, but now has dwindled
into insignificance.  India stands at present as the one
coantry in the world, with extemporization as a regular
feature of its musical system. Countries like Persin and
Arabia, which possess some kind of extempore music are
indebted to India for this branch of their art.

_ Manodharma sangita in India dates back to the time
when the concept of raga had its birth, Considerable‘pro-
gress was made in this branch of the art during the ancient
and medieval periods. Musicians of the modern period
found that it was possible to specialise only in certain
aspects of Manodharma sangita. Titles, suggestive of the
branches of creative music they specialised in, were be-
stowed on eminent musicians: Posterity remembers with
pride such names as Todi Sitaramayya (who sang the Todi
raga for eight days and broke all previous records and who,



once being “in w'mt, ‘was o iged to pledge his favouhfe
‘Todi and raise a loan from a jealous musician), Athana
Appayya, Sankarabharana Narasayya, Nariyanagamla
Kuppayyar, Begada Subrahmanya Iyer (another name
for Patnam Subrahmanya Iyer) and Todi Sundara Rao,
who were all specialists in the alipanas of the vespective
ragas and who made them the subject of their exclusive
and intensive study.  Ghanam Sinayya and Ghanam
Krishnayyar were adepts in. singing ghanam; and
~ Pallavi Gopalayyar and Pallavi Seshayyar were adepts in
Singing p'l“‘LVI Tyagaraja himself swas a distinguished
Pallavi smger but his greatness as a composer has eclipsed |
his greatness in other spheres of the art. g

When a musician composes a new piece, he is also
ccreating music. -But here, he has at his disposal unlimited
time to complete the piece; and even after completing it, he
can correct it, embellish it and have it further recast or re-
modelled and then release it to the world when he feels
that the piece has reached perfection. He may also release
it as an amonymous composition and if he fmds that the
reception is good, he may reveal the authorship. The com-
poser has thus ample time to exercise his thought, judg-
ment, attention, skill, discretion and imagination in per-
fecting the piece and can release it at his leisure. There is
~no0 risk involved in such cases. But in the realm of Mano-
dhafma sangita, the performer has to speak the language
of music extempore. The one ideal ever present in the
mind of the performer, while attempting this branch of
music, is the presentation of the melodic beauties of the
raga in all its rich colours. He keeps in mind the detailed
lakshana of the raga as also its characteristic progressions
and devglops these.
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The delineation of a raga has two aspects :—positive
and negative. The presentation must be such that the
melodic entity of the raga as well as its individuality are
clear right through. During the portrayal of the raga
there should not be even the remotest suggestion of
another raga; i.., combinations which even in a very
remote manner directly or indirectly suggest amnother
raga should be avoided. The former is the positive and the
latter the negative aspect of the.exposition of a raga. Ruga

suddha ov the purity of the raga must be maintained
throughout,

Extemporization in South Indian Music admits cf five
divisions :—
1. Raga dlapana.
2. Madhyamakala (tana, ghanam),
3: Pallavi.
4. Svaram.
5. Niraval.

Of these, Raga dlapana is unmeasured music and is
without strict rhythm. Madhyamakala has some percep-
tible rhylhl:). Pallavi is measured music and is in a
definite tala. Kalpana Svaras sung to the pallavi or toany
section of.a kriti is also measured music since it is in the
tala of the theme to which it is sung. Niraval or sahitya.
prasidra, either of the pallayi or of an appropriate s2ction of
a kriti, is-also measured music for the same reason.

Raga 3lapana has been in existence in some crude
form from very early times. But its systematic develop-
“ment dates from the time of Matanga, who is the father of
- the modern raga paddhati. Madhyamakaila, an aspect of
- raga alapana, came later. The art of singing Pallayi and.
Svaram, though hinted at in the Sangita Ra.tné.karag attained.
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its full development in South Indian Music only two
centuries ago. ;

(. I. Raga alapana paddhati or the pro&{edure
for the development of a raga

“The terms Alipana, alipa and dlapti are all synony-
mous and mean the exposition of a raga.

The following procedure isadopted whenever a detailed
and extensive alapana of a raga is planned, as for instance
as a preﬁc’le to a pallaviin the middle of a concert. - Usually
rakti ragas admit of such elaborate treatment, as they lend
themselves to dlipana in slow tempo and quick tempo.
In ghana ragas, the madhyamakila @lapanas shine by
contrast, On account of. their limited scope, it is nof
possible to develop eleborate alipanas of desya ragas.
Ragas like Todi, Bhairavi; Kimbhoji, Sankarabharana and
Kalyani, which admit of elaborate treatment, are referred to
as major ragas and the rest as minor ragaé\ Tt is also usual
for a musician to sing, asa prelude to kritis and other
melodic compositions, a short alapana of the raga of the
piece. Raga alipana is also referred to as raga vistara.

In the alipana of a raga, only the syllables ta da ri
nam tom should be used. This is the correct sampradaya.
These are euphonious syllables, pleasant to hear and also
possess a mystical meaning.  Unmusical phrases like
ra ra ra, la la la and ya ya ya should be avoided. :

The dldpana of a raga consists of three main stages :—

1. Akshiptika or the Introduction.

9. Raga vardhani or the body of the alapana.

3. Sthayi and Makarini constituting the conclu
sion, Makarini is called Vartant by some. :
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Akshiptika is the introductory part of the alipana.
Ayittam s anothér name for Akshiptika. In this
introductory part, the alipana is commenced on the madhya
sthayi shadja and followed np with appropriate sanchiras
in the mandra and madhya sthayis with occasional flights
in_the tira sthayi. <A return is finally made to the
madhya sthayi shadja. Sometimes the ragas are also com-
menced on tara shadja or other notes, wherever tradition
tavours the departure, Some methods of commencing &
raga have become classical on account of their being asso-
ciated with eminent musicians in the past. 3 kshiptika is a
condensed or sangraha alapana and the idea is to malke
clear the identity of the raga to the listeners. It is a
miniature alapana giving its chavacteristic features in
broad outline and is, in a sense, an epitome of the raga.

In concerts where printed programmes‘are not given
to the audience beforehand, the listeners have a spizy time
in identifying the ragassung by musicians. Especially
when rare ragasare sung, the intellectual pleasure that
one derives in identifying those ragas is great and can be
compared only to the pleasure that one derives when solv-
ing riders or other problems involving the use of
intelligence,

The second part of the dlipana known as Raga
vardhani is the substantial part of the @lapana. Raga
vardhani has four -stages and for each of these stages
there is the commencement or eduppu (er®Liy) and the
conclusion ormuktayi. This muktiyi is called widars.
«Thus Vidari I, Vidar: IT, Vidar: IIT and Vidari IV mark
the crowning conclusions of the four stages of Ruga
vardhani. Karanam is another name for Raga vardhani.

Raga Vardhani : Stage I. Here the aldpana is ecom-
- menced on the madhya sthayi shadja and continued in the
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mandra sthayi for the most part, now and then touching
the middle octave notes. Svaras are sounded with ap-
propriate gamakas. Phrases which reveal the melodic
entity of the raga and which throw light on the visesha
sanchiras and the rakti prayogas of the raga should
be introduced. Bahutva svaras should not be sparingly
used, nor should alpatva svaras be profusely used. This
part of the alapana, though mostly in the vilamba kiala
(slow tempo), is occasionally intetspersed with madyama
kala and drata kala sancharas. Phrases which tend to
disfigure the raga should be carefully avoided. A few
madhyama kala sanchiras going up to the tara shadja are
sung at last and the prathama raga vardhani is rounded
off finally by making a dashing descent to the- madhya
~ sthayi shadja.

Raga Vardhani: Stage II. This begins as before
but the sanchara is now confined principally to the
madhya sthayi with occasional flights in the other sthayis.
One can go up to tara sthayi madhyama and even panchama
and then descend in a dashing manner and finish on the
madhya sthayi shadja. Sanchiras containing new phrases
and prayogas, suggestive of the variegated colours of the
raga and vichitra kalpanas revealing the latent beauties of
the raga should figurec here. Whereas the routine and
standard sancharas can figure in Stage I, in the dvitiye
raga vardhani, the phrases must be such, that they reveal
the individuality, creative talents and imaginative skill of
_the performer. %

Raga Vardhani : Stage ITI. Alapanato becontinned
on the same plan as in Stage II, but the sanchiiras to be
confined mostly to the tara sthayi. - ‘

4 e
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" The three stages of Raga vardhani are thus localised

regions in the three sthayis forthe development of the
raga—the effective range being well deﬁged‘in each ease.

Raga Vardhani: Stage IV, ZMifitchhana prastara or
sancharas in quick tempo is the do inating feature of this
part of the alapana.

Sometimes these four stages are blended into two and
the Raga vardhani in such cases is finished in two stages.

Now we come to the last part of the alapana. the .
conclusion. /

Sthayi

If in the course of sanchira, one starts on a note a,nq
finishes on the same note; that note is called a sthayi
svara.

Sthayi is of two kinds:—
Arohana sthayi and avarohana sthayi.

In the arohana sthdyi, the sthayisvaras are in the
arohana krama, but the sanchiras themselves, beginning
. with each sthayi svara, progress downwards. In other
~ words, the - highest note touched in each sthayi sanchara
is the sthiyi svara itself.

(In this connection, the reader will do well to observe
that the commencing notes of the charanas of Syama
Sastri’s famous Bhairavi svarajati * Kamakshi’ are in
the @rohana krama,)

In the avarohana Sthd:)l, the converse is the case. .
The sthayi svaras are in the avarohana krama, buf the
sanchards themselves progress upwards, the lowest note
touched in the sanchiras in each case being its own sthayl
svara.

=
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The sthayi sanchara is thus another sanchara paddhati
in the raga alipana and it is done in the madhyamakala
(medium tempo). The procedure for the @rohana sthays
sanchara is as follows :—

Start on the madhya sthayi shadja and without
touching any of the notes above it, make sanchiras in the
mandra sthayi, going down till mandra shadja and then
-come back-to madhya shadja. Stop on this note for some
time and again make sanchiras in the mandra sthayi,
reaching the mandra shadja and come back to madhya
shadja and conclude, This is madhya shadja sthayi alapa.

Now take the middle octave rishabha asthe sthayi
svara and without touching any of the notes above it,
make sanchiras going down to mandra sthayi rishabha
twice as beforée and conclude on the madhya sthayi
rishabha; and so on for ga, ma, pa, dha, ni and sa. The
effective range of the sanchara in each of these cases is
thus an octave, stos; rtor; gto g; mto m ete. In
each case, the sthayi svara is the highest note and since
these sthayi svaras are in the ascending ovder of piteh,
this sanchira is called as the arohana sthayu.

Avarohana sthayr, Now take the tirva sthayi shadja
as the sthayi svara and without touching any of the netes
below it, make sancharas in the tara sthayi twice as before,
going up to ati tara shadja and then finish on the tara
shadja, Likewise for ni, dha, pa, ma, ga. ri and sa. The
effective range of the sanchara here also is one octave in
each case: sto s; nton; dtod; ptop ete,

Thus with the middle octave notes as the basic
_8varas, a-series of attractive and beautiful sancharas are
-developed, firstly in the downward progression and later in
the upward progression. It is onh people endowed with &
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good voice, having an effective range of three octaves, who:
can do justice to this part of the raga dlapana.

Brilliant musicians, who have set up records in the
past for raga alapana, followed this traditional procedure,
Todi Sitaramayya sang the Todi raga for 8 days; Tyagaraja
sang Devagandhari for 6 days while in Madras as the
guest of Kovur Sundavesa Mudaliar; Pallavi Seshayyar
sang Saveri raga for 8 hours and the Gaulipantu raga for
3 hours, all of which are records.

Finally, raga ranjaka combinations extending over
the whole range of the three sthayis are sung in quick

tempo and the alapana concluded on the madhya sthiyi
shadja.

“All these rules of procedure and a mere knowledge of
the facts relating to raga lakshana will not helpa person
to give a good zlipana, unless he possesses creative skill
and imagination and is gifted with the raga sense and also
possesses the talent for the proper grasp and presentation
of the raga bhava.

All this zlapana is essentially in chowka kala though
interspersed here and there with madhyamakala sancharas.

II. Madhyamakala or tana
The next important branch of raga alapana is tana or
madhyamakala.. This is the most lively and bewitching
part of the raga exposition and comves as a welcome relief
after the long drawn-out chowka kala dlapana. This is
really alapana in the madhyamakila or medium speed.
There is perceptible rhythm here. The rhythmical flow of

music is very fascinating. Tanam is madhyamakala ginam.
Whenever a nydsam is 1i§4d8, some slow speed sancharas.
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around the nyasa svara are permissible. The phrases
tanamta, tananna, tanamna should be used in this style
of raga exposition, The music is in a sense measured,
though not into specific avartas. A uniform tempo is
maintained and variety is introduced by the change of
figure (s».) now and then. Expert vainikas play trikale
tanas, Makarint and Vartani arve other names for this
style of music, ;

Tanam in druta kila is called ghanam. Music in
quick tempo is the dominant feature of this ezposition and
while singing nyasa, madhyama kala and vilamba kila
sanchdras can come in. i

From the point of view of the varieties of figure or
svara group pattern that can be presented in this style of
exposition, eight varieties of tana have been recognised. Six
of these varieties have been given the names of animals
and birds which have characteristic gaits, interesting from
the point of view of rhythm. The other two namesare self-
explapatory. The eight varieties of tana are :—Manava
tana, Asva tana, Gaja tana, Markate tana, Mayira
tana, Kukkuta tana, Mandika tana and Chakra tana.
Sattanur Panju Iyer, an eminent singer of the last century,
was an adept in singing these different types of tanas.

Of late it has become the habit of one or two musi-
cians to follow up the tana of the principal -raga -
with short tanas in ghana ragas: Nata, Gaula, Arabhi, Sri
and Varali. This departure is open to the objection that
the beautiiul impression created by the main alapana gets
obliterated. “When the Pallavi in the main raga is taken
up after the tana in the ghana ragas, it ceases to have that
appeal, which otherwise it is bound to have.
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The following tahle will give an idea of the relative
‘proportion and duration of the several stages of an ideal
raga alapana:—

TABLE I
Sections of the dlapana, - Duration 1 honr,
Akshiptika : 5 min.
Raga Vardhani - )
Stage T 10 min. ( :
Stage IT 10 ,, Yap nip, (45 min.
Stage 11T TR
Stage IV 0
Sthayi ‘ 8 min.
Madhyamakila or Tana ‘ 15 min.

For every raga there are certain svaras around which

one can weave an dlipana; s p g s are such svaras for
Sankarabharana. Again in a raga only some svaras are
useful as nydsas. For example in Kedaragaula, whereas p
and r are good nyasa svaras, d is nob a nyasa svara. A
jiva svara need not necessarily be a nydsa svara in a raga.
Particularly in those bhashanga ragas where the anya
svaras happen to be also jiva svaras, it will be noticed that
they are notinydsa svaras, These truths have to be borne
.in mind if one is to make a good raga alipana.

The alapana of a raga can be compared to an essay.
Just as an essay has an introduction, body and conclusion,
the raga alapana also has the same divisions. The stages
of Raga vardhani correspond to the several paragraphs
oceurring in the body of the essay,
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CHAPTER [l
III. PALLAVI

Now we come to the Pallavi, the most important
branch of creative music, The performer’s creative talents,
his mastery of rhythm and grasp of technical details are
all put to the utmost test here. It is in this branch of
manodharma sangita that the musician has ample oppor-
tunities of displaying his creative talents, imaginative skill,
artistic sense and musical intelligence, There have been
instances of musicians who, not possessing the gifts for
making good raga alapanas have shone as eminent singers
of pallavis, Similarly there have been instances of musi-
cians who had a genius for raga dlipana but gvho were
very poor at pallavi. The pallavi proper, including the:
sangatis, belongs to the sphere of kalpita sangita,
since the whole thing is well thought out beforehand, and
composed either by the performer himself or by some
other musician. But the manipulation of the pallavi,
which is the most important part of it belongs to the
sphere of manodharma sangita. The presence of musical
and htelal)beiutxea in some pallavis adds a charm to the
theme.

It isin the realm of pallavi that great musicians fought
historic* contests and won laurels. To listen to a good
pallavi exposition is a rare privilege and a treat to the ear.

* A pallavi contest is conducted in the following manner :—
Supposing 4 and B are the contending Vidwans, A senior
musician is chosen as the umpire. It is either mutually agreed upon
as to who should beginor this is decided by tossinga coin or by

casting lots.
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Though the art of Pallavi-singing is hinted at ‘in a
vague manner in the Sangite Ratnakara of Sirngadeva
(early-13th Cent.), yet it did not attain its full develop-
ment until the eighteenth century. This art is unques-
tionably the highest product of the South Indian musical
genius. The Pallavi is the largest item in a South Indian
concert and contributes greatly to its intellectual value.
Raga alapana is unmeasured music, while pallavi is mea-
sured music. The pallavi constitutes the necessary counter-
part of the long drawn-out alapant of a major raga. The
detailed alapana and the pallavi rightly occupy the central
place in the South Indian concert scheme. Pallavi isin a
sense raga 2lipana in measured form woven round a stock
theme, Eminent musicians and composers in the past
have distingnished themselves as great pallavi performers.
Many pﬁ“(lVI contests have taken p}.ue in the samasthanas
of Rajas and Zamindars. Posterity remembers with pride
and zeal the historic events that brought forth some of the
excellent pallavis that we possess now.

The term ‘pallavi’ is formed from the.initial syllables
of the three words :—Padam = words; Layam=time and

If 4 has to begin, he sings a raga of his choice in an elaborate
manner. When 4 elaborates the raga, B has to identify the raga and
after identifying, compose a pallavi on the spot bristling with all intri-
cacies, When A4’s alapana is over, B follows him with his newly
composed pallavi. If 4 is able to correctly reproduce the pallavi,
then the tables are turned. B begins the raga and while he does so,
A plans an elaborate pallavi and sings it when his turn comes.
If B is also able to correctly reproduce A’s pallavi, then it becomes
a drawn game. Warm encomiums are then bestowed upon both
_the Vidwans by the uixipire and the senior musicians present. Usually
in such contests, one of the parties either fails to identify the raga
sung by the other or fails to grasp the oppooent's pallavi, Drawn
game pallavi contests are a rarity. Even on such occasions, a fresh
contest is held on a subsequent date and the matter decided.
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Vinyasam = variations. The words of a pallavi may be
either'on a sacred or secular theme and can be inany lan-
guage. The words may also be of an amorous, satirical or
humorous character. The sahitya may also be of a funny
-character. The sahitya of a few pallavis consists of the first
- words of some well-known songs. Pallavis in manipra-
vala sahityas also exist.

Prathamanga and Dvitiyanga are the two parts of a
pallavi and the dividing point is called the padagarbham
or arudi (Ugaiiub, ). At this point there is a period
of rest or visranti., In Adi tala pallavis, the padagarbham
coincides with the beat of the first drutam,

Fallavi
Padagarbham
b
l |

—

Prathamanga Dvitiyanga

The two parts may be of equal or unequal length,
In the latter case the prathamanga is longer than the
dvitiyanga. Just as there are major ragas and minor
ragas, so also there are major pallavis, which admit
of a long and detailed treatment, and minor pallavis, which
are intended for use in concerts of shorter duration.
Esample 1 on the next page is an instance of a major
pallavi and Example 2 that of a minor pallavi :— :



Ex. 1. SANKARABHARANA—ADI
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A musician may show his talents by handling some
well-known classical pallavi in an artistic manner, or by
composing a pallavi bristling with technical beauties and
intricacies of rhythm. Some pallavis have become classical
~on account of their having been sung by distinguished

musicians in the past. A pallavi may be composed in any
raga, tala and tempo provided it otherwise satisfies the
ordinary rules of musical composition, Pallavis may be
composed in common ragas like Sankarabharana, Bhairavi
or Todi, or in nncommen ragas like Subhapantuvaxili and
Mandari. They may also be composed in ragas which are
known for their admittedly limited scope like Gaulipantu,
Sama and Surati. Pallavis in common talas like Adi,
Riapaka, Jhampa and Triputa exist in plenty. A musician
may cut a new path by composing pallavis in the less com-
mon suladi talas and in the 108 talas. Patnam Subrahmanya,
Tyer (1845-1902) has earned for himself undying fame by
composing & pallavi in the Simbanandana tala, an avarta
of which takes 128 aksharakilas or units of time. . The
dhitu (musical setting) of a pallavi is.sometimes coloured
with the introduction of varieties in figure (».) in the pra-
thamanga or the dvitiyanga portion. Pallavis involving gati
bhedas and pallavis in 16 and 32 kalas are more complex.
There are also pallavis in' mixed tempos. A pallavi with
the prathamanga in trisra gati and the Dvitiyanga in
chatursara gati or vice versa may also be composed. The
handling of such intricate pallavis with accuracy and
thoroughness is a herculean task, human capacity being
what it is. Adi tala and Jhampa tala pallavisare usnally
of the length of one or two avartas. Ripaka and Triputa
tala pallavis are of the length of two or four avartas. (See
Ex. 3,4 and 5 on p. 19). Rattai Pallavis (double pallavis
are an interesting variety and are unique by themselves.

2
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The whole pallavi in this case consists of two independent
pallavis, with independent padagarbhams, perfect in them-
selves and melodically blended. The first pallavi natu.
rally suggests and leads on to the second. Both of them
admit of independent treatment,.

Sometimes we come across literary beauties like the
Svarikshara sandhi and the Gopuchcha and Srotovaha
yatis in the pallavi sahityz. The classic instance of a
svarakshara pallavi is the famous one in Mohana raga
‘“ sariga raga ichchene—sada paga ichchera’ where the
italicised syllables are -examples of svariksharas. The
well-known Kambhoji pallavi composed in honour of H.H.
Swati Tirunal of Travancore, ‘‘ Saguna nidhi chandra
Kulasekharendra”, admits of a treatment after the manner
of gopuchcha yati thus: Saguna nidhi chandra, gunanidhi
chandra, nidhi chandra, chandra, Kulasekharendra. (See
Ex. 6 on p. 20). . There are pallavi sahityas containing the
name of its raga and tala. There are also pallavis wherein
the dhatu contains the five varieties of svara group patterns.
Such pallavis can be enjoyed in full enly when heard.

The starting-point or eduppu of a pallavi may be sama
(i.e., the music and the tala commencing simultaneously)
atita, (i.e., the music starting before the commencement of
the tala) or anagata (i.e., the music starting after the com-
mencement of the tala). Atita eduppu is a necessity
in those pallavis which have a longer prathamanga. The
starting-points in the atita and anagata pallavis may be
on any fractional point of the tala. Atita pallavis with the
eduppu + } + § + 1 and + } ‘and Anagata pallavis with

theeduppu — 3 -3 - 3 — 7 = 1 - 1} and - 13 are well-

known. Sama eduppu pallavis are relatively easier to
handle.
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. Procedure for developing a Pallavt

When the principal performer finishes the detailed
alipana of the pallavi raga, a brief period of rest ensues,
During that period the mridangam player tunes his instru-
ment accurately and gets ready for his task. The violinist
also gets alert. The attention of the audience is all on the
principal performer at this moment and they eagerly wait
to listen to his pallavi. The accompanists listen to him
with even greater attention, because their reputation rests
on the quickness with which they grasp and respond
to the pallavi. The first few minutes of the pallavi music
are really tense moments to all excepting the performer, and
‘the * audience listens to the music in pin-drop silence.
Whereas the mridangam player is concerned only with the
rhythmical construction of the pallavi, the violinist is con-
‘cerned with its musical setting as well. The pallavi is the
most powerful weapon in the hands of a principal perfor-
mer and he can spring surprises on his accompanists by
“presenting intricate pallavis. "With the pallavi weapon,
leading violinists and mridangam players in the past have
been humbled before large and cultured audiences by even
junior vocalists. Kachcheri dharma requires the principal
performers to give all reasonable opportunities to the
accompanists to grasp the pallavi. If familiar pallavis
are sung, the accompanists have an easy time.

The stages in the development of a pallavi are :—

(1) Enunciation—The principal performer who has
the privilege to start sings the pallavi of his choice in a
cclear manner, pronouncing the sahitya syllables correctly
and indicating in unambiguous terms, the eduppu, the -
padagarbham and the distribution of the words in the
avarta. If he refrains from making any of these points -
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Clear in this preliminary stage, he is said to abuse his posi-
tion as the principal performer. By this act of omission
on his part, he does grave injustice to his accompanists, \
whose duty it is, in this brief time to grasp, assimilate and
reproduce the pallavi in their turn. The drummer and the
other tala accompanists are concerned only with the rhyth-
mical construction of the pallavi; but the violinist is con-
cerned with its musical setting as well. On such occasions,
the senior musicians and the rasitkas present in the audi-
ence have a moral rightto ask the principal performer to
be fair to his accompanists. There have also been instan-
ces, when the principal performers went out of their way
and openly gave clues to the accompanists and so helped
them to grasp difficult pallavis.

In the case of solo stringed instrumental concerts, the
Kachcheri dharma requires that the performer should sing
the pallavi three or four times so that the audience may
better appreciate it. Even instrumentalists who do not
possess good voices should do it as a matter of coumrse.

(2) Sangatis—The presentation of the pallavi with
its sangatis or variations constitutes the second stage,
These variations are usually variations on parts of the
theme and not on the whole theme. (See Ex. 7 on p, 23).

(3) Niraval—Niraval is literally filling up 4. e. filling
up portions of the pallavi theme with fresh and appro-
priate music. The pallavi is presented in new melodic garts,
the rhythmical setting being kept intact. Niravals gradu-
ally tend to become variations on the whole theme, The

singer reverts to the original theme at the conclusion of
_ each niraval.

(4) Anuloma and Pratiloma.—Anuloma consists in:
keeping the tala constant and singing the pallavi at double
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and quadruple speeds ; as a consequence the pallavi music
will be heard twice and four times respectively within the
space of the original period of duration. Pratiloma con-
sists in keeping the speed of singing constant, but reckon-
ing the tala at double and quadruple speeds; as a conse-
quence the tala will be reckoned twice and four times res-
pectively within the space "of the original period of
duration. A high degree of laya-jnanam is required to
perform with accuracy the anuloma and pratiloma of
a pallavi. Anulomaand pratiloma and also the rendering
in shatkala (six degrees of speed) are possibilities only in
chowka kila (slow time) pallavis.

The above four stages relate to the development of the
pallavi theme proper.

(5) Kalpana svaras—The ideal underlying the sing-
ing or performing of kalpana svaras, as in other branches
of manodharma sangita, being the delineation of the raga in

all its melodic richness, a true musician delights his audi-
- ence by presenting svara combinations of varied lustre and
form and revealing thereby the latent beauties of the raga.
At first kalpana  svaras of half, one, two, four and eight
avarta duration are attempted and they are then followed
with svaras of duration of multiple avartas. Extempore

svaras coloured with jati bhedas and nadai (ss»>L) bhedas
are then taken up. ;

Sometimes, in the pallavi theme, a few words of the
sahitya are replaced here and there by equivalent lepgths
of kalpana svaras. This intermingling of svaras with
sahitya syllables offers a welcome variety.

In order to heighten the effect and at the same time
to give an emphatic and ornamental finish to the kalpana
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-svara passages, it is usual to conclude them with makutams
(g tb)—literally crown-like endings. Thess makutams
give timely hints to the mridangam player of the approach-
ing conclusion. Taking the clue, he accompanies the
singer with vigour and the resultant effect is very pleasing.
Short kalpana svaras are concluded with short makutas and
kalpana svaras of multiple dvartas, with well-planned-out
longer makutas. Concluding with a makutam is however
not obligatory, but it is desirable within certain limits. The
charm underlying some of the chitta svaras (solfa passages)
-adorning classical kritis like Ni madichallaga in Ananda-
bhairavi is due to the beautiful makutams at the close,

Talented musicians sing kalpana svaras to the different
words or phrases of the pallavi sahitya as well. In such
cases_the muktayippu (conclusion) changes its position
each time. g

(6) Ragamalika.—Extempore svaras in different ragas
are now attempted so as to form a-garland of ragas. In each
case the extemporized solfa passage is concluded witha brief
complementary svara passage in the pallavi raga and the
original pallavi is then sung. Sometimes the pallavi itself
is transformed into the new raga, the rhythmical setting
being kept intact, and the svara passages are concluded with
this new pallavi. After the metamorphosed pallavi is sung
onee, a couple of avartas of svaras in the original pallavi
raga may be sung and finished with the original pallavi.

The performer may provide additional fare to the
audience by performing single or double avarta kalpana
svaras in the ragas that figured in the ragamalika, in the
viloma krama or inverse order and finally conclude with
the original pallavi. The audience will not only recapitu-
late the ragas rendered but will also appreciate its sequence.
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At the conclusion of the ragamalika, a string of extem-
pore svaras in the original pallavi raga is rendered and the
pallavi concluded. Thus this section of the pallavi develop-
ment is brought to a formal close.

(7) Talamalika.—A few gifted musicians make a
talamilika of the pallavi. Here the pallaviis gradually
compressed or expanded into other talas (i.e., talas which
differ from the original tala by a few aksharakilas) and
presented. In the talamalika process, each new resulting
pallavi may be viewed as a separate regular pallavi and
treated accordingly. Kalpana svaras to the pallavi in the
new tala as well as rigamalika kalpana svaras to the pallavi
in the new tala can be attempted.

Tiruvottiyur Tyagayyar, the son of Vina Kuppayyar,
used to spring surprises cn his audiences by his thought-
provoking talamalikas of the pallavi.

A further variety can be obtained by making a raga
tala malika of the pallavi, i.e., by presenting each of the
talamalika form of the pallaviin anew raga as well. In
fact the varieties that are possible in the sphere of pallavi
are unbounded and limitless.

(8) Change of tempo—As a crowning conclusion, the
tempo of the original pallavi is slightly quickened and sung.
A few avarta madhyama kila kalpana svaras are also sung

and the pallavi is formally brought to a close with a brief
alapana of the pallavi raga.

The Table on the next page will give an idea of the

relative proportion and duration of the several stages of
Pallavi elaboration :—
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Table II
Stages, o Duration,
. - 4 ! o
Ensuzllr:g:ggn, inclusive of - } 5 min,
Niraval, 10 min.
Anuloma and Pratiloma. 5 min.
Kalpana svaras. 15 min.
Ragamalika ang Talam3jlika. 20 min.
Rendering in quicker tempo. ; 5 min,
Total 5 min, or 1 hour.

The Pallavi elaboration can be compared to an essay-
and has an introduction, body and conclusion,. The stage-
of enunciation constitutes the introduction and the rendering
in quicker tempo the conclusion, All the intermediate stages.
constitute the several paragraphs of the pallavi essay.

IV. KALPANA SVARAS.

The next branch of manodharma sangita is the sing-
ing of kalpana svaras. Here the musician has the oppor-
tunity of presenting the various rich and colourful aspects
of the raga bhava through the medium of svara sancharas,
the notes being rendered with their characteristic srutis,.
gamakas a.nd intonation. Some musicians indulge in
singing svaras modelled on tala mnemonics (jati combina.—-
tions). This is not the correct style and further this cannot
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‘be called manodharma sangita, since these are previously
- ‘thought out and modelled on some tala frame-work.

Kalpana svaras ave sung to the pallavi as already men-
tioned and also to the pallavi, anupallavi, charana or other
suitable section (as for example—Pranava svarapa in the
charana of Vatapi Ganapatim), of a kriti. Clever musicians
sing svaras for phrases of intricate eduppu like Tambura
chekoni in Koluvamaregada (Todi), and Akhanda sacchi-
danandam in Chintaya ma (Bhairavi). Kritis like Buddhs
radu (Sankarabharana) and Amba paradevate (Rudrapriya)
contain phrases which admit of a treatment after the
manner of srotovaha yati for this purpose. Thus the effect
is enhanced when one sings svaras consecutively to 4dmrita
panamu, Vagamrita panamw and Bhaktula Vagamrita
panamw in Buddhi radw and Devate, Paradevate and
Amba paradevatein the other piece. Wherever appropriate,
the singing of kalpana svaras should be preceded by a
short niraval of the chosen theme. For example the
phrase: Tanuvuche vandana monarinchw chunngra in
Paklkala nilabadi and prema juchi napai in Sitapate
na manasuna admit of both niraval and kalpana svaras.
There are many themes which would invite the singing of

kalpana svaras but which will not admit of niraval. The
pallavis of the following kritis : Vatap: Ganapatim and
Nenendu vetakudura which are good for the purpose of
singing kalpana svaras will not admit of niraval. Rarely

extempore svaras are also sung to parts of other art-forms
like the varna.

; Rules.

1. A kalpana svara passage must as a rule conclude
on the (admissible) note immediately below the commen-
cing note of the theme, The following half-dvarta svaras

.-
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for the pallavis of two well-known kritis will bear out
this point :— . :

Ex. 8. Vatapi Ganapatim (Muthuswami Dikshitar.)

. Hamsadhvani—Adi,

@] i (@]

- Srgp grsr (Vatapi gana)
gpnp grsr (Vatapr gana)
pn sn pGr (Vatapi gana)
nsn jo) pGr (Vatap: gana),

Ex. 9. Sri" Raghuvaraprameya. (Tyagaraja)
Kambhoji—Adi.

-
o I O
mgpd S; sndPm pd (Sri Raghu)
pdsrg8, ndP,mpd (Sri Raghu)
P,ndpmg pdsNdpd (Sri Raghuw)

S,srg8 sndpmPd (Sri Raghw)

2. A kalpana svara passage may also be concluded on
the (admissible) note immediately above the commencing
note of the theme. The following example will illustrate-
this point:—

Ex. 10, Svara raga sudharase (Tyagaraja).

Sankarabharana—Adi
e ! e I 4
P,ddpmg mpmdPpm gr (svarara)
G,mgrsn srgmpmpm gr (svara ra)

DpsndP rsndPpm gr (svara ra)

S,sndP n'Jg"I"l.sndpm gr (svara ra),
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3. A kalpana svara passage may also be finished on

-some othernote provided the terminal phrase of this passage

along with the commencing note of the chosen theme forms
& ranjaka prayoga for the raga. TForinstance, in Kambhoji

the phrases, s re S and p d M are ranjaka prayogas.
Therefore if the theme commences on the tara shadja, the
kalpana svaras may be concluded on the tara sthiyi gan-
dhara; likewise if the theme commences on madhyama,
the kalpana svaras may be concluded on dhaivata. Likewise
in Bhairavi, the phrase n r S isa ranjaka prayoga and.
if in a Bhairavi song the theme commences on tara sthay:
rishabha, the kalpana svara passage can be concluded on

“the nishida. The following examples well illustrate these
rpoints :—

Ex. 11 Sri Subrahmanyaya namaste (M. Dikshitax. )
Kambhoji—Rupaka
(Theme—Vasavadi—in the Anupallavi)

l
mgpdS Pdsrg (Vasavadi)
mgmP pds dsrg (Vasavadi)
dndp mgmp dsr g (Vasavadi)
S,snd P,srg T (Vasavads)
Ex. 12. Koniwyadine napai (Vina Kuppayyar).
Kambhoji—Adi
(Theme—Baludaw Markandeyuni—Charana)

o I [®) [ e
mgmPmdp dsNdPd (Baludaw)
mgrSrgm pdPmpd (Baludaw)

P,ndpmg mpdNdpd (Baludaw)
sndPmgr S, rgmpd (Baludau)
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Ex. 13. Ni padamule (Patnam Subrahmanya Iyer)
Bhairavi—Adi

@) I [®) l | «

mpdnS; sndP-Mp dn (Ni Padamule)
dnsrS; grsndpmp dn (Ni Padamule)
S,grsnd P,ndpmp dn (Ni Padamule)

mgrSndpmgrGmP  dn (N Padamule)

4. A Kalpana svara passage may also be concluded
‘on some other note, provided the resultant phrase formed
- by the ending notes of the passage and the starting
note of the theme can be justified from the point of view
of the arohana and avarohana sequence of the raga. For
example, if kalpana svaras are attempted for Nenendu
vetakudura in Karnataka byag raga, since the avarohana
of the raga is Sndn pdmgr g S, kalpana svaras
can be finished on the dhaivata and the pallavi which
begins on madhyama played.

Kalpana svaras attempted in madhyamakala (medinm
degree of speed) will be charming and interesting. Gati
bhedas and nadai (®e».) bhedas will lend additional
colour; to this style of extemporization. A performer
can reveal his thorough mastery of technical intricacies
by attempting kalpana svaras to difficult eduppus and to
themes in difficult ragas,

V. NIRAVAL.

Niraval (8 paed), the last branch of creative musie, is’
literally sahitya-prastara. Niraval as a stage in pallavi
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elaboration has been referred to. Some sections of kritis:
admit of beautiful niraval. Niraval is extemporising
variations, first on parts of the theme and then on the
whole theme, keeping the rhythmical setting intact.

Historical

The branches of manodharma sangita treated of above
relate to the adhunika paddhat: (modern practice). This
paddhati itself is the result of centuries of experiments.
Of the five branches of manodharma sangita, raga
dlapana is very old. It sprang into existence when slokas
came to be recited to some raga or other. The term jati to
some extent answers for ragas in the works written during
the pre-Christian era. Madhyamakidla developed much
later. Pallavi singing, though hinted at in the Sangita
Ratnakara, is a still later development. Pachimiriam
Adiyappiah (18th cent.)is credited with having systematised
the art of pallavi- elaboration. With the dawn of kriti
composition the arts of niraval and developing kalpana
svaras received fresh attention at the hands of musiciaps.

Sarngadeva, in his Sangite Ratnakara (13th cent.)
talks of Alapti and Rupaka alapti. These are also
mentioned in the Sangita Makaranda (Narada) and
Sangita Samayasara (Parsvadeva).

Raga alapti is a case wherein a theme is not required
for the exposition of the raga. That alapti which is
employed in the raga along with a rupaka or form and in
conformity with tala is Rupaka alapti. It is this Rupaka
alapti that has later on blossomed into the art of Pallavi.

The four svasthanas mentioned for alapti by Saranga-
deva are localised regions within which alapas should be
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developed. These svasthinas find a parallel in the later
Raga vardhani stages.

The Sangita Sudha of theroyal anthor Raghunatha
Naik (17th cent.) gives in detail the method of Alapa and.
states that these have been taken divectly from the Sangitw
Sara of the holy Vidyiranya. The six alapana angas of
the Sangita Sara are :—

1. Akshiptika or Ayittam
s 2. Raga vardhani
Edupu 4 3. Vidari
(4 Sthayi j
Vartani (or Makarini). This is Tana or
Madhyamakala
6. Nyasa—This is conclusion and is known
as Muktayi in common parlance,

Music is a progressive art and no lakshanakara can
possibly enunciate a system which will hold good for all
time. The earlier asampurna melas naturally gave way
to the later sampurna melas. A raga is conceived by a
genius but it attains its full stature only at the hands of a
subsequent composer or composers. Many ragas reached
their maximum melodic growth in the songs of Tyagaraja.
His compositions employ all the resources of the most

gifted voices.

With the dawn of the idea of absolute music, the way
was paved for the development of raga lapana and other
branches of manodharms sangita. This period constitutes
an important land-mark in the history of Indian music.
In manodharma sangita we hear some rare flashes of raga-
bhava which we cannot ordinarily hear in compositions.
Many rare talas live through Pallavis coined by geniuses in
3 ¢
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the past. Pallavis rendered by incapable musicians tend to
become dry, uninteresting and insipid.

In the early stages, the opening section (pallavi) of a
song was chosen for Pallavi elaboration and hence the
origin of the term pallavi for this style of singing. Later
independent themes, unconnected with songs came to be
composed for the purpose of Pallavi elaboration. Illustri-
ous musicians like Shatkala Narasayya and Shatkala
‘Govinda Marar were able to sing Pallavis in six degrees of
speed. Kundrakudy Krishnier was an adept in singing
Rattai Pallavis. The improvisations in Pallavi are so
original and variegated in their character that the perfor-
mer when encored is seldom able to repeat the music over
again. 3



CHAPTER Il
RAGA CLASSIFICATION IN ANCIENT MUSIC

" The modern classification of ragas into janaka ragas
and janya ragas and the further classification of janya
ragas into: janya sampurnas, varja ragas, vakra ragas,
upanga ragas and bhashinga ragas, nishadantya, dhaiva-
tantya and panchamdntya ragas and the classification of
ragas in general into:—(a) ghana, naya and desya ragas (b)
Karnataka and desya ragas and also the classification from
the point of view of their rasa, time of singing etc.,
have all been referred to at length in Books II and IIT of.
this Series. We will now study the system of raga classifi-
cation that prevailed in Indian music before the advent of
the janaka-janya system. The nucleus of the janaka-janya
system is seen in some crude form even in the raga-
ragini-parivare and the pan - tiram systems. But it cry-
stallised into a definite form only in the fourteenth century.
It gained added importance from the time of the historic 72
melakarta scheme of Venkatamakhi. Today the janaka-
janya system of raga classification is the accepted and the
accredited system throughout the length and breadth of

India.

The subject of raga classification in Ancient Music has
a three-fold aspect :—

(1) The system of classification that prevailed during
the pre-Matanga period, ¢.¢., prior to the 4th cent. A, D.

(2) The system that prevailed during the post-Matan-
ga period, and till the advent of the janaka-janya system. .

(3) Raga classification in Ancient Tamil Music.

Ty
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Matanga, the author of Brhaddesi, is the father of the
raga concept. Although the idea of raga came into- vogue
during the few centuries that preceded himi, yet it took a
definite shape omly from his time, The term raga is
casually met with in Bharata’s Natya Sastra. We find
references to it in Kalidasa’s 4bhijnana Sakuntalam. also.
In one of the Panchatantra stories (ass as a singer) again
we find a reference to the term raga.

Since the term ja#i in ancient music answered to
some extent to the later raga, it is not totally inaccurate to
speak of raga classification during the Bharata and pre-
Bharata periods.

The Grama-Murchhana-Jati system was the classifi-
cation in vogue during the pre-Matanga period. Still
earlier, music was sung to a few simple scales.

All standard musical works in Sanskrit mention that
Brahma derived music from the Sama veda :— :

qReEIE Y G e |

In the scale of Sama gana, all the seven notes were in-
cluded whereas in the recital of the Rig and Yajur vedic
hymns, fewer notes were used. The Sama, gana scale formed
the basis for the later shadja grama, which again laid the
foundation for the development of mirchhanis and jatis.
It is these marchhanas and jatis that opened up the possibi-

« lities for the development ofﬂ sampurna ragas and varja
ragas in later times: Hence the original source for the art
.music of India is the Sama veda. Some idea of the scale
of Saima gina can be got if the reader will imagine in his

« mind a Bhairavi raga, wherein the same kind of notes that
(f;re{ found in the arohana occur in the avarohana also. We
may call this.raga as Sama gana raga, since there is no
raga. in’ modern South Indian music that correctly
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represents the scale of Sama gina. * Kharaharapriya is
however a close approximation to the Sama gana scale
although its gandhara and nishida are in some places
slightly higher than the corresponding notes of the Sama
gina. The notes figuring in Tyagaraja's Nada tanu-
manisam as traditionally sung, represents the notes of the
Sama gana.

The Sama saptaka itself was arrived at after many
centuries of experiments, In reciting the Rig veda, the
most ancient of the vedas, three notes: Udatta, Anudatta

and Svarita were used.—
SRR TAkad \e: |
Panini and Narada Siksha
The middle note was the Svarita s: Udatta was the
higher note r and Anudatta was the lower note 7

WA ARGEN: |
Note —The term ‘svarita' has been given other interpretations
by later writers.

In the very early stages the Rig veda was recited
plainly and then with the Udatta and Anudatta svaras.
Such statements as: Arcino gayanti (Eka svari giyana or
Arcika giyana), Gathino gayanti (veciting to two notes)
and Samino gayanti (reciting to threé notes) deserve notice
in this connection. When later the Samika scale was re-
peated from Madhyama and Panchama as fundamental -
notes, the way was paved for the development of the svara
saptaka.

The scale of three notes first developed-into a penta-
tonic scale g 7 s # d and later into a hepta-tonic scale

# Siva is pleased by Sama gana and it is but apt that the raga
closely approximating to it should be termed Harapriya, Khara
standing only for the Katapayadi formula. o :
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m gr s ndp ie., with the addition of ma above and pa
below. The scale of Sama gana was a downward scale and
m g rs and s n d p were perfectly symmetrical and
balanced tetrachords. When the phrase s » d p was sung
an octave higher, the idea of a complete octave was imme-
diately perceived. The dawn of the concept of the octave
constitutes an important land-mark in the history of Indian
music. We have the real beginnings of art music from
this period.

It was incidentally noticed that in this complete scale

s7gmpdn s the intervals between ga and me, ma
and pa, and i and sa@ were the same ; and that the intervals.
between sa and 77, and pa and dha were the same ; and also
that the intervals between 7 and ga, and dha and ni
were the same. :

In the Rik Prati Sakhya, mention is made of three:
octaves and seven notes for each octave and also that the
notes of the second and third octaves were twice in pitch
compared with the notes of the corresponding lower octaves.
It is also mentioned that the same seven notes of one octave
are repeated in the other octaves. This clearly proves.
beyond doubt that the Indian musical scale with seven
notes of defined pitch was fixed more than three thousand
years ago and also that three octaves or registers were
recognised even in that distant past.

When the notes of the Sima gina were further
studied and analysed, it was found that they had the srati
values: 4 3 2 4 4 3 2. In other words, the inter-
val between the following pairs of notes: (1) » and s
(2) g and m and (3) m and p was found to be a chatusruti
interval (major tore 9/8); that between the pairs: (1) s
and 7 and (2) p and d was found to be a trisruti intervat
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L

(minor tone 10/9); and that between the pairs: (1) 7 and o
and (2) dand n was found to be a dvisruti interval (semi-
tone 16/15). In other words if s=1, the frequencies of the
other six notes were as follows :—

s 7 q m P d n s
1¢10/9  32/27.. 4/3 3/2 ~ 5/8. 16/9: 2

The notes of the Sama gina were styled the
suddha svaras and the other notes that gradually came into
use in secular music were styled vikria svaras ie.,
changed notes, or mnotes which ha.d not the suddha
character.

Thus the suddha svara saptaka of Ancient music is
the scale of Sama gana. The notes sa, ma (suddha) and pa
have retained their values even now.

We have already seen that a single note prayoga was
referred to as Arcika ; a scale of two notes as Gathika; and
a scale of three notes as Samika. Scales of four, five, six
and seven notes were referred to as, Svarantara, Audava,
Shidava and Samparna:—

TEFEE & e |

MR R FafERE aifE: |

TGECTAN & FRE 9d l

AT wFWET T RES (=0 31’31?(1

ot: wafiEa A et |
GRAMA—MURCHHANA—JATI SYSTEM

We now come to the next period when the Grama-
Mirchhana-Jati system of classification prevailed.
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The term grama originally denoted a heptatonic scale.
Sa-grama and Ma-grama were two such scales: With the
progress of the art, the musical potentialities of more notes
in the octave were perceived and later on the term grama
came to be used in an extended sense to.denote a collective
scale, including within it all the suddha svaras and vikrta
svaras used in music. Itis in this extended sense, that
writers from the time of Matanga define this term. The
word ‘ grama’ gave birth to gamma (Greek) and gamme
(French) and * gamut (English), Thus in later times, the -
term grama came to mean the entire or whole musical
scale, comprising all the notes between the fundamental
and the octave,

Matanga is the earliest to define the term grama. He
says that even as the members of a joint family live to-
gether, so too all the svaras are brought together under a
grama. In other words, the grima was the collection of all
the svaras used in music. In it figured all the svaras that
were used in sacred and secular music. The following

definitions of.grima given by Matanga and oth’eﬁ:s after
him only reflect the same idea:— ;

71 Fglam: 8 A aERk R L
oY @ I A e S ||
: —DBrhaddes:.
AW {E9E: ¥ —Sangita Makaranda and
#¥8 Sangita Ratnakara-
EREF I @[ —Raga Vibodha,
AM: ST HEEFRR‘I L —Sangita Sudha,

. - PSRt STLETE o e

gam. tI'n fact, it is (sa-grz:lma thach;ga.ve rise to the word gamut ;
nutis gamnma ut (ut is doh or shadja) ie., gamma sa,

Sa i.e., sa grama. o e Ra
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AR T

—Chatwrdandi Prakasika.

When Ramamitya wrote that all the Desi ragas were
‘those of sa-grama :—

3l T aFl: TN A9l |

—Svaramela kala,nidhi.

‘he meant that all the svaras (suddha and vikrta varieties)
used in the Desi ragas {(i.e., current ragas) were found in
the sa-grama, which in other words meant that sa-grama
was the encyclopaedic scale or repository of all the notes
used. Sa-grama used in this extended sense rules out the
possibilities of any other grama.

Thus, though the term sa-grama originally denoted a
particular heptatonic scale, later on with the progress of
the art and with the increase in the number of ragas, it
came to mean merely a collective scale. From its very
mature, there can be only one collective scale and hence it
is that subsequent writers refer only fo the sa-grama and

not to any pther grima.

Bharata, in his Natya Sastra speaks of two gramas:
Shadja grima and Madhyama grama. The notes that
figured in the Shadja grama were called suddha svaras
and their values can be determined from the following
sloka :— '

SgATETEE T T |
¥ ¥ e Bell st |

s T gt e P d n
4 3 2 4 4 3 .



That is, in other worda, the frequencies of the notes and the intervals between them

were as follows :— )

1 10/9 32/217 4/3 3/2 5/3 16/9 2
8 ” q m P d n $
— ——— (LRSS Nf;_\,_/ —_— ————— —
Interval Interval Interval Interval Interval Interval Interval
of a of a of a of a of a of a of a
minor semi- major major minor semi- major
tone tone tone tone tone tone tone
10/9 _ 16/15 9/8 9/8 10/9 16/15 9/8

Note.—The fractions above the notes represent their frequencies

, while the fractions below,
represent the intervals between the bracketed notes. The frequency of any note multiplied by the interval
between it and the next higher mnote gives the frequency of that higher note. Thus gandhara’s

32 o : il
frequency ;= multiplied by the interval 9/8, gives 4/3, which is the frequency of suddha madhyamg
and so on,
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The ma-grama was the same as the sa-grama except-
that the fifth (Panchama svara) was diminished by one
sruti. It is this slightly diminished fifth that is referred to
variously as Chyuta Panchama, Mrdu Panchama, Laghu
Panchama, Kaisiki Panchama and Trisruti Panchama. By
the process of the modal shift of tonic i.e., by taking the
different notes of the grama as the tonic note, seven resultant
scales called miirchhands were derived from each grama, Of
these 14 mirchhanis (chaturdasa murchhanas), some were
found to be repetitions. Eliminating the repeating murchha-
ndis, seven of these were ultimately retained. These became
the seven jatis. - The Marchhand also was a scale and it
corresponds to the modern concept of a pure mela. But
when a melodic individuality was imported into a Murch-
hand with jiva svaras and nydsa svaras, it attained the
status of a jati.

(In modern music also we have & parallel instance.
Till the beginnings of the 19th century it was thought that®
a good number of the 72 melas could never attain the status
- of ragas. But the compositions of Tyagaraja and those of
other later composers in these melas have disproved thisand
have established their melodic worth. So that, whatever
might have been the case a couple of centuries ago, to-day
it is mot incorrect to talk of the 72 mela ragas. Music is
a progressive art and it is but natural that melas should
also attain the status of ragas in course of time).

The Table on the nexi page gives the names of the
miirchhanis belonging to the shadja, madhyama and
gandhara grimas. The gandhira-grama became obsolete
long ago and is merely referred to here for the sake of com-
pleteness. The g@ndhara-grama is not mentioned in -
Bharata’s Natya Sastra.



TABLE III

i

Murchhanas
gm?ﬁz Name of the The initial note of the
orima. Mirchhana Mirchhana
Uttaramandra sa (s to .;)
*Rajani ny (n to m)
é Uttarayata dha ([? to d)
_gj Suddha Shadja pa (z') to p)
é )I atsari kruta ma (n‘z. to m)
Asmkrﬁnta ga (g to g)
Abhirundgata e (?' to r)
Sauvira ‘ma  (mto 1;1)
= Harir}:’tsvu | ga (g9 to g)
%D ! Kalopanata | 7 (rto 7)
é | Suddha Madhya ’l sa,f;:. stos)
X rg : Margi l ny (n to n)
= | Paumavi dha  (d to d)
i Hrushyaka pa (p to p)

* Also called Ranjani by Narada and others.
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I(:Tfag;g Name of the The initial note of the
grima | Marchhana Marchhana
* Nanda ga (g to .g)
2 Visila ri (rtor)
.§ Sumukhi sa (s to s.)
l%o Vicitra | ni (?.L to n)
'g Rohil']i i dha ((.Z to d)
= Sukha s pa p to p)
Alapa é ma (m to m)

Note that the initial notes of the murchhanis are m
the avarohana krama—downward order.

Sa-grama Mtrchhanas:—
ARIEAE] S A |
g ETE 9 Tl A |
SRR a4l T8 aEH F(FRE |
TSI & R & TS ||

Ma-grama Murchhanas :—
ARz STl @ |
gl q41 3 AN @R J9 1|

is the name for this murchhanain Narada's Sangif@

* < Samra’
Malkaranda,
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T S G aed GEas: |
TERAE A1 A &9 geAn ||
Chap. 28. Natya Sastra (Bharata)

Ga-grama Mirchhanas.
w2 e gawdl & AR g |
AT I TFER AW € agIsa ||

Of the seven jatis which were in practical use, four
belonged to the shadja grima and three to the madhyama
grama. The four jatis of the shadja grima were, Shadji
Naishadi, Dhaivati and Arshabhi. The three jatis of the
madhyama grama were, Gandhiri, Madhyama and
Panchama. These were the seven suddha jatis.

Transilient scales which were subsequently discovered
-and used were also called jatis.

Next we have Matanga’s intelligent classification into
suddha, chayalaga and sankirna ragas. (For details
relating to this classification see Chapter I, Book 3 of this
Series.* This system paved the way for the later janaka-
janya system and the classification of janya ragas into
upanga ragas and bhashanga ragas.

Parsvadeva in his Sangita Samaya Sara, written
sometime between 1165 and 1330 A, D. speaks of the
following kinds of ragas ;—

Raganga sampiurnas, Raginga shadavas and
Raginga audavas.

Upéanga sampurnas, Upinga shadavas and
Upanga audavas.
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Bhashanga sampurnas, Bhashinga

shadavas and Bhashanga audavas.

Kriyinga sampirnas, Kriyanga shadavas

and Kriyanga audavas.

Narada in his Sangite Makaranda *(written slightly
before the Sangita Ratnakara) mentions the classification
of Purusha ragas, Stri ragas and Napumsaka ragas ie.,
masculine, feminine and neuter ragas evidently based on
the gender of the raga names. Sanskrit writers are not all
unanimous regarding the gender of some of the raga
names, with the result that the terminations of the raga
names 'differ in many cases. As a consejuence we are
likely to import a difference where actually none such was
intended. For instance, Bhairava and Bhairavi are two
separate ragas. But Saurdshtra and Saur@shtri are not
separate ragas. Likewise, Revagupta and Revagupti are the
same ; and Mangalakaisika and Mangalakaisiki are the
same.

Narada also mentions an interesting classification' of
ragas based on the gamaka of the svaras of the raga: —

(1) Muktanga kampita ragas i.e., where all the
notes figuring in the raga were Kampita gamaka svaras ;
(the modern sarva svara gimaka varika raga corresponds
to this.)

(2) Ardha kampita ragas, i.e., ragas where only
some notes were played with gamaka and the rest pure.

: V(3)“Kampa. vihina ragas, i.e., ragas whose notes can
" be played pure, without any gamaka whatever.

Classification of ragas, according to the time of singing
into morning, noon and evening ragas is also mentioned in
this work. The same work also mentions ragas of
Suryamsam and Chandramsam.
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Sarngadeva, in the Sangi'ta. Ratnakara speaks of
Margi ragas and Desi ragas. Margi ragas were classified
- into :— :
1, Grama raga 4. Bhasha
2.. Upa raga 5. ‘Vibhasha
3. Suddha Raga 6. Antara bhisha®

He enumerates the names of many of these Margi
ragas and mentions the types to which they belong.

These ragas however. became obsolete long before his
time. Only Desiragas were current in his time. Desi
ragas were classified into :—

1. Raginga 3. Bhashinga
2. Upanga 4. Kriyanga
Prak-prasiddha ragas or Purva prasiddhd ragas, 7.c.,.
© ragas which were in vogue before his time and Adhuna
Prasiddha ragas,ie., ragas which were in vogue in his
time are also mentioned by him. This classification i&
useful from the historical point of view,

‘From the point of view of suitability for composi-
tions, Ramamatya classified ragas into uttama (good) ma-
dhyame (mediocre) and adhama {inferior) ragas. Uttama
ragas were pure ragas and had no trace of other ragas in
them., They were suitable for compositions, alapana. and
taya. Madhyama ragas were used only to sing pertions
of songs. Adbama ragas were unsuitable for composi-

tions. This classification was endorsed by Somanatha but
_later fell into oblivion. :

Wo’rkﬁm like Raga tala chintamani speak of Purva
sampradaya melas. These are 20 according to some and

19 according to others. These were the melas in vogue
2 ot 3 :

=
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during the pre-Venkatamakhi period. Venkatamakhi
refers to them as Kalpita melakartas.

Classification in Ancient Tamil Music.

Here we find the classification into pan (ueir) and
tiram (8mw). Pan was a general name for a raga. It also
denoted a generic type. A pan was not always &
sampurna—sampurna raga. Some of them were like the
asampirns melas of Venkatamakhi. Each pan had &
number of derivatives called mw. Tiram was a varja
raga or a transilient scale. Panniyatriram (webrsefiw nm pib)
was a shadava raga, tiram was an audava raga and
tirattiram (838 mpb) a svarantara raga,.

According to the time of singing, Pans were classi-
fied into :—
(1) Pagal pan (used wer) 4e., those which should be
sung during day,

(2) Iravuppan (@uaiuesr) g.e., those which should
be sung during night, and

(8) Poduppan (Qurgniuein) i.e., those which could
be sung at all times.

Of the 24 pans, 12)were pagal pans, 9 were irava
pans and 3 were poduppans, The Vilarippan had no
derivatives. ‘

The names of such pans as Gandhara panchamam,
Panjaram, Malavakausikam, Natta ragam, Kauvinam,
Kolli kauvanam etc., reveal sanskritic origin.

In passing, it may be useful at this stage to refer to
the Raga-Ragini parivara system which has held sway for
some centuries in Hindusthani music. Six male ragas
were adopted and to each of these, there were 5 Raginis
(bharya ragas or wives) Each male' raga had again

: 4 ;
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8 putras and a wife to each of these putras (i.e., 8 daughters-
in-law). This gives us the total number of ragas as:
6+30+48+48=132 in all.

Amongst the different schools of Hindusthani music,
there is no unanimity of opinion regarding what were the
six fundamental ragas.

There are also the dhuti ragas.

* * *

A studyof the raga names reveals certain interesting
features :—

There are ragas which suggest a provincial origin as
Drivida Gujjari, Dakshina Gujjari, Maharishtra Gujjari,
and Saurishtra Gujjari; Karpataka Bangala, Dravida
Gauda; Andhri, Shadjandhri; Turushka Gauda and
Turushka Todi ; Nepala, Nepala Gauda, Kalinga.

Such ragas as Dvitiya Saindhavi, Tritiya Saindhavi,
Chaturtha Saindhavi and Dvitiya Keddram suggest that
these are 'slightly different forms of Saindhavi and
Kedaramjrespectively.

There are ragas with dual names. Andolika and
Mayuradhvani are one and the same raga ; likewise are
Sindhn dhanyasi and Udayaravi chandrika ; Rama mano-
hari and Rama manohari; and Vanali and Rasavali,

The names of some ragas have undergone a slight
change. Dhanyiasi is referred to in earlier works as
Dhanndgi, Dhanasi, Dhanisi, Dhanasri, Dhanasari
and (Dhanyasi. Yadukulakambhoji is referred to as

Erukalakambhoji, Yarakalakambodhi, Edukulakambhodi
etc, »



CHAPTER IV

22 SRUTIS

In the history of world music, Indian music is one of
-the earliest to use quarter-tones. It is the use of quarter-
tones or micro-tones that imparts a peculiar charm and
flavour to the music of India. Twenty-two such notes z.e.
ten notes in addition to the universal twelve notes of the
gamut have been in use for centuries. Many ancient
Sanskrit and Tamil works refer to the 22 srutis as the
foundation of the Indian musical scale. With the progress
of the art, a few more srutis have come into the scale,
‘Theoretically, the number of srutis figuring in Indian
music has been estimated by various scholars as 22, 24, 27,
32, 48, 53 and 96. Though in modern music we use a few
srutis in addition to the 22, the number 22 represents
the barest minimum of srutis that has been actually used
in Indian music from ancient times. A few of these srutis
figure in rare ragas and they live only through those ragas.
A well-trained ear can perceive and identify at least
50 notesin an octave. In music, however, we are con-
-cerned only with those srutis which actually occur' in
ragas and which .are in concordant relationship with one
another. The rest are discarded. The use of - these subtle
tones s in fact the glory of Indian music and testifies to
the highly developed aural powers of the Indian musician.
Musicians are not, generally speaking, conscious of the
precise frequency values of these srutis, but keeping
the melodic picture of the raga in their minds, they are
able to sing or play the srutis accurately.

The subject of 22 srutis is one of the most difficult
branches of the science of Indian music and can be under-
stood only by persons with many years of musical training,

e et

-
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In fact those janya ragas, which can possibly claim more:
than one janaka mela are put under particular mela-
kartas on the basis of the sruti values only. The melodic
individuality of a raga is revealed only when its charac-
teristic srutis are sounded.

* A sruti is a note of minute pitch which a refined and
trained ear is capable of distinguishing. It is the smallest
audible difference of pitch, It isa fraction of a semi-tone.
Thereis no such thing as a unit sruti with a constant.
value. An eka sruti (single sruti) interval is of three sizes.
‘When we say that there is an interval of one sruti
between a pair of notes the value of this sruti interval will
be any one of these according to the notes forming the
pair. The *values of these srufis are, in the increasing
order of pitch: §j (comma of Didymus: 22 cents), 3%
“(70 cents) and £55 (Pythagorean Limma : 90 cents). §3 is.
called the pramana sruti. The other two srutis may be
termed nyuna sruti and purna sruti respectively. The-
term purna sruti simply denotes the eka sruti interval of
the highest pitch. The term nyuna sruti means the sruti.

" that is slightly less than the purna sruti. The octave is
divided into 22 intervals of unequal pitch. In other words,.
the sthayi is conceived of as the sum total of 22 srutis of
_unequal size. Notes which are separated from one another-
by an interval of less than a pramana sruti are not.
reckoned.

A dvisruti interval has two values: 1§ and $33. The-
former is the diatonic semi-tone and may be styled the-
pwrna dvisruts interval (112 cents).. The latter is slightly:
less than the semi-tone and may be styled the nyuna:
“dvisruti interval (92 cents). Between the shadja and the-

- ®The values of srutis can be expressed in terms of vibrations per-
- second or as ratios to the fundamental or in cyclic cents,

B
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suddhs rishabha is & semi-tone 1§. But between suddha
rishabha and chatusruti rishabha is the slightly flattened
semi-tone 338 or nyuna dvisrutiinterval — 4§ x 135 =%. =

A trisruti interval has a constant value 42 (182 cents)
and corresponds to the minor tone. A chatusruti interval
has also a constant value ¢ (204 cents) and corresponds to
the major tone.

A chatusruti interval comprises two pramina srubis
(commas), one nyiina sruti and one piirna sruti (limma)
$1x 812542689 A chatusruti interval comprises &
. plrna dvisruti interval and -a nyfina dvisruti interval
9

1 x5 =%

A panchasruti wnterval is equal to £3 (294 cents).
Between the chatusruti rishabha and the suddha madh-
yama is a pancha sruti interval—g % §7=3.

A shatsruti interval is equal to ¢ (316 cents). There
is a shatsruti interval between antara gandhara and
panchama : § x £=3%. »

The difference between a shatsruti interval and a pan«
chagruti interval (6 - 5) is a comma £} or pramana sruti.

The difference between a panchasruti interval and @&
chatusruti interval (5 - 4) is a limma 353§ or pirna sruti.

The difference between a chatusruti interval and a
trisruti interval (4 - 3) is a comma §§ or pramana sruti.

The difference between a trisruti interval and &
dvisruti interval (3 - 2) is 4% or a nyana sruti.

The difference between a dvisruti interval and an
ekasruti interval of the pirna type (2-1) is a comma §3
or pramana sruti. ‘

European musicians, brought up in the tradition o
equal temperament while listening to Indian music employ-
ing quarter-tones are likely to get the impression_ that
impure notes are being played. This is an erroneous ¥
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notion. It is of interest to note that in recent years:
attempts have been made in Europe to write ‘quarter-tone-
music and pianos containing 24 keys to the octave have:
been made. A whole opera employing quarter-tone music:
was performed some years ago in Germany.

It is possible to have 22 frets on the vina finger-board
_ to indicate the 22 sruti-sthanas and play musie, but the
arrangement will become too unwieldy. The present.
arrangement by which we produce the srutis by deflecting
the string from the lower svarasthanas is quite satisfactory.
The distribution of 22 srutis over the 12 svarasthinas is
an easy and workable arrangement.

In ancient music, the 22 srutis were distributed over
all the sapta svaras. But later on when'sa and pa came to
be regarded as avikruta svaras, (e, changeless or not
admitting ‘of varieties) sa and pa took one sruti each and
the remaining 20 srutis were distributed amongst the-
5 notes: 7t ga ma dha and ni_at the rate of 4 for each note,

~ Thus 4 x5=20+1+1=22 srutis. Hence the significance of
the statement : svaras are 7, svarasthanas are 12 and
srutis are 22. ‘ : :

A musical scale is a collection of all the notes used in
the octave in a particular country. A musical scale is a
gradual evolution. It is the result of centuries of musical
thought and practice. ; ;

The 22 srutis are the foundation of the original scale
and they were cerived primarily for fixing the values of the:
suddha svarasji.e, the notes of the sama gana. Excepting:
for the notes sa, ma and pa, the term suddha svara in
ancient music and modern music denotes-notes of entirely
different pitch. The frequencies of these notes have been
given in the preceding chapter. The srutis are derived

" gpon the"principle of samvaditva or consonance. The 22
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»
grutis were evolved by the Cycle of Fifths and Fourths d.c.,
by the sG-pa and sa-ma methods (samvada dvaya).

TERTRAEA FlEiEad F:
—Ahobala’s Sangita Parijata
i.e. the 22 srutis are arrived at by the shadja-
panchama bhiva.
(Note. A Panchama lower down gives the suddha
madhyama.) :

The traditional mention of Panchama and Madhyams
as the basis of derivation should be taken only as illus-
trative and not exhaustive. The Cycle of Thirds sa-ga
series will furnish other srutis as well.

All the 22 srutis become svaras‘in some raga or-other.
Srutis actually used in a raga attain the status of svaras for
that raga and the other notes remain merely as srutis,

Tt will be useful at this stage for the student to become -
familiar with the frequencies of the easier srutis and themn
to study the more difficult ones. '

From the Harmonic Series, we see that the values of
the successive intervals are:—a sthayi (octave), a pancha-
ma (perfect 5th), suddha madhyama (perfect 4th), antara
gandhara (major 3rd), sidharana gandhira (minor 3rd),
etc. From the 8th to the 9th is a chatusruti (major tone),
from the 9th to the 10th is a trisruti (minor tone) and from
the 15th to the 16th is a dvisrati (diatonic semi-tone).
The other successive intervals are of interest only from the
academic point of view and are not of musical importance.

The Harmonic Series again gives us the values of
Panchama as 3; Antara Gandhira as § and Chatusruti
Rishabha as 3.

There is an interesting point about these threenotes i—
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Panchama is the harmonic mean of shadja and tara
RN
shadja, i.e., =

2

i

Antara Gandhara is the harmonic mean of shadja and
1+%
panchama —32

-

Chatusruti Rishabha is the harmonic mean of shadja
5

and antara gindhara 1—3‘—‘ =%

The sa-pa series or the Cycle of Fifths gives us the
following notes :—

sa (the starting-note of the cycle)=1; Panchama=3.

Panchama of this Panchama is the tara sthayi Chatu-
stufi Hishabha § % §=2 which is a *compound interval.
This note in the madhya sthayi will have the value
G+9s

The Panchama of this Chatusruti Rishabha gives us
the Chatusruti Dhaivata § x 3 =21 which is the Pythagorean
major 6th :

The Pznchama of this Chatusruti Dhaivata gives us
a note in fhe tira sthayi which is slightly above the Antara
Gandbira $7x §=%3. This notein the madhya sthayi= 3}
divided by 2=%}. This note is higher than the Antara
gindhira by a comma interval $ x21=2}. This note is
called the Tivra Antara Gandhara or the Chyuta Madhyama
Gandhara and is the Pythagorean major 3rd.

Its Panchama gives us the note : Tivra Kzkali Nishada

or the Chyuta Shadja Nishada £1x $=2%{2 This note is
the Pythagorean major Tth.

The sa-ma series or the Cycle of Fourths gives us the
following notes :—

sa (the starting-note of the cycle)=1
Its suddha madhyama = 3

* A compound interval is an interval greater than an octave.
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The suddha madhyama of this madhyama is the
flattened Kaisiki Nishada : §x =18

The suddha madhyama of this nishada is the tara
sthayi flattened sadharana gandhara:

18 x4=284  This note in the madhya sthayi will have
the value §4 divided by 2=4%.

The suddha madhyama of this gandhara is the flattened
form of suddha dhaivata :—

P x =244

The suddha madhyama of this dhaivata is the eka sruti
rishabha of the tara sthayi :—

A28 x 4 =812 This note in the
madhya sthayi will have the value 3535.

If suddha madhyama is taken as shadja its antara
gandhara will be the note of frequency: $x$=3. This
note is the Trisruti Dhaivata and is at a trisruti interval
from Panchama. The same note a Fifth below gives us
the Trisruti Rishabha 32 (minor tone).

Between the Antara gindhara and the Suddha madh-
yama is a dvisruti interval, }&; thus 2 x+2=4. Between
the kakali nishada and tara shadja is also a dvisruti
interval : 1 x18=2. The suddha rishabha is a dvisruti
interval from shadja and its frequency is {3.

The sadharana gindhara isa dvisruti interval from

v l6_—86

chatusruti rishabha and its frequency is: §x15=%

The Prati madhyama is a dvisruti interval from
suddha madhyama and its frequency is: & x1§={g5-

The ratio of the frequency of a note to that of a lower
note is termed the interval between them. In order to
obtain the interval value between any two notes, divide the
frequency of the higher note by that of the lower note.
Thus the interval between suddha madhyama and Pan-

chama is a chatusruti interval : $+ 4, 7.e. § x3=4%.
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It consequently follows that a lower note multiplied
by the interval between it and the next higher note gives
the pitch of that higher note. Thus § x 1£=3.

And if n=the number of vibrations of sa, then the
frequency of any other note say like chatusruti rishabha =
§ n; that of antara gandhara=% » and so on. If the infer-
val is inversed we get the vibrating length of the string.

A careful and analytical study of the Sankarabharana
scale. reveals to us that almost all the important intervals
~used in music figure in there.

There is a dvisruti interval between ga and ma:
5316 _4
FINTE " B°
There is a trisruti interval between 7¢ and ga
9 0_>5 2
FxgE=1.
There is a chatusruti interval between ma and pa

4 9 3
T XT3

There is a panchasruti-interval between 7t and ma *
Fx3t=4
There is a shatsruti interval between ga and pa :
$xg=1 b

In the srutischeme, precedence is first given to sa-pa
values, then to sa-ma values and then to sa-ga values,

It is not unusual for-a raga to change some of
its characteristic srutis in “particular sancharas. Occa-
sionally in some ragas, the frequencies ‘of svaras differ in
their arohana and avarohana. Rishabha and Gindhara of
Todi are instances in point,

The Table on the next page gives the modern names
for the 22 srutis, theix frequencies as also the ¥agas in which
they are met with. The four sruti varieties of @ note are-
for the sake of convenience, referred to in.the increasing
order of pitch as, ra, i, ru, re; ga, gi, gu, ge and o on.



Table IV.—Dvavimsati (22) Sruti Chart.

Value in 1 4
: ; How vibrations | Value | Ragas in which
Name of the sruti Frequency | per second |in cyclic| the srutis are met
represented with sa= cents ‘with
240
adja 884, g ol 240 0 |All ragas
Ekasruti Rishabha ra T, £58 252:8 90 !Gaula
Dvisruti v ri T, i 256 112 |Mayamalavagaula
Trisruti 2 ru T 10 266.6 182 | Bhairavi
Chatusruti i re r, 2 270 204 |Sankaribharana
. .
{Suddha. Gandbara or Komal| ga g, 37 2844 294 | Bhairavi
Sadharana Gﬁ,ndhar?,
Sadharana % gi g, s '288 316 | Kharaharapriya
Antara 25 gu g, s 300 386 |Sankardbharana




.

Ta.bie IV.—Dvavimsati (22) Sruti Onhart—(Contd.)

Value in g .
r ot o vibration;ql ; Vu,luia. tthugast'm whlx(;]t:at
i ' ; T secon 1C e srutis are
Name of the sruti rrepresented requency }:”eit‘z‘43“= ”?C(;}[}IItCS S
| Chyuta mgadhyama ga or| ge g 8 | 303.75 408 |Devagandhari
|the Pythagorean major 3rd
Suddha . madhyama| ma m, 4 320 498 | Kuntalavarali
Tivra suddha 5 i mi m; 3% 324 520. |Begada and .
' Gaulipantu °
 Prati " mu ms 45 3875 590 |Kalyani
Chyotapanciamia ,, | me’ m, |{H§forf| (41T or) 610\ Vamli
g ‘ 1
. Panchama pa Y 360 702 | All ragas where.pis
. not varja .
Ekasruti  dhaivata dha d, e 379 792 | Saveri




Dvisruti dhaivata

Trisruti 5

' {Cha.tusruti A or the

Pythagorean major 6th

{Suddha. . nishada or the
Komala kaisiki nishida
Kaisiki A"

Kakali g

{Chyuta. shadja. 4, or the|’
Pythagorean major 7th

Tara éh&b]’&

dhi
dhu
dhe

na

ni
nu

ne

d,
ds
d,

n,

st

n,

8a

e

len

384
400
405

426-6

432
450
455-6

480

814
884.
906

996
1018

1088
1110

1200

Mayamalavagauld
Kambhoji
Kalyani

Bhairavi

Kharaharapriya
Sankardbharana

Kuranji

All ragas except the
Nishadantya
Dhaivatantya and
Panchamantya

ragas
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NoreE.—The notes suddha gandhara and suddha
ishada in the above Table are the same as the old shadja
grama gandhara and nishada, and not the same as the
suddha gindbara and suddha nishada of the 72 Melakarta
scheme. Likewise it should be noted that the mnemonics
ra 1 ru re; ga gi gu ge ete., have not the same values
as the ra 7 ru and ga gi gu of the 72 Melakarta scheme.
In the above Table only those ragas in which the srutis are
characteristically met with are given as examples.

From the above Table it will also be seen that,

(1) there isa pirna sruti interval (25§) between sa
' and ekasruti rishabha ; between pa and.ekasruti dhaivata;
between chatusruti rishabha ‘and komala sadharana
gandhara ; - between chatusruti dhaivata and komala
kaisiki nishada;

(2) there is a_ nytna sruti interval (2§) between
sadharana gandhara and Antara gindhara; between kaisiki
nishada and kakali nishada; between dvisruti rishabha and

trisruti rishabha ; between dvisruti dha.xv&ta. and trisruti
-dhaivata ; .

(3) there is & pramana sruti interval (31) between
-ekasruti rishabha and- dvisruti rishabha ; between trisruti
rishabha and chatusrutirishabha; bet ween komal sadharana
gindhara and sadharana gandhara; between antara
gandhara and chyuta madhyama gandhara; between eka-
sruti dhaivata and dvisruti dhaivata ; between trisruti
dhaivata” and chatusruti dbaivata; between ‘komal kaisiki

nishada and kaisiki nishada; between. k&k&h mshada a.nd
chyuta shadja nishada.

An octave consists of 10 pramana smtls (comma.s)
220 cents, 7 purna srutis (limmas) 630 oents and 5 nyfina
. srutis (350 cents) ; Total 1200 eenks

o

o
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From Table IV it will be seen that the difference
between a pwrna sruti and a nyuna sruti is 20 cents.
Likewise the difference between a purna dvisruti and
a nyuna dvisruti is 20 cents. This interval which is less
than a pramana sruti was too subtle and the ancient
scholars therefore ignored it from the point of view of
practical music (Sruti Sadharana Prakarana).

Although the frequencies of the srutis are not
mentioned in terms of vibrations per second or even in
fractions in ancient works, still from the methods outlined
for their derivation we ‘are able to fix fheir values
:and  with modern knowledge we are able o prove
mathematically the accuracy of the scheme of 22 srutis.

The four srutis of ga, ma and ni may also be referred
to as ekasruti, dvisruti, trisruti and chatusruti gandhara,
madhyama and nishada respectively after the manner of
rishabha and dhaivata. - :
~  Itis also Worthy of note that the four srutis of each *
of the notes: 74 ga ma dha ni progress in a symmetrical
-order,

The frequencies given for the 22 srutis in Table IV
are those which have been arrived af after mature deli-
berations in the conferences: held during recent. years.
When a suitable apparatus is devised which will indicate
‘the frequencies of motes  sung or played, then we can
expenmentally prove the values of these srutis,

It is desirable and certamly will be more accurate to
describe the svaras figuring i in ragas in terms of their pre-
cise sruti values. But.such ‘a description will be of use
only to a limited few and-hence the ‘traditional method of
describing ragas in - terms ‘of their svarasthinas has been
adopted in ﬂns book in the hope that the students -will
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find the correct srutis with their teachers” help. The
continuous curve and the constant portamento in Indian
classical music is due to the fact that it is more the inter-
val that is sung or-played, rather than the mere note.

The topic of 22 srutis as understood and applied in
modern music (@dhunika sangita) has been dealt with in
detail in this chapter. We shall now see .its application
in’ ancient music,

As has already been stated the 22 srutis were primarily
derived for the purpose of fixing the suddha svaras of the
ancient scale. Since the idea of sa and pa as avikruta or
achala svaras had not yet dawned, even sa and pa
were regarded as admitting of varieties, and thus we
have the 22 srutis distributed over the sapta svaras in
theorder 4 8 2 4 4 3 2. Namesfor the 22 srutis

‘ are found in Bharata’s Natya Sastre .and these names.
are repeated in the Sangita Ratnakara, Sangita Pari-
. jata and Sangita Darpana. But Narada’s *Sangita
* Makaranda and Bhavabatta’s Anupa Sangita Vilasa
give different sets of names for the 22srutis. Ugra isa
name figuring in the first two nomenclatures. Whereas in
Narada’s scheme if is the highest rishabha sruti, in the
_ scheme of others it is the first nishada sruti.
Five Jatis are mentioned for the 22 srutis :—

- EEISSTAA I FON FEHAR S |
Dipta, Ayata, Karuna, Mrudu and Madhya.

These terms possibly signified the emotional aspect
of the srutis, oy

Alaku (@e@) is the name for sruti in ancient Tamil

music and the 22 srutis are referred to as 22 alakus
(aogsar), -

The three sets of sruti nomeﬁcla\tnres are given om
pp- 65-67:— ;
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Table V
SRUTI NOMENCLATURE

- (Bharata and Sarngadeva)

Names of the Srutis.

Sapta svaras.

Tivra Kumudvati Manda Chhandovats

dar FHEA AT SeEEd

Dayavati Ranjani Ratika
FATA T T
Raudri  Krodha
TF ww
Vajrika  Prasarini = Priti Marjanz
T garRen hfw areen
Kshiti Rakta Sandipini  Alapinz
o ~
taf: - @ @ sreru

Madanti  Rohini Ramya
Agedt  QRwrt  w@ar

Ugra  Kshobhini

SAT EOn

Shadja

Rishabha

Gandhara

Madhyama

Panchama

Dhaivata

Nishada

The italicised names in the above Table are the niyata
srutis of the sapta svaras of the ancient scale ¢.e., they were
the srutis on which the suddha svaras of the ancient scale
were produced. In other words: sruti Nos. 4,7, 9,183,

5
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17, 20 and 22 were the niyata srutis, Svaras which
took other srutis were called vikrta svaras.

Table VI
SRUTI NOMENCLATURE
(Narada's Sangita Makaranda)

Names of the Srutis. Sapta svaras.

Siddha Prabhavati Kanta Suprabha Shadja
fagr  owWmEE WU @

Sikha Diptimati Ugra Rishabha
foar ffamat IAT
Hladi  Nirvirl Gandhara

ot ffad

Dirda Sarpasaha Kshanti Vibhati Madhyama

= e %JTFH'I ﬁn{ﬁi’:

Malini Chapala Bala Sarvaratna | Panchama
ARt TAUST AT AT

Santa Vikalini Hrdayonmalini Dhaivata
~ ~

Al Rt gFawATSAL

Visarini Prastna Nishada

Frarfot  a&mr




67

Table VII
SRUTI NOMENCLATURE
(Bhavabhatta’s 4dnupa Sangita Vilasa).

Names of the Srutis. Sapta svaras

Nandana Nishkala  Guda Sakala Shadja
q=zan frwar  TET "@FeT
Madhura Lalita Kakshara| Rishabha

AgT  IeA  FAU

Bhragajati Hrasvagiti | Gandhara

WA gEeia

Ranjika Chapara Parna Alankarini Madhyama
T Q@ qui SASHTIC
Kainik& Valita Tristhana Susvard| Panchama
FfowT  gfsar  mEqar @@ q
Saumya Bhashangika Vartika| Dhaivata
Siear g artas

' Vyapaka or Prasanni Subhaga| Nishada
SATTHT gEAT G

With the progress of the art, a few more srutis came
into use. Venkatamakhi in his Gundakriya Lakshana
Gita mentions 24 srutis, saying that the two extra srutis
were in vogue.

An interesting 18th cent. manuscript in the Tanjore
Sarasvati Mahal Library by name Meladhikara lakshana
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(MS. No. 11604) gives the following new, intelligent and
self-explanatory nomenclature for the 24 srutis :—

Madhyama

Table VIII
Parvanga, Uttaranga.

1. Shadja 15. Panchama

2. Prati Suddha Rishabha | 16. Prati Suddha Dhaivata

3. Suddha Rishabha 17. Suddha Dhaivata

4, Prati Chatusruti Risha- | 18. Prati Chatusruti Dhai-
bha (Pkﬁ Suddha vata (Prati Suddha
Géandhara) nishada)

5. Chatusruti Rishabha | 19. Chatusruti Dhaivata
(Suddha Gandhara) (Suddha Nishada)

6 P rati Sadharana | 20. Prati Kaisiki Nishada
Gandhara (Prati (Prati Shatsrut
Shatsruti Rishabha) Dhaivata)

7. Sadhirana Gandbara | 21. Kaisiki Nishada (Shat-
(Shatsruti Rishabha) sruti Dhaivata)

§&. Prati Antara Gandhara | 22. Prati Kakali Nishada
(Prati Antara Risha- (Prati Kakali Dhai-
bha) vata)

9. Antara Gandhara 23. Kakali Nishada

10, Chyuta Madhyama | 24. Chyuta Shadja Nishada
Gandbara
11. Suddha Madhyama
12. Aprati Madhyama
13, Prati Madhyama
14. Chyuta Panchams

—
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From this Table it will be seen that the two extra
srutis are srutis Nos. 8 and 22, These are the srutis bet-
ween the Sadharana and Antara gandharas and between
the Kaisiki and Kakali nishadas. These two srutis do not
figure in the scheme of 22.

This Manuscript is incomplete and its author too is
not known. With the 24 srutis as 24 svara sthanas, the
author has propounded an ingenious scheme of 4624 mela
kartas. There are 136 chakras, each chakra comprising
34 melakartas (136 x 34=4624), For each of the four
madhyama varieties there are 34 chakras or 1156 mela-
kartas. The scheme though of academic igferest is interest-
ing as showing the lofty heights to which the genius of
man has flown in the realm of pure musical theory.

(In passing it may be pointed out that the advocates
of the theory of 53 srutis assign 9 srutis for a chatusruti
interval (major tone), 8 srutis for a trisruti interval (minor
tone) and 5 srutis for a purna dvisruti interval (diatonic
semi-tone). Thus the intervals figuring in Sankarabharana
scale will according to them be :—

Oty 5 9 9 8 5 = 53
Modal Shift of Tonic.

The scheme of 22 srutis helped the ancient scholars to
discover new melas. Thus when a svara of the suddba .
scale was made to lose one sruti i.e., was flattened by one
sruti or was made to gain one sruti ize., was sharpened by
one sruti, a new mela resulted. Some interesting melas
were thus arrived at by the process of taking away or
adding one or twd srutis to the notes of the suddha mela.

Another process by which new melas were discovered
was the Modal Shift of Tonic. The tonic note or the
adhara shadja was shifted from note to note and when the
self same notes of the original suddha scale” were played
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with the new notes as shadja, different scales resulted. It
is common knowledge that when the Rishabha of
Sankarabbarana is taken as shadja and the same Sankara-
bharana svaras played, Kharaharapriya results, This
happens on account of the re-distribution of the intervals
amongst the sapta svaras consequent on the shifting of the
shadja. Likewise Sankaribharana’s ga as shadja gives
Todi; its ma as shadja gives Kalyani; its pa as shadja
gives Harikimbhoji; andits dha as shadja gives Nata
bhairavi and so on. The chaturdasa murchhanas re-
ferred to in Chapter IV were derived by the process of the
modal shift of ténic. Modal shift of tonic is referred to
variously as the process of graha bhedam, sruti bhedam
and graha svara bhedam.

The process of Modal shift of tonic can be applied
only to regularly symmetrical ragas like Sankarabharana,
Sriranjani and Mohana i.e., ragas whose arohana and
avarohana are exactly alike and possess the same svaras.
It won’t apply to an apparently symmetrical audava raga
like Maytradhvani (s » m p n s5—sn d m » s). Itis
an axiomatic truth that in this process, a sampurna raga
will yield only a sampirna raga; a shadava raga will
.¥ield only a shadava raga, and an audava raga only an
audava raga. A few familiar examples are given below :—

Mohana's Ri as Shadja
results in  Madhyamavati
”» Ga 3 Malkaus
” Pa ” Suddba Saveri
 Udayaravi
2 Dia 4 Chandrika
or

Suddha dhanyasi
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Hamsadhvani’s Pa ot Nagasvaravali
Nagasvaravali’s Ma 3 Hamsadhvani
Kiravani’s Ma o Hemavati

X Pa i Vakulabharanam

The process of modal shift of tonic when applied to
varja ragas will yield many startlingly new ragas hitherto
not thought of.

For practically solving problems relating to modal
shift of tonic, the student may get hold of a Jalatarangam
set and tune the cups correctly to the starting scale for a
compass of two octaves. The svarasthinas of the starting
scale might also be marked on the Vina finger-board and
the instrument utilised for experimentally solving the
problems relating to modal shift of tonic.

* x *

Scales of Equal Temperament and
Just Intonation.

Temperament means tuning. In the scale of equal
temperament, the sthayi is divided into twelve equal
intervals or semi-tones with the necessary consequence
that the frequencies of some of the svaras are either
slightly below or above their true ratios. In the scale
of just intonation, the notes are exactly true to their
pitch 7.e,, these notes are the acoustically corvect inter-
vals. This latter scale is the ideal scale. It is also
referred to as the scale of correct intonation, pure intona-
tion, true intonation and unequal temperament. In the
scale of just intonation all the consonant intervals are per-
fect. Equal temperament is a compromise between the
acoustically correct intervals and those required in
practical mmusic (European). The successive notes here
form a perfect geometrical progression and are separated
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from their neighbours by the same common interval. Of
the twelve notes of the sthayi in this scale, any two adja.cegt
notes bear the ratio 1: 1-05946. The equi-tempered semi-
tone becomes equal to 1.0594. The equi-tempered scale
offers an advantage to players of key-board and fixed-toned
instruments, since they are able to perform music on any
key (sruti). In such instruments, with the exception of
the shadja and its octave, the other notes are not truly con-
sonant. In India all music is performed on one key

(adhara shadja) and hence the scale of just intonation is
in vogue here,

In this connection, the unsuitability of hafrmonium
for playing Indian music might perhaps be pointed (?ut.
Not ‘only is it not tuned to the scale of just intonation,

but there is no provision for the playing of gamakas and
the subtle srutis,

Western musicians have so long been accustomed to
the artificial scale of equal temperament that they cannot

easily appreciate the subtle beauty underlying the natural
tones used in Indian music.

The following Table will give an idea of the varia-
tions in the frequencies of notes in the two scales.

Table IX.
SANKARABHARANA.
Svaras I s r g m ) d n $
gt 1 1125 1.250 1-333 1.500..1-687 1.875 2
Intom;j.ion {

240 270 300 320 360 405 450 480
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Svaras s r g m p d n §
Equi- 1 1122 1260 1-335 1498 1.682 1838 2
tempered

scale | (240 269-4 3024 3204 3594 4034 4534 480

Now that the student has become familiar with the
topic of 22 srutis, the significance of Bharata’s classifica-
tion of svaras into: Vadi, Samvadi, Anuvadi and Vivadi
will be appreciated. Vadi is the sounding note and sam-
vadi is the note consonant with the vadi. A samvadi svara is
separated from the vidi svara by 9 or 13 srutis i.e., it is at
a Panchama sthana or a Suddba Madhyama sthana from
the vadi svara. In other words, if the frequency of the vadi
svara=1, the frequencies of its samvadi svaras are 3 and
%. Thus between the vadi svara and the samvidi svara
there are either 8 or 12 srutis. When a vadi svara and its
samvadi svara (either its panchama or suddha madhyama)
are sounded together, the effect is pleasant and this is a
universal truth, Svaras which are related to the vadi
svara as antara gindhara § or siadharana gandhara £ are
called Anuvadi svaras. These svaras are sepma.ted from
the vadi svara by 7 or 6 srutis. Svarasat an interval of 2
srutis from the vadi are vivadi to one another: these are
mutually dissonant notes. The anuvadi svaras are neither
so consonant nor so dissonant in relation to the vadi
svara.

The vadi svara is the same as the jiva svara or the
amsa svara of a raga and is the most frequently occurring
note in a raga. It contributes to the melodic entity of the
raga. Vivadi svaras shonld never occur in succession
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Such svaras will destroy the melodic beauty of the raga.
Therefore chromatic scales are unknown in Indian music.
Ragas wherein two semi-tones occur in succession are
subject to vivadi dosha and lack the requisite quality of
rakti.

The 40 of the 72 melakartas which take one or
two of the following notes—Suddha Gandhara, Suddha
Nishada Shatsruti Rishabha, or Shatsruti Dhaivata—are
thus * vivadi melas. In those melas, the vivaditva is
_skilfully got over by playing one of the vivadi svaras with
gamaka. But there is no vivaditva in the case of two
semi-tones occurring around shadja and panchama,
since the one is a basic note and the other is a highly
concordant note. Thus n s r (kakali nishada, shadja
and suddha rishabha)can occur in succession; likewise
m p d (prati madhyama, panchama and suddha dhaivata)
can occur in succession, either in the ascending or des-
cending order. A phraselike P m m G wherein the
first o is a prati madhyama arnd the second m is a suddha
madhyama and ¢ is antara gandhara is also a good
combination and occurs in some desya ragas.

* Vivadi melas are the melas of the T and VII chakras, taking the
suddba gandbara - and the V1 and XII chakras, taking the shatsruti
rishabba (24 in all); and the first mela (taking the suddha nishada)
and thelast mela (taking the shatsruti] dhaivata). of each of the
remaining 8 chakras (16 melas in all) total 24 4-16=40.



CHAPTER V
GAMAKAS

Gamakas or agremens are present in some form or
other in all systems of music. In a melodic system of
music, they assume special importance. The effect
achieved by the harmonical accompaniment to a melody in
Europe is sought to be achieved here by the addition of
appropriate graces to the notes of the melody. Hence
every note is embellished here and sung. Plain note sing-
ing or the singing of notes unadorned, is a rarity. HKven
in ragas which are not sarva svara gamaka varika ragas
(i.e., ardha kampita or kampa-vihina ragas) the so called
suddha svaras or non-gamaka svaras are embellished to
some extent. This accounts for the continuous curve of
Indian music. The student becomes familiar with gamakas
even while learning the first lessons in music. In the
Maiyamalavagaula scale itself, he is taught to sing 77 and
dha with gamaka. Music without gamaka is like a moon-
less night, a river without water, a creeper without flowers,
and a flower without fragrahce. The artistic and polished
rendering of music consists in the notes of the melody
being decorated with appropriate gamakas. The difference
in the rendering of a piece by a senior musician and a
junior musician lies mainly in the charming, stylish and
graceful rendering by the former. Gamakasare a vital part
of Indian music and they serve to determine the melodic
character of a raga. They are the back-bone of ragas.
Two ragas with identical arohana and avarohana and
derived from the same janaka mela might yet differ from
each other on account of the characteristic gamakas present
in one raga and absent in the other. The same variety of



-

-gamaka appears with different degress of intensity, rapidity

76

\d [

and range in different ragas.

Gamaka is a comprehensive term meaning and
including not only the shakes but also the manipulation
of a note in any manner resulting in a musical effect.
In other words when the plain character of a note is
altered so as to result in a musical effect it is a gamaka.
There are gamakas peculiar to vocal music and some
peculiar to instrmmental music.

It will be difficult to indicate in notation all the grace
notes used in a musical composition, But persons con-
versant with the bhava and the true melodic picture of
ragas will supply the grace notes and shakes instinctively
and render the music in an artistic manner.

Parsvadeva, in his Sangite Samaya Sara defines
gamaka in the following terms :—*“ When a note produces
the colour of srutis other than those which are its own, it
is known as gamaka,”

Gamakas are found in the Vedic chants. Narada
siksha refers to the ten excellences of sacred and secular
music. Bharata in his Natyae Sastra speaks of various
-graces used in music. Matanga is the earliest to use the
term gamaka in his definition of ragas. Since the raga
concept crystallised into a definite shape from his time, it
1s but natural that the topic of gamakas should receive
-attention from his time onwards. !

Nanyadeva, in his commentary on Bharata’s Nawa
Sastra, Parsvadeva in his Sangita Samaya Sara, and
Haripila in his Sangita Sudhakara speak of seven
-gamakas. According to Parsvadeva, Sthaya is the state of
notes when blended with gamaka. Narada in his Sangita

-
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Makaranda refers to 19 gamakas. Sarngadeva, in his
Sangita Ratnakara enumerates 15 gamakas and gives
definitions for them. Govinda Dikshitar, Venkatamakhi
and many subsequent writers mention these 15 gamakas.
Somanatha in his Raga vibodha refers to many |gamakas
and gives notation for them,

Ahobala in his Sangita Parijate mentions 17 gama-
kas and defines them.

But later, a system of ten gamakas was propounded
and this has found wide acceptance, Some of the 25
gamakas Which are alike in essentials but differ in minor
details like range or extent of shake, magnitude, speed and
duration have been amalgamated and incorporated in the .
system of ten gamakas. The ten gamakas also include
some of the important alankaras mentioned in ancient

works.
Panchadasa Gamakas.
The 15 gamakas mentioned by Sarngadeva are :—
T THE: ﬁqﬁﬁf gaEe: |
g Wawg Rt i HE |
M ARl afeere Feerdl: |
. geifEm: gfdas qfwa giEaa |
i fafm: oERRE aRwad |
Brief explanations for these 15 gamakas are given

below :—
1. Tiripa (@5rég). Playing one of the notes of &
M.

phrase with some stress; as r in nsrs.
*

>

s
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2. Sphuwrita. A Janta svara phrase wherein the

lower note in between each janta svara group is faintly
heard. The second note of each janta svara is stressed.

3. Kampita. A large shake, The manipulation of
the note is such that there is not even the remotest sugges-
tion of the adjacent notes. (For example the ga of Atana,
Anandabhairavi and Dhanyasi.)

4. Lina. Merging of a note softly into another note.

5. Andolita. A free swinging; holding on a note
for sometime and then pulling the string or gliding on it
so as to reveal a higher note.

6. Vali. Producing the chaya of two or three notes

“ from the same svarasthana by deflecting the string in a

circling manner. This gamaka belongs to fretted instru-
ments like the Vina; (Ex. Kanada)

7. Tribhinna. This gamaka also belongs to fretted
instruments. This is produced by placing the left-hand
playing fingers on a svarasthinain a horizontal manner,
so that the fingers are in contact with the three strings,
Sarani, Panchama and Mandaram and then by plucking
the three strings with the right hand fingers either simul-
taneously or successively. When the notes in the three
sthanas are produced simultaneously, harmony results.

8. Kurula. This is the production from: a svara
sthana, of the note of another sthana with force.

9. Ahata. Sounding a mnote and then producing
another note without a separate stroke. (This is a Vina
gamaka,.)

. 10. Uliasita. Jara or glide. This is of two
kinds :—Ekku Jaru (a5 @7®) or upward glide and Digu

P
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Jaru (@p3s or@) or downward glide. This is obtained
by starting on a note and reaching a higher ora lower
note as the case may be, by gliding over the intermediate
notes without at the same time giving the impression of
the individuality of these intermediate notes.

11. Plavita. This is a variety of Kampita.

12. Gumpita. Called Humpita by Govinda Dikshi-
tar, This gamaka belongs to vocal music. The tone is
slender at the start and goes on increasing in both volume
and piteh like the notes of the ekkalam. The progres-
sion may also be the other way. Thus this gamaka is
another variety of Jaru.

13. Mudrita. Produced by closing the mouth and
singing.

14. Namita. Singing in a slender tone.

15. DMisritw. A misture of two or three of the above
varieties.

Lina, Andolita and Plavita are only varieties of
Kampita.

~ Although some of these gamakas appear to be similar
yet they differ from the point of view of their magnitude,
extent of shake, duration and speed.

Dasavidha Gamakas.

This is a later conception. Though the ten gamakas
are not exhaustive, they include within them the more
important of the Pancha dasa gamakas and a few of the
ancient Alankaras (see p. 81.)

ARG 3 TGEHRAFAT: |
ARATIRAA ARSI ||
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1. Arohana, a grace embracing notes in the ascend-
ing order; eg., s g m p d n s

9. Avarohana, a grace embracing notes in the des-
cending order; eg., s n dpm g r s.

3. Dhalu. Starting on a basic note and producing
the higher notes in conformity with the raga bhava. Thus
beginning on Shadja and sounding Panchama, beginning
on Shadja and sounding Madhyama, beginning on Shadja
and sounding Gandhara, beginning on Shadja and sound-
ing Rishabha (s P sM sG s R),

4. Sphurita and

5. Kam pz’ta‘.' (see above uunder Panchadasa gamakas.)

6. Ahata, a grace inherent in the phrase :—

e rg g m m p
7. Pratyahata, a grace present in the avarohana
krama of the previous example : —
sm nd dp P m.
8. Tripuccha. Svarasin triplets:—
$88 rrr iggg m m m etc.

9. Andola, Playing svaras in the following man-
ner :—

srsDd srsPp = srsMm
srsGyg srsRr (also see under Pancha
dasa gamakas).

10. Murchhana. Starting on Shadja and proceed-
ing regularly in the drohana krama and finishing on the
+ dirgha nishada ; then starting on rishabha and proceeding

likewise and finishing on the dirgha shadja and so onm
thus: —

srgmpdN rgmpdnS gmpdnsR
mpdn.s'r'G pdn37gM
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All gamakas can be grouped under two heads : —

(@) Rava (vibrato) type, like the sphurita and
tripuchcha and

(b) Jaru (portamento) type, like the Kampita,
Lina, Andolita, Vali, Ullasita and Humpita.

Mudrita, Namita and Misrita belong to both the
above groups.

The famous ata tala varna * Viribont” in Bhairavi
raga contains all the dasa vidha gamalkas treated of above.
These ten gamakas comptise graces common to both vocal
music and instrumental music, but there are many subtle
gamakas characteristic of vocal music and instrumental
music (vina, violin, flute and nagasvaram), which are not
covered by these ten gamakas.

Alankaras L

Alankaras were beautiful groupings of notes or svara-
group patterns and they adorned the music of ancienf
times just as gamakas do in modern music. In ancient
works we find great importance attached to the topic of
alankaras. The Vayw Purana mentions several alan-
karas. Dattila treats of varnas and alankaras in his book.
The later works do mot treat of alankaras because they
were merged into gamakas.

Alankaras are the artistic grouping of svaras according
to the sthayi, arohi, avarohi and sanchart varnas :—

o Q. . . -
ARmETgETeRR T |
Arohi varna was a phrase wherein the notes were in
the arohana krama,as s 7 g m ¥
' Avarohivarna was a phrase wherein the notes” were
in the avarohana krama,as m g 7 §
G
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Sthayi varna was a phrase wherein the same note
was repeated as: s S s s ¥ ©.r r or' when a
Teturn was made to the original note from which the
start was madeas: s r s, _r g r etc.
Sanchari varna was a mixture of all these forms,

Alankaras were idiomatic groupings of varnas. A
collection of varnas constituted an a.hnkma. Alankaras
were innumerable and they were given technical names
in ancient works, Some of the more important ones are
given below :—

Table X
Type of .
A]Z&]kﬁ:l‘& Technical Name Examples.
Prasannadi SSs
Prasannanta 1888
H:Prasa.nni-dyanta SSS
§ th2yi . __ ! Pracanna madhyalS S S
Alankara ! S
] Bhadra srs8 rgr, gmg
Nanda ssrrss,v 'rrygr'r"
L Jita sgrs, omgr gpmg
Bindu $8s7, 7rrg, gggm
m m m p ete. :
> Trivar
e rivarna s rgggbg, rg n:nm f):lzd .
Alankara ] PR p
;. Akshipta Ssgg, rrmm, ggpp
: Hasita s, *7, ggg, mmmm

PP RRP K.

L
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Arohi alankaras when -rendered in the avarohara
krama will furnish examples for the,corresponding ave-
rohi alankaras. \

Udvahita srgr, rgmag,
gmpm, mpdp
Sanchari || Hladamana Sgrs, rmgor
Alankara gpmg,mdpm
Udghatita sRpmg R,
rGdpmG

It will be interesting to note that the suladi sapta
tala alankaras had the following names :(— »

Indranila, Mahavajra, Nurdosha, Swa, Kokila,
Avarta, Sadananda.

Tana

A topic that is relevant to the subject of alankaras is
tana. Tana means the permutation and combination of
svaras.

Suddha tanas were phrases wherein the svaras ascen-
ded and descended in a regular order. These were 84 in
number. .

Kata tanas were phrases wherein the svaras occurred
in an irregular (vakra) order.

Sampurna tanas contained all the seven svaras;
whereas the asamp@rna tanas consisted of 6, 5, 4, 3 and
2 svaras.

_With two svaras, the possible prastaras are only two;
- thus with 2 and » only s» and rs are possible.

A

v

™
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With three svaras, the possible prastiras are six : thus
withs, » and ¢ wecan have s 7 g, 8¢9, 8gr, gsr,
rgs and g7s. ;

. With four svaras s, 7, g and m the possible

- prastaras are twenty-four (6 x 4)= 24,

With five svaras, s », g, m and p the possible
prastaras are (24 x 5) =120,

With six svaras s, 7, g, m, p and d, the
possible prastaras ave (120 x 6) = 720.

With seven svaras s, », g. m, p, d and » the
possible prastaras are (720 x 7)= 5040,

All  these svara.prastaras which are of academic
interest are worked out in full detail and presented to us
by Sarngadeva in his Sangita Ratnakara, Vol. II,
Appendix IT.

The samparna and asampirna tanas total : 5040 +
720 +120 + 24+ 6 +2=5912.

Nashta (lost) was the process by w]:uch the’ form of a
given kuta tana was determined.

Uddhishta (desired) was the process by which the
serial number of a given kuta tina was determired.

Somanatha in his Raga Vibodha apphed ‘the prin-
ciples of Nashta and Uddhishta with reference to his
ingenious scheme of 960 melas. The Nashta process
helped in the determination of the svaras that figured in a
mela. Uddhishta helped in the determination of the
serial number of a given mela. :

The application of the Katapayadi formula to the

72 melakarta scheme furnishes an 1%terestmg later a,nalog&
to the Nashta and Uddhishta processes.

'@ 2 A~

e ®



CHAPTER VI.
TALA

In the use of innumerable time-measures, Indian music
stands without a parallel. The talas used in the music of
all the other countries will form buta small fraction of
the numerous talas used®in India. -Tala is to music what
metre is to poetry. Tala is a regulating factor in musical
compositions. Just as amongst the large variety of metres
only a few are used by poets, so also composers use only
a few of the innumerable varieties of talas. The other
talas belong to the sphere of pure rhythm. Some of them -
are used in pallavis and in dance music of an advanced
nature. Most of the complicated and unwieldy time-
measures are of interest as pure talas. There are mnemo-
nics and jati patterns to describe them and emphasise their
individual character. The possibilities of the hitherto uin-
explored region of pure tala are enormous. Evenas a
musician takes up a raga for esposition and gives a
beautiful alapana, so also a mridangam player or the
player of some other percussion instrument is able to
take up a tala for treatment and give a good exposition of
the same. In sucha tala discourse, one can notice distinct
sections like, the introduction, body and conclusion corres-
ponding to the akshiptika, raga vardhant and other stages
of a raga alapana. The mridangam player has ample
opportunities of showing his creative skil in this sphere of
the art just as a singer or an instrumentalist, in the sphere
of manodharma sangita. His solo display on the chosen
tala offers a real intellectual treat and the pleasure that a
rasika derives on such occasions can hardly be described.
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Rhythmical music is as old as man. Itis of wider
appeal than non-<rhythmical music. When the primitive
. man danced in .ecstasy, rhythm came into existence.
Rhythm gives a stability and form to music. It also
lends colour and attraction to it. The dullness or brisk-
ness of a piece is dependent to some extent upon its
laya.or tempo. Rhythmical mugic is capable of being
recorded in notation and passed on to the succeeding
generations. Tala forms the backbone of the Naitya
Sastra. Itis common knowledge that ina dance concert,
when, after the long drawn-out padam, the tillana is taken

up, the audience sits up with enthusiasm and takes great
interest in the rhythmical item.

Many standard Sanskrit works on music have chapters
devoted to tala. Such works as Tala Lakshana, Tala
Vishaya, Tala Vidhana, Tala Samudra, Tala Dipika and
Tala Lakshana Sangraha treat of tala alone. Works
like Suddhananda Prakasam, Raga Tala Prastara and
Raga Tala Chintamani deal with the subject of tala at
length. There are references to tala in non-sa.ngitji litera-
ture like the Silappadikaram, Pattuppattu, Kalladam
and Purananuru. T .

The 108 talas are older than the 35 suladi talas. All
the shadangas occur here. The mode ef reckoning by
angas or matras is applicable only to the 108 talas. The
laghu in the scheme of 108 talas is only of the chaturasra
type. The 108 talas as traditionally handed down include
the 5 margi talas which appear at the commencement of
the series. The laghu, guru and pluta alone occur in
these margi talas and not the other three angas. The
slokas for the 108 talas clearly mention the order of suc-
cession of the angas for each tala. Sometimes the angas are
referred to by their initial letters and synonyms,
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TABLE XI
Synonyms for the Shadangas

Name of the Anga. Synonyms,
Anudruta  ...| Ardhachandra,: Virama. :
Druta Bindu, Chakra.

Laghu ...| Chodya, Bana, Sara.
Guru ...| Yamala, Vakra, Kana. .
Pluta ...| Tripura, Dipta, Vadya,
Kakapadam ...| Nissabda, Hamsapada.

In the slokas, the constituent angasare given in
ganas in many pl aces. The 8 ganas and their angas are
as follows :—

Ma gana means a group of angas like 888
Bha gana i il
Ja gana % 181
Sa gana = 118
Nea gana 3 L1k
Ya gana 2 1 88
Ra gana i 818
Ta gana ¥ 881

The Laghu, Guru, Pluta and Dhruta are sometimes
referred to as La, Ga, Pa, Dha. Representing the consti-
tuent angas by their initial syllables, synonyms ‘and
ganas is an intelligent device found also in the Sangita
Ratnagkara and other works.



88 ¢
A few specimen anushtup slokas for the 108 talas
are given below to illustrate these points. The numbers

at the margin of the slokas relate to the serial numbers of
the talas in Table XII.

3, 4 R AR WTITE T |
WA CEARR: QTR O ||
24,25 T WG] TeYAE (A SHIA: |
fefiRy @ @ o geE ||
26,27 32ZA @31 N TS FAT I |
FN 3} YEAA TG ]
28,29  FFEAF W WA SFENE: |
afegd R faamt W@Ea: )
40, 41  FGCH Z55 A RRT: |
> fdEs 1 Ao ||
44,45 TFH WOLA A FEEETH |
| AT TR ||
46,47 TR FA AO TAEEORS |
WO T FHH AT ||

- 52,53 PRFdes 9 GO |
FFSEES g Teu: R ||



R .
84, 85 ag&@rﬁqﬁm%?nmw% [
formr 25 g @ |
99,100 3} FA! AT AR a1 |
TS #Faa & w5 <A |

Tala Prastara krama

Since there ought to be a minimum of two akshara-
kalas to constitute a tala, the anudruta by itself cannot
form a tala. The anudruta will not occur -at the com-
mencement of a tala nor along with the guru, pluta and
the kakapada. It will appear only in conjunction with the
laghu or the drutam. Kakapadam will neither occur at
the commencement nor in the middle of a tala; nor will
it occur before the guru and pluta. It will occur only
after the druta and laghu. The four angas druta, laghu,
guru and .pluta may occur either at the commencement or
the middle or the end of a tala.

In addition to this formidable array of 108 talas,
some other complicated talas have been added by later
lakshanakiaras. Ramananda tila of Raghunitha Naik
and Sarabhanandanam of Syima Sastri are instances in
point. Sarngadeva in his Sangita Ratnakara mentions the
5 Marge talas and 120 Desi tulas. Most of his desi talas
figure in the scheme of 108 talas. Those of his desi
talas which do not find a place in the scheme of 108 talas
and other talas mentioned in standard works are given
on pages 101 and 102.



TABLE XII

The Ashtottara Sata (108) Tala Chart i
J Duration of an
et avarta. Total
51\31‘(')‘“1 Name of the tala. Constituent angas. SRR VRN number
: M”tl' 5 Akshara- of angas,
’ e e .,.,,AA,,,,& e kalas
- 1 | Chachchatputa 88 | 8 1
2 | Ghachaputa o 81 | 8 ‘
. i ’ i
3 | Shatpitaputrika 81| ‘Berdls s - Margi Talas
’ 1 ] e
4 |Sampadveshtaka ... 8 8 8 8 8 ' G
5 | Udghatta el o ¥ v8.'8 18 J 7o
£ .6 [Adi | 1 4 14
7 | Darpana el 0O 0 8§ \ 3 12 3.




10
11
12
13
14
15

16
: 17

718

Charchari

Simhalila
Kandarpa
Simhavikrama
Srirm'lga,

Rati lila
Ranga tala
Parikrama
Pratyanga
Gaja lila
Tribhinna

@0 O s 0.0y |00 |

. [10°0 QRO 0 08O ) |

00y |00y |
[ 0--0 O

| 0 0]8S8
bt 8 88| 8] 8 &

D~

0|

O O 0 O 8
4] Y5788
88 81 |

o [
| 8 &

18

72




The Ashtottara Sata (108) Tala Chart—(Cont.)

f Duration of an [

avarta, | Total,
Sl‘i;;f‘l Name of the tala. Constituent angas. 3 'gtpax,ﬁbel:
. Wiy Akshara- ot
T e NG kalas
19 | Viravikrama | O O 8 4 16 j' 4
20 | Hamsa lila R R 2% 9 ' 3
21 |Varnabhinna Q=00 -8 ; 4 16 J 4
22 | Rangadyotana 8.8 #8458 : 10 40 | 5
923 |Rajachudamani R 0 Th e Wk S TR O R [t TS 8 32 r" 9
24 |Raja tala 880 0G8]8 ' 12 @8 | 7
95 |Simbavikridita ... TR A S 68 9’
26 | Vanamali O 0O0OO0O| 0O 8 6 24 8
27 [Chaturasra varna ... 8IS0 1058 8 | 32 (i. '
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28
29

30
31
32
33
34
35
36

37

38

Trayasra varna
Misra varna

Rangapradipa
Hamsanzda
Simhanada
Mallikamoda
Sarabha 11la
Rangabharana

Turanga lila
Simhanandana

Jayasri

0= 70 5 ). '8

(020 0R00 ) =000 0 )

i}

l @6 050Gy

8858 58
g0t B
Fgie |8
=0 0%0 .0 0
b € 0 o O
881 |8
’ 00!
(8 8|8 | 8.0 0 gs
L3 isa 8 ]
;_Sl | 8

6

63

128

32

ES N

n

18




The Ashtottara Sata (108) Tala Chart—(Cont.)

Duration of an O
o avarts. . Total
Serial | Name of the tala. Constituent angas. e i number
No. in Aleshar of angas.
Matras o
T kalas
39 | Vijayananda lEma]e8e 88 8 32 5
40 | Prati tala i 0O 0 2 8
41 | Dvitiya OO 2 S 3
42 | Makaranda (056 7EEH [H IS 1 6 24 6
43 | Kirti 8 8.8 8 12 48 6
44 | Vijaya 88818 9 36 A
45 | Jayamangala | 8 8 | 8 8 12 48 ’6
46 | Rajavidyadhara [ +87.0.20 4 16 4
47 | Mathya B 8 32 7




48
49

Juya
Kudukka ;
Nissaruka

Krida

‘\ Tribhangi

Kokilapriya
Srikirti
Bindumali
Sama tala
Nandana
Udikshana
Mattika
Dhenkika

8
8§ 0
|

|

8 1 |

0O O O
[EQFA0 "y

0.0

8

8

<6

Cwa W Sy oo W =

<




The Ashtottara Sata (108) Tala Chart—(Cont.)

&

| Duration of an |
el avarts, Total
Serial |  Name of the tala. Constituent angas. | ————————| number
No. in of angas.
M‘ltrms Akshara- g
kalas g Yl
61 | Varnamafttika @0 e O } 3 12 5
62 | Abhinandana e [Z25010 . 8 5 20 5
63 | Antarakrida . (O 0 e R ‘ 1% 7 4
64 | Malla taln SR e [ 51 21 7
65 | Dipaka (@ o R e 3 I 7 98 6
|
66 | Ananga et S e Sl R 8 32 o
67 | Vishama wi0770= 0 -0y 1050 0700 4% 18 | 10
|
68 | Nandi gt 8 L 6 24 | 6
69 | Mukunda O T @ 5 20 ‘ oK

A =%



70
71
72
73
T4
75
76
77

- 78

79
80
81
82

Kanduka,

Eka tala

Ata tala

Purna kankala
Khanda kankala
Sama kankala
Vishama kankila
Chatus tala
Dombuli
Abhanga

Raya vankola
Laghusekhara

Pratapa sekhara

B8] e
(0}
[0 O
0 00O 8|
O O 8 8
8 8 |
|38 B
8 O O O
POty
| 8
818 0O
B
BIOOU

e

(13 (14 (74

(S

D W B W W A O = O

(24

B~




The Ashtottara Sata (108) Tala Oha,rt-—(Conid,)'

Duration of an

: avarta. Total

Sl\?f)ml Name of the tala. Constituent angas. —5 | number
¢ M.Ltras Akshara- | °f angas.

kalas

- 83 |Jagajjhampa 8 O 0O 0 3% 15 5
84 |Chaturmukha Bl 8 7 98 4
85 | JThampa 0O 0 v | 2% 9 4
86 |Pratimatya Ji=%| a8z 8 Al 8 32 6
87 |Garugi O 0 O0O0O0 yu 23 11 6
88 | Vasanta Pl #8588 9 36 6
89 |Lalita O 0| 8 4 16 4
90 |Rati tala | 8 3 12 2
91 |Karana yati O 00O 2 8 4



92
93
94
95
96
97
98
99
100
101
102
103
104

Yati

Shat tala
Vardhana
Varna yati
Rajanarayana
Madana
Karika
Parvati lochana
Srinandana
Lila
Vilokita
Lalitapriya
Jhallaka

o et
000O0O0O
o B
|8 8
0.0:1 8 |8
00 8

00 0 0 v

Jooj0088 ]| |8]

81} |8
0] 8
| 810 0.8

(V24

TSR s [ 0 0 Rl O § AR )

15

IS
W =3

= o =3

14

or W
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The Ashtottara Sata (108) Tala Chart--(Contd:)

s Duration of an
; avarta. Total
SIS“”'] Name of the tala, Constituent angas. | = number
(25 o tmq Whbias of angas.
A kalas A
105 | Janaka [ fisnias| 32858 48 9
106 | Lakshmisa 0 0 | 24 5
107 | Ragavardhana 2 O 0 v O 8 ‘ 43 19 5
108 | Utsava 8 | l 4 16 ] 9

Note—The first five tilas in the above Table are referred to as Pancha talas :—

TREAMIE: ROAATIFR | SR I5Eqe: = S ||
The Sangite Samaya Sara of Parsvadeva and the Sangita Makaranda of Narada
give a list of 101 talas. The two works were written prior to the Sangita Ratnakara.
The above Pancha talas figure abthe commencement of the series in both the works and the
tala names and lakshanas are given in anushtup slokas. -
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The author of Sangita Chandrika has made the
ingenious statement that the 108 talas can still further be
expanded into 540 talas by introducing the laghu jati bheda.
This statement will not bear a moment’s examination. In
the first place, there are many talas amongst the 108-
group, which do not possess the laghu at all ; Ex. Ranga,
Krida, Bindumali, Pratapa sekhara, Karana yati, Shat.
tala and Madana. Secondly the fiction of the laghu jati
bheda was introduced in order to expand the later simpler
system of Saladi sapta talas into 35 talas. So it is histori-
cally untrue to say that the laghu in the 108 talas admits
of jati bheda. Itis however possible to expand the 108 talas
into 540, by introducing the gati bheda.

A few talas are known by dual names .—

Makaranda  is also known as Mahananda

Gaja lila o Jaga lila
Matya - Vira matya
Vardhana tala 5 Ratna tala
Raja nariyana o Narayani
Madana tala 77 Matanga tala
Vilokita it Vilopa

Other talas

Vakra tala (also called mati guru), Gaja jhampa (also
called Sekhara jhampa), Nissabda tala, Divya tala, Anya
mukundam, Druta sekharam, Jaganmohana, Sabha lila,
and Trimartika are some of the other talas mentioned in
later works.

The Tamil work, Bharata Sastiram, makes mention
of the following nine talas or Nava talas :—

1. Ari talam—eyfgraris.

2. Aruma tilam—ey@wgrario.
3. Sama talam—ewgrerid.
4. Jaya talam—gugmerid.
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Chittira talam—&s @ rsror.d.
Duruva tilam—s@asrero-:
Nivirtta talam—mafiggsraro.
Padima talam—ugwgrario.
Vida talam—edsraris.

The Pingala Nigandu mentions the following nine
- talas :—Sama talam, Aruma tdalam, Ata tilam, Padima

talam, Jaya talam, Mattiya talam, Vida talam, Nivirtta
talam and Duruva tilam.

The Tamil MS * Tala Samuttiram of Vanapada
Chiidamani mentions the following talas :—

Varma talam—(aiwgrartb)

Vasava sankina vizh—(aFe sosrear arg)

Sannivisanni chakram—(sarefarssrel ¢$srib)

Lakshmi talam— (a8 srerid)

Sirnchchi—(2ovs&)

Peria siruchchi—(Qufiw &s8)

Arodi mattam—(.g@rr S’ ib)

Netta mattam—(@5gs0 L tb)

Prakisa mattam—(9rsrewCib)

Anya tala—(gsraflwsrerd)

Peddabharanam—(Qusgruremib)

Virpuram— (& pyrib)

Vanama tilam—(aerwsreri)

Kumba talam— (g srarib)

Parna kumba talam—(gioor @tougrarin)

Anuma kumba talam—(syeuw g grerid)

Vana kumba talam—(aergbugrar)

Vainava talam— (a/srasgrarth)

Jayarama talam—(gworw srorib)

Ravi mattaiyam—(refocsnwib) ete.

© o o

*This is only-a 17th cent, work, since the author refers to the
suladi sapta talas and also mentions the work Sangita Sudhanidhi.
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Hamsa lila, Hamsa nada, Simha nada and Simha
nandana are respectively known in Tamil works as, Anna
lila, Anna nada, Singa nada and Singa nandana. :

The Navasandhi talas are :—Sobrama, Sama, Matta<
vana, Pirangani, Manana, Nava, Boli, Kottari, and Dengi.

The Sangita Ratnakara mentions the following
talas in his list of 120 Desi talas :—

Tritiya tala Simha tala

Chaturtha tala Prati Manthaka

Panchama tala Karuna tala

Nissanka 11la tala Sarasa tala

Yati lagna tala Chanda tala

Varna tala Chandra kala

Trayasravarna Rija tala Laya tala

Misravarna Raja tala Skanda tala

Chaturasravarna Raja tala  Dhatta tala

Mantha, tala Dvandva tala

Mudrita Mantha tala Kuvindaka

Krida Talaschanda Kaladhvani
Nissaruka tala

Manthika tala Gauri tala

Varnamantika tala Sarasvati kanthabharana tala

Kankala Bhagna tala

Parna tila Raja mruganka tala

Khanda piirna Raja Martanda tala

Sama ptrna Nissanka tala

Vishama plirna Sarngadeva tala

Kumuda tala

Gaja tala

The Telugu MS Raga Tala Chintamani (17th
cent.) mentions 124 talas. This list contains the follows
ing talas not mentioned by others :—Navamali, Kundara,
Jhanjhata talam, Jayamukham, Marmaka, Bhadra banam,
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Ghana matyam, Jaya sri bhakara matyam, Prakirti,
Madhyaka, Digvijayam, Khanda varnam, Bhinna Chatur-
mukham, Trimatra and Navabharanam,

Kurucha Jhampe, Erukala Jhampe, and Vinayaka
tala figure in Yakshaganas. :

The Vinayaka tala has the following angas :—
TWRIERUET TREH AT, |
FIHATRS AR |

88 B I8 g s

The Netta mattam—(@sss wicib) had the following
angas:—

8-l 88 "+

Jhompata tala is the name by which the adi tala is
referred to in the works of the medieval period. In the
Kathakali literature, this tala is known as cempata.
Atanta, Muriatanta and Panchari are respectively the names
for the Ata tala, Triputa tala and Rupaka tala in the
Kathakali literature,

Thus it will be seen that in addition to the 175 talas
and the 108 classical talas, there are more than a hundred
talas mentioned in earlier works, with their constituent
angas and lakshanas,

In addition to these, Tachur Singaracharlu in his
Gayaka Lochanam, mentions another set of 108 talas and
alsoa set of 54 talas. :

The Tiruppugazh songs of Arunagirinathar stand as
authoritative lakshyas for most of these talas. But for his
songs, these talas will remain as mere names to us.

In recent times, an ingenious attempt has been made

" to give a new set of 72 talas based on the nomenclature of
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the 72 melakartas i.e., Kanakang: tala, Ratnang: tala
Ganamurts tala, Vanaspati tala ete., The valaes of the
component syllables of the tala names, on the basis of the
katapayadi formula were taken into accounta nd consti-
tuent angas given accordingly.

Classification of Talas.
arEEt Taem aEisal FEE A
AR HE]: FAME A |

Talas ave classified into Margi talas and Desi talas.
These again admit of the divisions: Suddha, Chaydlaga
and Sankirne. The significance of these terms in the
sphere of raga classification has already been referred to.
In the sphere of talas also, they convey the same meanings.
Thus Simhanandanae is an instance of a sankirna tala,
comprising as it does of the following six talas :(—
Chachchatputa, Rati tala, Darpana, Kokilapriya, Abhanga
and Mudrika, (Mudrika= 8 | [ +).

HTE WAR! 39T FFSEA |
F gEF dRl 924 [deEa ||

The Simhanandana is the longest of the 108 talas.
Patnam Subrahmanya Iyer is reputed to have composed
and performed a pallavi in this highly complicated tala.
Maha Vaidyanatha Iyer has composed a tillina in this
tala. There is also a gita in this time-measure.

Tala Dasa Pranas.
sEad N EEAREIT 3 |
GaE, A ZR90: 8§ FeEaE: |
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The process of the union and separation of the two
hands and in accordance with the ten elements of musical
time (tala dasa pranas,) is known as tala.

The more important of the dasa pranas have been dealt

with in Chapter IV of Book III. The other pranas will
now be treated of,

1. KALA, The first prina Kala, helps us to have an
idea of the duration of the shadangas in absolute time.
The minute divisions of time suggested by the units:
Kshana, Lava, Kishta, and Nzmasha, are too subtle and
are only of academic interest. The other 8§ units come
within the pale of practical music.

Drive a needle through a layer of 100 lotus petals ;

the time taken by the needle to pierce one of the petals is
called Kshana, (Kshanam is referredto as kanam in some
vernacular works;. Some works mention 108 lotus petals
in the place of 100.

8 such kshanas malke 1 lava

8 lavas s 1 Kashta

8 Kashtas 4 1 Nimisha

8 Nimishas 2, 1 Kala

2 Kalas W 1 Chaturbhaga
2 Chamrbhigas T 1 Anudrutam
2 Anudrutams 55 1 Drutam

2 Drutams 3 1 Laghu

2 Liaghus ” 1 Guru.

3 Laghus 7 1 Plutam

4 LAGHUS ” 1 Kakapadam

Of these twelve units,
Sukshma Kalas and the res

2. MARGA. This el
construction of g musical

the first six are referred to as
t as Sthula Kalas.

ement relates to the rhythmical
composition and helps a person.
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to reckon the tala accurately. It also helpsin the writing
of pieces in correct notation.

There are the Shanmargas: Dakshina, Vartika,
Chitra, Chitratara, Chitratama and Ati Chitratama.
Of these six margas, the first three are useful in the sphere
of Pallavi. The other three occur in kritis and other
musical forms,

Dakshina Marga is a case wherein there are 8 matra

kalas for a talakshara or count.

Vartika 1 4 2]
Chitra - 5 2 ”
Chitratara i 1 1
Chitratama 35 3 s
Ati Chitratama o i ”

Fxamples of kritis in the Chitratara margae are i—

Evarani (Devamrutavarshini) Tyagaraja.

Darini telusw (Suddha Saveri) 5

O Rangasay: (Kambhoji) 5

Saroja dale (Sankaribharana) Syama Sastri

Emani ne (Mukhari) Subbaraya Sastri

Epudu krupa (Mukhari) Patnam Subrahmanya Iyer.

Examples of kritis in the Chitratama marga are:—
o I vasudha nt vanti (Sahana) Tyagaraja

Raghu nayaka (Hamsadhvani) ,,

Ninw vina gati (Balahamsa) Mysore Sadasiva Rao,

Mari vere (Sha.nmukhaprlym) Patnam Submbm%nva

yer.

Sankalpamettdio (Kharaharapriya) 2

Examples of kritis in 4¢; Chitratama marge are:—

Manasa etw (Malayamarutam) Tyagaraja

Oka mate (Harikambhoji)

Sri Maha Ganapati (Gaula) Muthuswamx Dikshitar

Ramayikae (Sahana) Patnam Subrahmanya Iyer
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When a piece like Korina vara mosagu of Patnam
Subrahmanya Iyer in Ramapriya raga, is counted in the
Trisra jati Eka tala, instead of in the Chaturasra jati
Rupaka tala, it becomes a case of Chitratama marga.

3. KRIYA. Sasabda kriyas and Nissabda kriyas
have already been referred to in Book IIL.

There are the Marga kriyas and Desya kriyas, each
of which admit of the Nissabda and Sasabda varieties :—
Marga Kriyashtakas :—

Nissabda group (four) :—

Avapa : lifting up the hand and folding the fingers
as in counting,

Vikshepa : Unfolding these fingers.

Nishkrama : Moving the arm towards the right.

Pravesa  : Bringing the arm down, making an

anti-clockwise movement.

Sasabda group (four) :—

Dhruve.  : Snapping the fingers ; cauterization.

Samya . Striking on the right-hand palm with
the left hand.

Tala : Striking on the left-hand palm with

the right hand, 5
Sannipata ;. Bringing the two hands right in front
of the face and clapping simultane-

ously.
Desya Kriyashtakas i —
Dhruvake : Cauterization without producing sound.
Sarpini . Moving the arm to the Jeft.
Krushya : Moving the arm from left to right.
Padmini : Moving the band downwards with the

s palm turned downwards.
Visarjita : Stretching the hand outwards.



109

Vikshipta : Closing in of the fingers.

Pataka  : Moving the hand upwards.

Patita : Bringing the hand (that has thus been
moved upwards), downwards.

Dhruvaka according to some scholars is a sasabda-
kriya, but this view has not got much support.
4. ANGA. Shadangas and Shodasangas-See Bk. I1L.

The shadangas are expanded into saptangas by the
inclusion of druta sekharam (3 aksharakalas). Thus the
akshsra units of anudrutam (1), drutam (2), druta sekha-
ram (3), and laghu (4) have their counter-parts in the
matra units of: Laghu (1), Guru (2), Plutam (3), and
Kakapadam (4).

5. GRAHA. See Book III, Chapter IV,

6. JATI. The five jatis of the laghu, wvis:
Chaturasra, Trisra, Misra, Khanda and Sankirna have
already been referred to, Let it be noted that the Chatu-
rasra plus Trisra (4+3) gives the Misra (7) jati; Misra
plus trisra divided by two (7T+3)+2 gives Khanda (5); in
other words half of the sum of misra and trisra is Khanda;
Khanda plus Chaturasra yields Sankirna 5+4=9,

These five kinds of laghus are also known as:
Manushya laghu (Chaturasra); Svarga laghw (Trisra);
Hamsa laghw (Misra); Desya laghw (Kbanda); Chitra
laghw (sankirna).

N.B.—The mention of the jatis in the above order
not only suggest the relative importance of the five laghus
in musical compositions but also indicate their distribution
in musical compositions and the probable order of their
evolution.

Five other advanced jatis associated with the laghu
‘are given in the following Table:—



Table' XV

Name of the laghu.

Duration in

Mode of reckoning.

Divya sankirna laghu

Misra sankirna laghu
Desya sankirna laghu

Misra desya  sankirna
laghu

Desya suddha sankirna
laghu

Matras AE;?; Sl: o
13 6
2 8
2% 10
3 12
4 16

Beat+5 finger counts (i.e. count-
ing from the little finger on-
wards in the direction of the
thumb).

Beat + 7 finger-counts.

Beat+9 finger-counts.

Beat + 11 finger-counts. F

Beat + 15 finger-counts.

Note.—The above b laghus are also known as:

(10), Vadya laghu (12) and Karnalaka laghu (16).

Divya laghw (6), Simha laghu (8) Varna laghu



111

o

Thus the ten jatis or varieties of the laghu have ten
distinctive names.

7. KALA (#&r %%) This term signifies the minor
unit or the fractional unit of a tala akshara.

Eka kala is a case where there is only one kala or
minor unit for each tala akshara; in other
words, there is only one svara for each
kriya of the tala.

Dvikala, is a case where there are two aksharas for
each kriya.

Chatushkala, is a case where there are four aksharas
for each Kriya.

A Chaturasra laghu in the Chatushkala style will have
16 kalas. But the same Chaturasra laghu when sung in
Trisra jati will have only 12 kalas. Thus the duration
value of a kala is variable.

Therefore, kala is a variable unit of time-measure,
whereas the matra or the akshara is a fized unit of
time-measure,

8. LAYA (See Chapter IV, Book III).

9. YATI. This prana relates to the disposition of
the several angas ina tala. The rhythmical design or
pattern of a tala as evidenced by the sequence :of its con-
stitutent angasis yati. If the magnitude in duration of
the constitutent angas is taken into consideration and
viewed graphically, Yati patterns will be self-evident.

Yatis are of six kinds :—
Sama, Gopuchcha, Srotovaha, Damaru, Mridanga
and Vishama. Of these, the first three alone are mentioned

in the Sangita Ratnakara, Srotogata is the term occur=
ring in this work for srotovaha.
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1. Sama yati. This is a case, wherein the angas
that occur are of the same character. For ex.

WU\ R e o e R e

On account of this homogeneous character, this is
referved to also as Pipilika yati. (i.e,, like the ant row)

2. Gopuchcha yati (cow’s tail), This is a case
wherein angas of diminishing magnitude occur. Thus the
figure is broad at the commencement and gradually
narrows down towards the close ; Examples :—

Note.—The svaras given as examples below should be
sung in Sankarabharana. When the ends of the lines in
illustration (c) are connected, the completed figures will
give visual pictures of the respective Yatis.

K

(6 & B0

= ¥

A parallel instance in sahitya is furnished by Muthu-
swami Dikshitar’s Kriti in Ananda bhairavi raga ; Tyaga-
raje yoga vaibhavam, wherein the subsequent treatment
is as follows:

Tyaga Raja yoga vaibhavam
4ga Raja yoga vaibhavam
Raja yoga vaibhavam
Yoga vaibhavam
Varbhavam
Bhavam
Vam

L
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3. Srotovaha yati (river). This is the converse of
the above. The figure is narrow at the commencement
and gradually widens out towards the end like a river.
Examples :—

@ 0 | 8 8

BiEm e D, N Ry,
@)

v

A parallel instance in sahitya is furnished by the
same kriti of Muthuswami Dikshitar wherein towards the
close we have the following sequence :—

Sam
Prakasam
Svarupa prakasam
Tatva svarupa prakasam
Sakala tatva svarupa prakasam
Siva saktyady sakala tatva svarupa prakasam

4. Damaru yati, Here, the disposition of the angas
is such that it is narrow at the centre and widens out
towards the two ends, as the drum, damaru or udukkai
(2-Gs»s). Examples :—

@Gl 880 )0 )88

(b) S;, N; D' P mi=eP D, N; S;’
8
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This yati is also referred to as the Veda madhyama
yati. 'y

(c)

5. Mridanga yati. This is the converse of the
above. Here, the centre is broadest and narrows out to-
wards the two ends like a mridangam. Hence the name
of the yati. Examples:—

(@ 0 ] 888 L0 W
@) m P D, N; S;, N; D, P m

(c) e

6. Vishama yati. Angas occur here without any
definite order. This is the opposite of sama yati.
Examples :—

@10 Bl 1 0: 8 8%
) 8;,n Rs G; M g R g 8

(o) &
l_ll‘l |l!
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The shad yatis treated of above are simple yatis. By
doubling, tripling or quadrupling the angas and by per-
muting and combining phrases containing these angas
fresh rhythmical patterns ave possible. Thus Sama
vishama will be a case wherein each constituent phrase
exhibits the character of a sama yati but the whole pattern
gives the picture of a vishama yati. Thus:—

R O e e RO D) IO,
S et 2] faee i o D0 5

Like this, it is possible to conceive of Sama mridanga,
Sama veda madhyama, Sama gopuchcha, Sama sroto-
vaha, Vishama mridenga, Vishama veda madhyama,
Vishama gopuchcha, Vishama srotovaha, Mridanga veda

madhyama, Mridanga gopuchcha, Mridanga srotovaha, .

Veda madhyama gopuchcha, Vedamadhyama srotovaha,
Gopuchcha srotovaha ete.

104 PRASTARA., This prana is of only academic
interest and shows the heights to which the genius of man
has flown in the sphere ofculculatlon in pure rhythm,
Prastara is literally spreading out. Prastira of a tala
anga means splitting up the anga into its possible com-
ponent angas and presenting them with all possible
varieties in a tabular manner. If a chaturasra laghu is
taken as an example, the possible component angas that we
can think of are: the Druta sekharam bj Drutam O and

Apudrutam . The 8 possible Prastaras in this case are :—

()
1. | QLD ALy 8,0 0t R0

)
5 U0 6 UOUL T VU0 & VUuuw

-
SN
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Likewise only4 prastaras are possible with the Druta
sekharam :—

14 0 IS 0 ) 3. uoO 4. U U

Prastaras should conform to the rules laid down.
For instance, the component angas should be taken in the
decreasing order of magnitude. The last prastira must
comprise of the angas of the least magnitude.

Nashta, Uddhista, Patala. Maha patala, Anudruta
meru, Druta meru, Druta sekhara meru, Laghu meru,
Gurw merw, Pluta merw, Kakapada meru, Samyoga
merw, Khanda prastara and Yati prastara are the
fourteen varieties.

Syama Sastri (1762—1827) is the one lakshanakira in
Indian Music who is known to have worked out the
various tdla prastiras in elaborate detail. Three of his
prastiras have been photographed and published in the

author’s: Syama Sastri and other Famous Fzgures of
South Indian Music.

Combinations of the six angas are made in three
ways :—

(@) Chaturanga Prastara which employs the four
angas ‘—
[
| 8 8 +

(b) Shadanga Prastara waich employs the six
angas i—

B g R

(¢) Shodasanga Prastara_which”‘employs all the
sixteen angas from the Anudrutam.to the Kakspadam,
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As alreadv mentioned on P. 100, the Sangita Samaya
Sara and the Sangita Makaranda ave the earliest works to
give a list of 101 talas, beginning with the celebrated
Pancha talas. The Sangita Ratnakara mentions 120 Desi
talas and its author refers to many more talas as being in
voguein his time. The Sangita Sudha andthe Chaturdandb
Prakasika evidently had tala chapters but in the available
works, these chapters are missing. The Telugu MS Raga
Tala Chintamani mentions 124 talas. The Tamil work
Bharata Nattiya Sastiram after referring to the 101 talas,
108 talas, the nava talas and the stiladi sapta talas, mentions
the following six talas : Anga talam, Upanga talam, Banga
talam, Vibanga talam, Suddha talam and Anu talam. It
also mentions that the Adi, Parvati lochanam, Kudukkas
Singanandana and Tirimattirai are the upa talas for
the traditional Pancha talas.

In some minor works, the constituent angas as well
as the order of sequence differ for some of the 108 talas.

The suladi sapta talas represent a convenient and &
workable selection from out of the numerous talas men-
tioned in ancient works. Compositions in sama graha are
earlier than those in anagata and atita graha.

The existence of compositions like Talarnavam,
Pancha talesvaram and Sapta talesvaram is proof of the
fact that the subject of tala received as much attention as

raga, at the hands of music scholars.

The genius of India has found full expression in her
madmﬁcent tala system. In this sphere, Indian music is
bound to hold an exalted place in world music for many
centuries to come.



CHAPTER VII = =
MUSICAL FORM -

Sacred Music

Next to art music, sacred music claims the largest
number of musical compositions. FEven countries which
cannot claim to have a highly developed system of music
possess devotional songs in profusion. The human long-
ing for God being universal, it is natural that songs
of a religious nature should be'found in the music of every
country. In Art music, music is enjoyed for its own sake.
Art music, which is also referred to as pure music has
both an emotional and an intellectual appeal. Raga
alapana and the other types of manodharma sangita
(creative music), constitute the finest examples of pure
music, The chief concern of a composer or a musician
while aftempting art music, is the portrayal of the riga
bhava in all its rich and colourful aspects. The sahityas
of art musical forms only help us to present and inter-
- Pret the music better. ' Sacred music isa species of applied

music. Applied music embraces all compositions wherein
the sahitya is an important factor and the music which
clothes the sahitya is merely a vehicle for the hetter
expression of the ideas enshrined in the sahitya (libretto).
In other words, music ceases to be an end by itself and is
used or applied for a specific purpose. Sacred music,
Dance music, Kalakshepam music, Opera music and the
music of the Yakshaganas ave the important branches of
applied music. In all these cases, music serves only as a
means to an end. The music of these songs is simple and
there are neither terse sancharas nor sangatis. The range
of the pieces rarely exceeds 11! octaves. These do not
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have sections like ‘the chittasvara, svara sihitya, and
solkattu'svara which adorn kritis. Sacred music is vaidika
ganam and secular music is laukika ganam. The hymn,
anthem, *mass, oratorium, passion music and the psalm
are instances of sacred forms in European music. Sacred
music is earlier than secular music.

In India perhaps more than in any other country in
the world, religion and music are intimately connected
with each other. The * Trimartis are associated with
music. God is said to reside in the hearts of devotees that
sing His praise. Says Appar, ;

)

« B@ariuat waraGETudanTs GO e aiwr

Also the saying of the Liord to Narada:—
T FEf 3F0S T AR @ |
AEH A7 AR a faE arE

Many celestials and Purdnic figures like Anjaneya,
Narada, Tumburu, Ravana and Arjuna are mentioned as
adepts in music. Ausical instruments are named affer
them. Music was styled the Gandharva veda. Times -
without number, the great Acharyas emphasised that music
was to be used only tosing the glories of God. Theidea:

“ What is the use of the tongue that is not able to sing
the praise of God? What is the use of the hand that is not

*Mahesvara is represented with the damary {a small drum) in His
band; Vishnu with the sankha (conch)—(Krishna, an avatar of
Vishnu, with the flute), and Brahma—His consort Sarasvati wlth
the vina in Her hand. There is an instrument known as Brahma
ving. It isinteresting to note that Siva, Vishnu and Brahma are
respectively associated with the percussion, wind and stringed
instruments, possibly suggesting that Siva worshipis the earliest
and that the Vishnu and Brahma cults camelater.
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able to perform pujato God?” etc. has been echqed and
re-echoed by many poets and seers. The conception of
God as Nada Brahma—Embodiment of music—is unique.
All these circumstances have been responsible for the

large output of devotional songs in the different languages
of India.

Sacred Music in Sanskrit.

The Vedic Hyms are the earliest examples of sacred
music in India. The Sama veda is the oldest musical com=
position that we possess. It is recited even now in the same
manner as was done three thousand years ago. The scale

of Sama gina was a downwardscale—g r s n d P
The first three notes belonged to the tara sthana (higher
octave) and the remaining three notes to the madhya
sthana (middle octave). These six notes were referred
to as: Prathama, Duvitiya, Tritiya, Chaturtha, Mandra
and Aéisvarya. When the highest note ga was sounded,
sometimes the mext higher note, the suddha madhyama
occurred in it as a latent gamaka, This note was known
to the Samavedins as Krshta or Utkrshta. The notes

figuring in the Saman chunt are referred to as the sama
sarptaka.

Important works like the Sangita Ratnakara and

Sangita Makaranda mention that Brahma derived music
from the Sama veda :—

RIS MY qHE awe: |
‘When Ravana was pressed under Mount Kailasa, he

sang the Sama veda. This pleased Liord Siva and he
was forthwith released.
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The Ramayana was chanted by Liava and Kusa in the
.court of Sri Rama in melodious * jatis (corresponding to
modern ragas). The Ramayana abounds with references
to music and dancing. It contains many musical similes.

The ‘Gita Govinda of Jayadeva (12th century) is an
important piece of sacred music and is sung throughout
India, though not in the original ragas and talas. Itisa
sringara maha kivya in 12 sargas and consists of 24 songs.
Each song contains eight charanas and hence the name
Ashtapadi. They are the earliest examples of regular MUSTL-
cal compositions, each piece being set in a specific ragd *
and tala, For, the Tevara hymns, which are earlier than
the Ashtapadis, only the pans (ragas) are given and not the
talas, though the metre of the songs suggests to us their
possible time-measures. Many later writers in South India
wrote works on the model of the Gita Govinda, on parallel
themes; the Tyagaraja Ashtapadi of Venkatamalkhi
(17th cent), the Sivashtapadi of Sri Chandrasekharendra
Sarasvati (18th cent.) and the Ramashtapadi of Rama Kavi
(early 19th cent.) may be mentioned in this connection.

The Krishna Lila Tarangini of Tirtha Narayana-
swami (16th century) ranks next in importance. The
author is believed to be an incarnation of Jayadeva and his
work is the finest opera in the Sanskrit language. It con-
sists of twelve cantos (tarangas) and the work is worth
study even as a piece of literature. From the musical
point of view it is an authoritative lakshya grantha for the
topic of raga and rasa. The songs in the opera are in the

*The seven suddha jatis have already been referred to (see
P. 46). There were in addition a number of vikrta jatis. Shadja
Kaisiki, Shadjodichyava, Shadja madhyama, Gandharodichyava,
Ralkta gandhari, Kaisiki, Madhyamodichyava, Karmaravi, Qandhara
Panchami, Andhri, and Nandayanti are the eleven vikra jatis men-
tioned in the Sangita Rainakara.
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Kirtana form and are clothed with music appropriate to the
occasion. Hach song is preceded by a sloka and vakya.
The slokas, charnikag, crisp musical dialogues, darus,

. dvipadas, chatushpadis and the kirtanas interspersed
with jatis or tala mnémonics add interest to the work.
Some of thezdarus and kirtanas in this work contain
Patam or jatis,

Besides the Ashtapadis and the Tarangas, the other
musical forms figuring in sacred music are :—

s 1. The kirtana (For its lakshana see Book. III Chap-

“er V of this Series)

There are many composers who wrote Azrtanas
in Sanskrit : Margadarsi Seshayyangar (early 17th cen-
tury), Ayyaval, Sadasiva Brahmendra, Vijaya Gopila of
the 17th century, Paidila Gurumirti Sastri, Tyagaraja
(1767-1847), Muthuswami Dikshitar, (1776-1835), Syama
Sastri (1762-1827) H. H. Swiati Tirunal (1813-1847)
Vithala Pant, Ramachandra Yatindra, Kamakoti Sastri,

Walajapet Venkataramana Bhigavathar, Linga Raj Urs,

Maha Vaidyanatha Iyer, Tachiir Singaracharluand Mysore
Sadasiva Rao.

2. Divyanama Kirtana, Thisis a special type of

simple kirtana with many charanas and is intended for
congregational singing. The song consists of a pallavi and
many charanas, the charanas being sung to the same dhatu.
Sometimes the pallavi and the charanas have the same
music. The charanasin some songs are sung continuously
without reverting to the pallavi at the conclusion of each
charana. For the purpose of his daily worship, Tyagaraja
wrote hisown Divyanama Kirtanas in Sanskrit and Telugu
and they reveal s powers of sahitya and command over

the two langnages, Vijaya Gopala has written a number of
Divyanama Kirtanas in Sanskrit,

~ ,‘-A.
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3. Utsava Sampradaya Kirtanas of Tyagaraja and
the Vasantotsava Sampradaya Kirtanas of the Bhajana
paddhati are compositions in the style of the Divyanama
Sankzrtanas. Some of them arealso in the regular Kirtana
style. * °

4. Namavali. Namavali is the simplest of the sacred -
forms and is intended for congregational singing. Within
the space of one, two or four avartas, not only is the raga
svarfipa carefully portrayed but a complete devotional idea:
is expressed. It is recited a number of times by the congre-
gation and is concluded with a Pundarikam by the
leader, the congregation responding to the same. Anti~
phonal singing is also seen in the recital of namavalis.
There are many namivalis in Sanskrit. Most of the
namavalis are in the Adi tala. On account of the strength
and grandeur of the collective music and the resulting
massiveness of tone, a fine effect is produced when
pamavalis are sung by congregations.

The sloka, churnika, dandakam, stotram and ashta-
kam ave other instances of sacred forms in Sanskrit. Of
these, the first has no rhythm ; the second and the third
are sung toa loose rhythm.; the fourth and the fifth have
tala. The Bhaja Govinda Stotram of Adi Sankaracharya
is a well-known piece of sacred music.

At a time when people did not take the trouble to
record music in notation, tunes were given special names
and remembered. Sahityas bearing these names were
sung to the same specified tune everywhere. Pancha
chamaram and Mattakokilam in Sanskrit and Ananda
kalippw in Tamil are instances. :

Mangalam is a song of salutation and every concert,.
opera, bhajana or kalakshepam in South India is con-
cluded with it. It isa song in the kirtana form with a
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pallavi and many charanas, the charanas being sungto the
same dhatu. Sometimes, the anupallavi also is present,
These songs are in auspicious ragas. There are mangalams
in Sanskrit and other South Indian langnages. ~

In Telugu

Telugn Kirtanas form the bulk of the sacred forms
in South India. Even composers whose mother-tongue
happened to be either Tamil, Kannada or Mahratti, wrote
i Telugu. The earliest Telugu Kirtanas are by the
Tallapakam composers who belong to the 15th century.
For the first time in the history of South Indian music we
come across in their works, the divisions of a song into
Pallavi, Anupallavi and Charana. Tallapakam Chinnayya
is regarded as the Mula Purusha of the modern Bhajana
paddhati, His Todaya Mangalam pieces are even now sung
at the commencement of every Bhajana in South India.
Tyagaraja, who wrote his own Divyanama and Utsava
Sampradaya Kirtanas for the purpose of his daily worship,
out of deference to Chinnayya, did not displace his
Todaya Mangalam pieces, by any of hisown. There is a
composition of Chinnayya in Sankarabharana raga
Ata tala “ Spg Haripada tirthame.” This leads us to
conclude that the saladi sapta talas which attained
prominence during the time of Purandara Das, were
already in vogue. The compositions of the Tallapakam
¢omposers are also seen in such rare ragas as Narani,
Hejjajji, Konda malahari, Mukhari pantu, Padi ete.

The next Telugn composer of eminence is Bhadra-
chala  Ramadas (17th century). He was a prolific
coraposer of kirtanas. Tyagaraja pays his homage to him
1n two kritis of his and also in an invocatory kanda padya
figuring at the commencement of his Telugu opera :
Prahlada Bhakti Vijayam. Amongst the composers of
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Telugu kirtanasin the 18th and 19th centuries may be
mentioned: Girirdja Kavi, Virabhadrayya, Matrubhtitayya,
Ramaswamy Dikshitar, Tyagaraja, Syama Sastri, Vina
Kuppier, Cheyyur Chengalvaraya Sastri, Subrahmanya

Kavi, Tiruvottiyur Tyagayyar, Allari Venkatadri Swamy, . <

Venkata Vittala Dasa, Tumu Narasimha Dasa, Parankusa-
Dasa, Ramanuja Disa and Kamakoti Sastri.

The Utsava Sampradaye Kirtanas and the Divya-
nama Kirtanas of Tyagaraja in Telugu are soul-stirring
compositions and are sung in every Bhajana party. His
Nindastuti Kirtanas and Samkshepa Ramayana Kirtanas
are very popular. He has also left behind him a few
dvidbatu kirtanas. 7., Kkirtanas wherein each section
is sung to two different dhatus in succession (Raghu.
nandana in Kediragaula). Vina Kuppier has composed
a beautiful Manasa puja kirtana. Occasionally we come
across Vedanta kirtanas which contain philosophical con-
undrums. There are many beautiful nimavalis in Telugu.

~In Tamil.

The Muvar (Tirugnanasambandar, Tirundvukkarasu
Swami (Appar) and Sundaramiurthi Swami), Tevaram, the
Tiruwvachakam of Manikka Vachagar, the Nalayira divya
prabandhan (mreoruds et Grusgd) of the Vaishnava
samaydcharyas, Pattinattar padal, the Tiruppugazh of
Arunagirinathar, the hymns.of Tayumanavar and the 18
Siddhars, and the Arutpa of Ramalingaswamy constitute
the cream of Tamil sacred music. These songs are even
pnow sung in the temples of the Tamil land. The Tevara
hymns are in couplets or quatrains. The songs of Aruna-
girinathar are of special interest, in as much as they stand
as lakshyas for the many talas, named and un-named. Their
rhetorical finish is amazing and marvellous. He is the
originator of thistype of composition., ‘‘aré@psmeran
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said Tayumanavar. Arunagirinithar was a contemporary
of the Tamil poet Villiputtarar, and s been rightly called
the #hguraes Quawrsr,  Composers like Muthu Tanda-
var, Marimutha Pillay, Papavinisa Mudaliar, Avunachala
Kavirayar, Gopalakrishna Bharathi, Kavikunjara Bhirati,
Achuta Diasar, Anayya, Ramaswamy Sivan, Ghanam
Krishnier, Ananta Bharati, Chinnasimi Dasar, Muthu
Rama Kavirayar, Madhura Kavi, Subramanya Bharati and
«others have left behind them beautiful and charming Tamil
Kirtanas. There are many namavalis in Tamil.

In Kannada.,

There is a profusion of devotional songs in Kannada
composed by Parandara Das(1484-1564) and other Dasas.
The songs are referredtoas Devara namas and Dasara
padagalu. These songs, saturated with spiritual fervour
have inspired many later composers. Sripadaraja, Vyasardya
Swami, Vadiraja, Kanaka Dass, Jagannatha Disa. and
many others have enriched devotional music in Kannada
by their soul-stirring compositions. Gitas and Suladis
are other sacred forms in Kannada.

Devotional songs in Malayalam exist in plenty and are
widely sung.

The Spiritual Renaissance of the 14th, 15th and 16th
centuries gave an impetus to the Bhajana form of worship.
The different provinces of India produced during this
period eminent bhaktas, who have enriched Indian sacred
music with compositions in their respective provincial
langnages. Their compositions are of outstanding merit.
One can hear even now in a South Indian Bhajana, not
only devotional songs in the South Indian languages, but
also Abhangas, Doharas and Ovis of the Maharashtra
composers and the songs of Mira Bai (15th cent.), Tulsi
Dus (16th cent.) and Kabir Das.
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Kalakshepam music

In addition to kirtanas in Sanskrit and other lan-
guages, one can hear in this religious discourse to the
accompaniment of music, certain distinctive musical forms

The most important of them is the nirupanam. This is a
short song, set in a crisp, attractive tune. The sahitya isin
a simple style and relates to a specific theme or episode in
the story taken up for discourse. There are many delightfal
niriipanams in Telugu which deserve to be widely known
and learnt. Merattur Venkatarama Sastri and Muvvalur
Sabhapat: Iyer (the author of Telugu padas), have com-
posed a number of beautiful nirtipanams for many charit-
rams (stories). The latter’s talents were of a high order and
earned for him the title of Chinna Tyagaraja.

Panchapads is the collective name given to the invo-
catory songs sung at the commencement of a Kalakshepam. -
In addition to 4ryas, Slokas, Padyas, Viruttams,
Abhangas, Doharas, Ovis and Namavalis, the follow-
ing also figure in this type of concert: Khadga, Lavant,
Saki, and Dindi.

Forms in Dance music

Dance is a dignified art in India. Eminent men and
women have practised it. Gods and Goddesses are repre-
sented in dancing poses. Works like Bharata’s Natya
Sastra and Sarngadeva’s Sangita Ratnakara deal with
this subject at length. That the practice of dance
conduced to the gracefal development of the human
personality was recognised even in early times. Dance
was regarded as a good accomplishment in both men and
women.

Just as sacred music is earlier than secular music
sacred dance is earlier than secular dance. Danunces to
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please the Deities are described in Bh&ra,ta's -Natya, Sast: @.
Anything like a pure dance condert, with an empha.ms on
the art side is a thing of later development. -

Tandava was the masculine dance and Lasya the
feminine dance. The initial syllables of these two terms
gave the word Tala. Nritta was dance proper. Nritya
was abhinaya.

Different parts of India have developed different types
and styles of dances. The Tamil epic Silappadigaram
gives a vivid description of the dance of those days, the
instruments used as accompaniments, the qualifications of
the performers and details velating to the art dance, folk
dance, individual dance and group dance. Many Rajahs
and Zamindars maintained in their samasthanas regular
dance parties and thus encouraged the art. During the last
two centuries, South India witnessed a number of ‘dance
experts who not only systematised the art of dance but also
composed many compositions for use in dance concerts.
Suryanarayana Sastri, Krishna Sastri, the Tanjore
Quartette, Mahadeva Annivi, Merattur Venkatarama
Sastri, Nidamangalam Sarasvati Tiruvenkatachari and

Muvvalur Sabhapati Iyer are some of the prominent
names.

‘We shall take up ths musical forms in dance music in
the order in which they figure in a modern dance recital:—

1. Alarippu. This invocatory exercise is an epitome
of all the important poses and movements. The rhyth-
mical aspect predominates. The matu of the compo-
sition consists of jatis or tala mnemonics. The piece is
in madhyamakala. This item serves the same purpose as
the varna at the commencement of a concert and brings
the dancer into form. The dance executed for this item is
an example of pure nritta and constitutes a good prelude.
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a.nd the dhatu. is sung ‘to the solfa syllables., Ina few
instances, ,jati passages figure at the end of the composi-
tion. The rhythmical: aspect is predominant in the dance
for this'item also. !

3. Sabdam. This is a composition with regular
sahitya. The ideas in the szhitya are conveyed to the
audience by the dancer through appropriate gestures. Thus
in this item we have both nritta and abhinaya. Sinee an
appropriate jati passage, sung to the same dhatu as the
sahitya: sarasijakshulu was sung as a prelule to this
composition, the type came to be called sabdam.

4. Padavarna. For the lakshana of this composition
see Book III Chap, V. Many varieties of abhinaya are
introduced here.

5. Padam. See Book 1II Chap. V for its lakshana,
Abhinaya predominates in the dance for this item.
Standard bhavas for many of the padas have been handed
down. But there is plenty of scope for the dancer to
introduce bhavas of her own creation.

6. Javali. - See Book III Chap V for its lakshana.

7.~ Tillana. Rhythm predominates here. For those
portions of the composition wherein sahitya comes,
abhinaya is performed and for the rest of the piece
nritta is performed.

8. Sloka, viruttam, padyam. These are instances of
non-rhythmical music, and abhinaya without rhythm is
performed. The verses are sung to a single raga, or to
a string of ragas in the style of a rigamalika. It is the
time-honoured custom to sing select Krishna karnamrita

slokas and perform abhinaya. ¥

9 . e

=
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Dances are also performed -to Ashtapadis,
Tarangas, Darus, Devar namas and Kirtanas, : To
rouse popular interest, dances for national songs and
‘dances on common themes and themes of topical interest
are performed towards the close of a' concert. The kite
dance and snake dance are instances.

Forms in Operas.

In the opera or the geya natakam we come across the
largest number and variety of musical forms, All grades
of compositions from the kriti down to the simplest folk
melody find a place. There is fast music, slow music,
music in medium tempo, music suggestive of different
rasas or emotions, individual musie, group music and
absolute music; and these along with the scenie settings
and dramatic presentation have ‘made the opera
the most favourite entertainment in all civilised countries.

For the lakshana of the opera, the reader is referred
to the author’s Introduction to Tyagaraja’s Nowka
Charitram.

The Vidhi Natakam (street drama) and the Yaksha
ganam paved the way for the development of the later
dignified opera. There are many yakshaganas in Telugu
and Tamil. Girirajakavi the grandfather of Tyagaraja
has written some good yaksha ginas. Uttukkadu, Merattur,
Nallar, Saliamangalam, Stilamangalam and Devapperumal-
nallir in Tanjore District are noted for the performance
of vidhi natakam for many decades. Some of the yaksha-
ganas and vidhi natakas do not rise to dignified heights.
They were sometimes used as media for carrying on pro-
paganda. There are yaksha ginas written by Saivites
wherein references to Vaishnavism are in indecorous
language. Yakshaganas had more songs than verses,
and they had not the division into Acts. They were pure
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dance-dramas and even the older characters in the play had
to dance.. They were intended to please the masses rather
than the classes. There was crude humour and meaning-
less alliteration in some cases.

But the geya natakam was a superior type of composi-
tion. 1t was characterised by high class music and good
poetry. It was intended for beingacted. It was written
from the stand-point of pure art. Arunachala Kavirayar’s
Ramanatakam is the first Tamil opera in South India,
Attempts have, in recent times been made to enrich- the
opera by introducing leit-motifs and overtures. .

Sloka, gadya (prose passages explaining the sequence
of events in the story), churnika, dandakam, kirtana,
songs in couplets and quatrains, daru, musical dialogue,
dvipada and various kinds of padyas are the forms figuring
in Sanskrit and Telugu operas. Kirtana, daru, dipadas,
(dvipada), songs in quatrains, dandakam, khatga, chindu,
nondichindu, trusollalankaram (musical- dialogue in the
andadi style), ananda kalippu, namavali, kanne (couplets),
Kkummi, savays, lavant and varieties of viruttam are the
forms met with in Tamil operas.

Oradi kirtana (ere-s@isz8r), oradi daru (204 5@)
and oradi padam (@rg-L1Us0) are compositions figuring in
sacred music and operas. They have the divisions: pallavi,
anupallavi and charana. The charanas are very long and
the dhaitu repeats itself a number of times.

Kuravanji natakas are popular compositions. Kavi-
kunjara Bharati’'s dzhagar Kuravanji (Jpsi Gpacs)
is a wellknown example.

Operas on secular themes have not so far been attempt-
ed. This is a direction along which future South Indian
music has to develop.




CHAPTER VIl
OBSOLETE FORMS

i B
Many musical forms are mentioned in ancient works

on music. Most of them became obsolete long ago. A
few of them have undergone changés and are now known

by other names. A study of these ancient forms helps us.
to trace the history and development of the modern forms.

Bharata’s Natya Sastra mentions a number of com-
positions used in dance. Dhruvas and Gitis were the two
main types of compositions in vogue in his time. Tke
four gitis: Magadhi grarrey, Ardha magadhi s qUaTRT,
Sambhivita Zarfaa and ' Pruthula gy are mentioned
by Bharata. Matanga mentions 49 Desi prabandhas and.
‘Sarngadeva speaks of 75 different prabandhbas.

A prabandba had siz angas and fowr dhatus.

FREISHI 92 01 T @ W |
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The six angas were :— :
(1) Svara, or the solfa passage.,

(2) Biruda,exclamation or words of prz_iise, addressed
to the prabandha nayaka expatiating on his
valour, courage etc,

(3) Pada, or words.

{4) Tenaka or auspicious phrases like tena, tena
(&= J=) of the bhandira bhasha, corres-

ponding to om tat sat and tatvamasi,
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(5) Pat_am, qrzH the rhythmical sounds (@;*wsh

£

s @sar) associated with the Rudra vina,

the Conch and certain drums.
(6) Tala. ;
According to the number of angas present, prabandhas
were classified into (—
Medini jati prabandha which had all the above
six angas.
Anandini jati prabandha which had five of the
above angas.

Dipini jati prabandha which had four of the above
angas.

Bhavini jati prabandha which had three of the
above angas.

Taravalt jati prabandha which had two of the*

above angas.

Ramaswamy Dikshitar’s prabandha in Hamsadhvani
raga, Matya tala, beginning with tbe words : Chanda sela
is a good example of the Medini jati prabandha.

Pallavi Seshayyar’s tillana in Dhanyasi raga, Aditala
affords & modern parallel for an Anandini jati prabandha
in that it consists of all the prabandha angas except the
tenaka.

" The Viriboni varna in Bhairavi furnishes a good
parallel instance of a Dipini jatt prabandha, since it has
four of these angas, the patam and tenaka being absent.

A kriti like Nimadi challaga in Anandabhairavi
furnishes a good ‘modern example of & Bhaviny jate -

$ ¢

prabandha in as much as it has the angas: pada, tala

and svara, the other three angas being absent.
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A composition like the jatisvaram furnishes a
parallel example in modern music of a Taravali jat:
prabandha, since it has only two of the six angas; viz.
svara and tala.

The four dhatys or the constituent limbs of a
prabandha were :—

TEEEEA U @ 9@ el |
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(@) Udgraha, the introductory section (correspond-
ing to pallavi).

3

(b) Dhruva, the essential or the constant section
""" (corresponding to the charana).

(¢c) Melapaka, the section that links up the ahove

two (corresponding tojthe anupallavi).

(d) Abhoge, the concludixi'g section (corresponding
to the madhyama kala sahitya or
the chittasvara of a kriti).

The Abhoga corresponds ‘to the coda (tail) of a
European musical composition. It gives an impressive
conclusion,

Of these four sections, the Melapaka and Abhoga were
dispensable angas. The Udgriha and Dhruva .were in-
dispensable angas. The essential and non-essential angas.
of a kriti furnish a good parallel in modern music.

Duidhitu prabandhas had Udgraha and Dhruva.

¥ Tridhatu prabandhas had Udgraha, Dhruva and
Abhoga,
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' Chaturdhatu é)ra,bandha,s ‘had Udgraha, Melzapaka

Dhruva and Abhoga. :
There ought to be a minimum of two dhatus to
constitute a prabhanda.

Parallel examples in modern music for these types
will be :—

Divyanama kirtanas of Tyagaraja like Piht Rama-
chandra and S»i Raghwvara Dasarathe in Sankara-
bharana which have only a pallavi and charanas. These
are analogous to the dvidhatu prabandhas.

A kriti like Sarase sama dane in Kapinardyani
raga having a pallavi, anupallavi and charana furnishes a
parallel for a tridhatw prabandha.

A kriti like Amba ni saranamw in Anandabhairavi
raga having @& pallavi, anupallavi, charana and chitta
svara furnishes an example of a chaturdhatu prabandha.

Prabandhas were also classified into :—
- 1. Niryuktw prabandhas, ie., those which con-
formed to rules; and
9. Aniryukta prabandhas, i.e., those which did
not conform to rules. 3

~ The réga,, tala and. metre were specified for the former
types and in the latter, this was not done.

Bhilokamalla has composed many prabandhas.
Gopala Naik has composed & graha svara prabandha, s
- talarnavam and a raga kadambakam. 5

Matanga in his Brikaddest, mentions all the compo-
sitions under the heading of Desi prabandhas. Bub
Sarngadeva and others classify prabandhas under Suda
prabandhas, Alikrama prabandhas and Viprakirna pra-
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bandhas. The sahityas of the latter two were'in Prakrit
and in South Indian languages and also in other local
dialects. The Suda prabandha admitted of the divisions:
Suddha suda and Salaga suda or Chayalaga suda.
Salaga is a corrupt form (apabhramsa) of chayalaga.
The prabandhas paved the way for the development of the
later musical compositions. There are many types of
prabandhas bearing the names of the 108 talas; Ex. Cha-
cheharl, Hamsa I1la, Turaga lila (Haya lila) and Gaja lila.

In addition to gitis, Sarngadeva mentions other types
of compositions like Akshiptikas, Kapalas and Kambalas.

Varna in medieval works means a composition in the
varna tala. ;

Pancha talesvaram was a tila malika in five talas.
The five sections of this prabandha were in five margi talas,

Srivilasa was a raga tala malika in five ragas and
five talas.

Sriranga prabandham was a raga tala malika in 4
ragas and 4 talas.

Umatilaka prabandham was a riga tala- malika in
3 ragas and 3 talas. ¥

Pancha bhangi and Panchanana had two ragas and
two talas. it

Sarabha lila was in eight ragas and eight talas.

Raga kadambakam and Talarnavam stand respect-
ively for the modern riga malika and tala malika.

Svarartha @qd was a composition containing
svaraksharas. When the whole composition was a string
of svariksharas it was called suddha. When sahitya

.
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letters occurred here and there, the composition was styled
misra. ol '

In the Kaivara prabandham, the major part of the
matu consisted of jatis and mnemonics associated with
instruments.

Vichitra was a prabandha, wherein words from
different provincial languages figured in the sahitya. The
composition was enriched by pita and tenaka and was set
to many talas. This composition paved the way for the
development of Manipravala kirtanas. :

Thayam Frase 1s & composition resembling the gita
in its general structure. Its distinctive feature is the
presence of pata gqrx or solkattu, This composition be-
longs to the sphere of abhyasa gana and helps the vina
students to develop the plectral technique. Purandara
Das and Venkatamakhi have composed a number of
thayams. « It will be useful at this stage to remember that
the term Chaturdandi means, the four types:—Gita,
alapa, thaya and prabandha.



CHAPTER IX
STYLE IN MUSICAL COMPOSITIONS‘ >

By style in musical composition is meant the type of
musical writing or the characteristic manner or mode of
musical presentation. It is the peculiar characteristics of
the composition due either to authorship or period. Just
as in literature we have distinctive styles, we find styles
in the musical writings of great composersas well. The
man of letters uses the spoken word as the medium for the
expression of his thoughts; the composer instead, uses

musical phrases, to express his thoughts in the language of
pure music,

It is only in art musical forms that we can come
across anything like a distinctive style. In forms belong-
ing to the spheres of sacred music, opera and dance music
it is not possible to develop a special style, since the
music in such cases serves only as a vehicle for the sing-
ing of the devotional, dramatic, or dance sahitya. Thus
in the compositions belonging to the sphere of applied

music, anything like a distinctive style will not be
perceivable.

In the composition of the kriti, composers enjoyed
the maximum freedom. They had to observe only & few
rules, The kriti is the most highly evolyed amongst art
musical forms and we enjoy these compositions because of
their musical value. The sahitya in the kritis merely helps
the vocalist to sing the music and nothing more. Even
without the szhitya they will be sung, and played for all
times to come. The presence of fine poetic ideas in some
kritis, as in the brilliant compositions of T'yagaraja only
add lustre to the compositions., Fiom the beginning
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of the eighteenth century, all the great composers of South

India directed their attention to the composition of kritis..

Tyagaraja, Muthuswamy Dikshitar and Syama Sastri.
exhibit distinctive styles in their kritis.

Tyagarija’s style is simple, homely, beautiful and
charming. Like Valmiki, he has adopted a style which at
once appeals to the scholar and to the lay person. His style
does not captivate merely the upper ten thousand but the-
ordinary hearer also.A person who is inclined or isin a mood
to sing, will burst forth into a song of Tyagaraja, although
he might have known compositions of many other com-
posers. That is the proof of the great composer’s attractive
and captivating style. Tyagarija adopted this style because
he wanted to speak to humanity at large. The raga.
bhava floats on the surface of his melodies like cream.
In his compositions he speaks the language of music in its
purest form. The haunting beauty of his melodies is to
nosmall estent due to their refreshing and flowing style..
In a few pieces like *“ O Ranga sayi” he works up a grand,
majestic and learned style. From the point of view of
rasa, Tyagardja’s compositions are compared to the-
Draksha rasa (the grapes taste sweet the moment they are
put in the mouth). Many composers of the post-Tyigaraja
period drew inspiration from his compositions and adopted-
his style.

Muthuswamy Dikshitar on the other hand tries to-
work out carefully a learned and majestic style. The
laboured and polished style of his compositions appeals only
to the initiated few. His kritis have to be studied and
heard over and over again before their intrinsic merits can
be fully appreciated. His compositions are for the leisured
and initiated few. The vainika’s style is reflected in.
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-every one of his scholarly pieces. From the point of view

of rasa bhava, his compositions are compared to the
Nalikera rasa; (be it noted that in order to eat the cocoa-

nut, one has to remove the fibrous rind, crack the shell, and
then remove the pulp with a knife).

Syima Sastri’s style bas a peculiarity and charm all
its own. It is neither as simple as Tyagardja’s, nor as
laboured as Dikshitar’s. In his compositions he reveals the
melodic possibilities of even intricate talas and grahas.
Pieces like Mina lochana brova in Dhanyasi, definitely
prove that rhythmical complexities can be introduced in
kritis without offence to melodic beauty. From the point
of view of rasa bhava, his compositions are compared to
the Kadali or the plantain fruit, to eat which, one has
only to peal off the rind.

In the compositions of Ghanam Krishnayyar and
Pallavi Gopalayyar also we see a characteristic style.

Sometimes a group of composers belonging to a
particular period exhibit a distinctive style in their com-
positions. The style of the padams of Kshetrajna and his
-contemporaries is & good instance in point.

In addition to styles in musical compositions there are
styles in singing, styles in the playing of instruments,
‘styles in the development of dlapana, styles in playing
the tana on the violin, styles in singing kalpana svaras and

styles associated with {particular masters or schools of
“music.



X CHAPTER X
CONTEMPORARY MUSIC

Contemporary music or the music of our times has:
both its good features and regrettable features. In one
sense, music has been democratised, What was the pri-
vileged possession of a few is now the proud possession of
many. The musical associations and sangita sabhas at
various centres give opportunities to people to listen to
good music and thereby improve their musical knowledge,
The printed musical programmes help the audience to
follow intelligently the items given in concerts. The
Radio and .the Gramophone are playing a good part
in the spread of musical culture. They have roused
the enthusiasm of the public for music and have made
them music-minded. Music is now taught ina larger
number of institutions than before, More Universities in
India have introduced music in their curricula of studies.
This has made possible the systematic study of music
both as an art and as a science. There are some
brilliant contemporary composers whose compositions will
be remembered by posterity. New ragas are being created
and new types of compositions are being attempted.
Instrumental forms like overtures, leit-motifs and marches
and pieces for the orchestra are being composed. Interest-
ing compositions like Ragamalika varnmas and Mani-
pravala kritis continue to be written. Compositions of
minor composers are receiving greater attention. Rare
works on music like the Sangita Sudha, Chaturdand: pra-
kasika, Sangita Saramrta, Sangita Sara Sangraha and
Sangraha Chudamani have been published. Devices for
enriching the tonal volume of the vina are being evolved.
New instruments like the Subra vina, Balakokil and
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-« Jalectromoniwm have sprung into existence. - Choirs and

orchestras are being organised everywhere. More and
more books on the theory and practice of music are being
published. Contemporary composers are coming out
with publications of their compositions in notation.
Classical operas are being edited and published with the
'songs in notation. Research in music is being actively
carried on. Festivals in honour of great composers are
being celebrated in many places. The Annual Music Con-
ferences in Madras and other parts of India draw large
crowds. Dance concerts have become popular. The dan-
ger that threatened this art thirty years ago (the anti-nautch
movement) has happily disappeared. Agencies for the
spread of musical knowledge are fast multlplymg National

songs are being composed in profuswn, a reflection of
the spirit of the times. i

But after all this has been said, one finds that the
regrettable features of the present day music are many
and any one interested in this great heritage of ours cannot
sit idly by. There is the appalling deterioration in public
taste. The average concert-goer has not the inclination
to take pains to understand and appreciate high class
music. He goes into raptures over tunes of a lighter
nature and there his enjoyment stops. Appreciation for
creative music is gradually diminishing. In the absence
of a cultured audience the musician rarely exerts himself
in this branchof the art. He does not even care to present
difficult and rare pieces in his concerts. One can no
more hear in modern concerts, those grand and majestic
Pallavis which are the pride of South Indian Music.
Nor can one hear in such concerts, alapanas of rare
ragas, compositions bristling with technical beauties and
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longer compositions characterised by complicated rhythms,
The deterioration in public taste has its unfortu-
nate reaction om the performer, During the period
of royal patronage, there was the urge within each
musician and composer to give his best and this resulted
in the production of compositions of outstanding merit
like the 72 Mela Ragamalika of Mahd Vaidyanatha Iyer,
the 108 Raga Tala Malika of Ramaswamy Dikshitar, the
Sapta Talesvaram of Vina Krishnayya and so on.
1t may incidentally be mentioned that the first two com-
positions are longer than the longest symphonies of
Beethoven.

The Musical Associations should have it as their
policy to provide their members with good and pleasing'
music and at the same time music which is really high
«class. This policy, if pursued, will (be doubly advan-
tageous, Instead of being bored with the same set of
songs each time, the listener will be assured of a varied
treat. The performer also will derive infinite pleasure at
the prospect of his 7eal skill in music being recognised
-and appreciated.

The lack of encousagement to Kalakshepam and
4o instrumental concerts in general is another deplorable
feature of contemporary music. The services of per-
formers of secondary tala instruments are rarely requisi-
‘tioned at the present day. If this apathy continues, the
art of playing the Kanjira, Ghatam, Moursing, Dolak,
"Gettuvadyam etc. will soon become a thing of the past. It
should be remembered that players of these instruments
-acquire a high technique only after years of practice and
any art is bound to languish if it is not properly
patronised.
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The possibilities of the Radio as a powerful factor in
the spread of musical culture and in the moulding of a
correct stamdard of taste have not yet been fully explored
in India. The art of musical criticism is still in its in-
fancy and most newspapers do not have on their
regular establishments, music critics, who by their criti-
cisms of concerts and periodical writings, can play a great
part in moulding public taste along correct lines.

Every citizen of India must feel it his duty to learn
and understand something of the great legacy that has
been bequeathed to us by our musical ancestors. Instead
of being satisfied with listening to good music, every
person must learn to perform music himself. There is
an infinitely greater joy in doing so. ¢ Educational
authorities must take steps to introduce the compulsory
teaching of music in both boys’ schools and “girls’ schools.
at least up to the IIT Form standard, Mousic is a thing
which enables a person to shed lustre around him wher-
ever be goes. Music is not only a powerful factor in the
moulding of one’s character but it also develops the sense
of beauty in him and makes him a truly refined person and
a perfect gentleman. Every temple should have on its
permanent establishment a musician, who besides giving
recitals of sacred music on the occasion of temple rituals,
can teach music to the people in the neighbourhood and
also help in the organisation of sacred choirs. He can
hold classes in secular music for adults and thereby help-
them to spend their leisure in a most profitable manner.

Musicians and music lovers of the North, should
evince greater interest in Karnatic music ; and likewise
South Indian musicians and music lovers should evince
greater interest in Hindusthani music.
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For a country of India’s size, the number of music
journals published is ridiculously low. But it must be
said that the few journals that function produce matter of
good quality.

Every important town in South India should have a
concert hall and an opera house. Municipalities should
provide periodical concerts for the entertainment of the
people within their jurisdiction. Military bands and
Police bands should also perform Indian music. Comic
operas like Die Fledermaus of Johann Strauss should
be written and produced.

South Indian music has been enriched by the compo-
sitions of some brilliant contemporary composers.
It is a pity that there are no societies like the ones in
Europe and America to safe-guard their interests. Their
songs are frequently performed on the platform, on the
stage and over the Radio, without asingle rupee ever going
to them as royalty. Composers are a rave class of persons
and it is the duty of the society to look to their comforts
and safe-guard their rights and privileges. Gifted composers

should not be left to the precarious subsistence of writing
music for films. Such contributions on ad hoc themes are
not of permanent value.

Of the contemporary composers, who have either
notable compositions to their credit or who have composed
a large number of songs might be mentioned:—
1. Kotisvara Iyer (1869—1938), 2. C. S. Krishnaswami
Iyer, 3. T.Lakshmana Pillay of Trivandrum, 4. Mysore
Vasudevachariar, 5. Harikesanallur Muthia Bhagavathar,
6. Kallidaikurichi Vedanta Bhagavathar, 7. Vina Krish-
namachariar, 8. M. S. Ramaswami Iyer, 9. Papanasam
Sivan, 10. Sankaranarayana Iyer of Tirunelveli, 11. Maya-
varam T. R. Viswanatha Sastri and 12, Nerur Srini-

vasachari.
Bhaskara Das is a successful composer of popular
songs and national songs.



CHAPTER Xl

THE INFLUENCES OF EXOTIC MUSIC ON THE DEVELOP-
MENT OF SOUTH INDIAN MUSIC

The liberal attitude of music scholars in South India
has been responsible for the steady growth of the art from
early times. Whenever there was the impact of a foreign
musical culture, the indigenous art slowly and tacitly
imbibed such of the features of the alien system as conduced
to its own progress. Only those traits which did not come
into conflict with the essential features and ideals of the
indigenous system were adopted. It isa fact in the history
of all arts, that such occasional borrowing always resulted
in their healthy progress. The musical conscience of the
community gradually acquiesced in the adoption of such
alien traits since it contributed to the enrichment of
the art and helped to reveal better its greatness. We have
been in contact with FEuropean music for over two
centuries now, but European harmony has not made
any headway in Indian music, for the simple reason, that
its introduction would have spoiled the beauties inherent
in the Indian Raga system. Indian music has developed
along pure melodic lines all these two thousand years.
Likewise, the harmonium with its tempered scale was
never used for the purpose of playing genuine high-class
South Indian music. Even after a good deal of practice,
one cannot produce all the gamakas (graces) on the
harmonium ; again it is impossible to play the quarter-tones
on thisinstrument. Ifin spite of these inherent defects in
the instrument, the harmonium is still used in some parts
of South India, it is due to the fact that compared with
the vina, it is a cheaper instrument, and it readily produces
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some kind of music without much effort on the patt of
the player. All the strength, virility, and appeal of South
Indian music to-day, is due to the progressive attitude of
the builders of the system in the past. If the student of
history wants to have an instance in support of the
Doctrine of Eclecticism, be has only to turn to the history
of South Indian music. Those countries which did not
possess a scientific system of music, adopted the European
system, when they came into contact with it.

Karnatic music has also, in its turn influenced other
musical systems. The scheme of 72 melakartas sponsored
by Venkatamakhi in the 17th century is a contribution
of the South to the music of North India. This scheme
served to regularise the Janaka-Janya system of Raga
classification. The Janaka-Janya system being more
logical and scientific, was preferred to the fanciful Raga-
Ragini system. The system of singing extempore svaras
(kalpana svaras), a distinctive feature of South Indian
creative music for some centuries, has recently been adopted
by musicians of the North. Many South Indian musicians
adorned the Courts of North India. Pundarika Vittala,
who was commissioned to systematise Hindusthani Music,
was a southerner. Gopal Naik also was a southerner.

Indian Music has influenced foreign music from
very early times. Strabo in Bk. X iii says that the
Greeks attributed to India nearly all their science of music,
Alexander the Great took with him to Greece a South
Indian Musician, The term sa grama gave rise to the
word gamut, a§ already explained on P. 40.

Centuries before Guido d’Arezzo, India had developed
an excellent solfa system. The Kuropean tonic solfa-
notation owes its origin to the Indian system. Music in
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5 time and 7 time and music employing quarter-tones are
now composed in some European countries. Pianos with
24 keys to an octave have been constructed. These, as well
as the method of representing the varieties of a note, (Des,
D, Dis; Ges, G, Gis ete.,) by resorting to vowel changes
in the name of the note are all to be traced to the Indian
source. Important Sanskrit works on music have been
translated into French and German.

In the countries of Eastern Europe” one can hear
melodies in such ragas as Mayamalavagaula and Simhen-
dra madhyama (Gipsy music).

It may perhaps be not out of place to mention here a
few compositions of Kuropean composers on oriental
themes :—

1. Goldmark’s overture to Sakuntala.

2. Weber's = Abw Hassan.

3. Gustav Holst’s opera Savitri.

Musical Instruments

The one gift of Europe to the music of South India is
the violin. It wasin the latter part of the 1Sth century
that the first European violinist came to South India.
The local musicians studied the instrument with great care
and immediately saw its tremendous possibilities, They
lost no time in adapting it for the purposes of South
Indian music. The jaru style of playing the violin, lends.
a charm to it. Bowed instruments have been in use in
South India from ancient times, but the Violin had
certain commendable features about it. Its sweet and loud
tone, its handiness, its plain finger-board enabling the
performer to produce all the delicate gamakas (graces) and
subtle srutis (quarter-tones) Withiease and accuracy, its

4
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long bow helping the performer to play tanas with
artistic finish, its wide compass of four sthayis and the
ease with which the instrument could be used to accom-
pany voices of different pitch—from the high-pitched voice
of the lady singer to the deep voice of the male singer
appealed to the imagination of the South Indian musician,
The vina was too majestic and dignifed to be used as an
accompaniment in a vocal concert. The need for a good
stringed instrument, which could be used as an effective
accompaniment in vocal concerts, was felt for a long time.
The violin came just at the right time to fill the gap.

The system of tuning the violin in South India is
different from that of Europe. It is tuned here according
to the needs of Karnatic music. - In European music, the
violin is tuned in fifths, but here it is tuned in fifths
and fourths as in the vina, tambura and otber stringed
instruments. . Again in Buropean music the violin
is tuned to motes of absolute pitch G DA E, but
here, the 2nd string (A) is tuned to the tonic-note of the
principal performer. The Ist string is tuned to the fifth_
(Panchama) above. The Third and the Fourth are tuned to,
the mandra panchama and mandra shadja i.e., the corres-
ponding lower octave notes of the 1st and the 2nd strings
respectively. Thus in the place of G D A E, we have the
strings of the violin in South India tuned to G D G D or
similar notes. This system of tuning is the one widely in
vogue and is referred to as Panchama srutt (Sa Pa Sa Pa).
Occasionally we come across another system of tuning
known as the Madhyama sruti. Here the 3rd string is
tuned to the key-note of the singer and the 4th to a fourth
below ; the second to the fifth above the third, and the 1st
string to the octave of the 3rd string—thus giving the
series Pa Sa Pa Sa, instead of Sa Pa Sa Pa as before. The
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violin is principally used as an accompaniment, but there
have been eminent violinists in the past, who delighted
their audiences with solo performances. The violin now
enjoys a status equivalent to that of the vina and the flute,
and the number of people learning the violin in South
Indin is greater than the number learning any other
instrument.

One of the earliest seriously to practise the instru-
ment for the purpose of playing high class Karnatic music
was Balaswamy Dikshitar (1786—1858). It was his pro-
ficiency in violin playing that later on (at a critical
moment of his life) sccured for him an appointment as
Samasthana Vidvan in the Ettiyapuram Zamin. Since
his time, a distinguished band of violinists like Vadivelu,
Ponnuswamy, Subbarayar, Narayanaswamy Pillai of
Shiyali, Mahadeva -Bhagavathar of Malabar, Narayana-
swamy Iyer of Pudukottah, Tirukkodikaval Krishna Iyer
and Govindaswamy Pillai have, by their scholarly per-
formances on the violin greatly raised the prestige of the
instrument. In South India to-day the violin has become
the indispensable accompaniment in every concert.

Another European instrument that has come to stay
in South India now is the clarinet., This instrument is
used to accompany dance concerts, displacing the old flute
and the mukhavina. The popularity of the clarinet is
due to the fact that it has a compass of three octaves—the
compass of the flute being only 2} octaves. Its keys help
the performer to play on any sruti, a mechanical device not
possible on the key-less Indian flute. The audience relished
the tone-colour of the instrument and silently acquiesced
in its introduction in the dance bands. Mahadeva Nattu-
vanar was the first to practise the instrument and introduce
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it in chinna melam. It is worth while to remember
that, although the clarvinet is graduated to the Kuropean
tempered scale, yet when an Indian musician plays it, he
intuitively produces the notes of the scale of just intonation
by regulated blowing.

The development of Bands and Orchestras is another
noteworthy feature of the impact of European music on
the music of South India. It wasin the Tanjore Samas-
thanam in the last century that the first regular band of
wood and brass instruments was constituted and Indian
music played. Rajah"Serfojee learnt European Music under
one Schwartz, a German missionary and with his help orga-
nised the now wellknown Tanjore Band. These bands are
now popular and are engaged to give concerts at temples
and wedding processions. Orchestras employing a definite
number of stringed and wind instruments and giving &
consolidated and pleasing tonal volume are a still later
development, There are Indian orchestras regularly
giving concerts in Madras. There are also orchestral
parties in the services of the Maharajas.

North Indian instruments like the Sitar, Dilruba, Taus
(Balasarasvati) and Sarinda are now in use in South India.

Musical forms

In the sphere of musical forms, the contact of Hindus-
thani and European musical systems has been productive
of wholesome results. Jayadeva's Gita Govinda had a
powerful appeal and South Indian composers like Venkata-
makhi, Sri Chandrasekharendra Sarasvati and Rama-
kavi wrote the Tyagaraja Ashtapadi, Sivashtapad: and
Ramashtapadi respectively, on parallel themes. The
South Indian Tillina is an adaptation of the Tiri
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Tillaina. The Javalis developed from the Persian Ghazals,
Abhangas, Doharas and Ovis of the Maharashtra composers
are also sung in South India. Some of the North Indian
musical forms like Savayi, Ghatka etc., have been intro-
duced in Tamil operas.

Melodies without sahityas i.e., pure solfa pieces, came
to be written in South India after the model of European
melodies by eminent composers like Muthuswami Dik-
shitar. This composer was so enamoured of the tune of the
English National Anthem, that he wrote a Sanskrit sahitya
for it (Santatam Pahi mam) appending his signature also.

Pallavi:
F AR A AR G —S |
Anupallavi :
fafeamems Fg it fr=
ATEIE W R ||
Other Sanskrit sahityas that he wroteto the tunes of
English songs are given in the Manuscript D No. 2536 pre-
served in the Government Oriental Manuscripts Library,
Madras. The Table on the next page gives the beginning
words of eight of these sahityas and the corresponding
English songs. Some of these sahityas are included in
Vol. I, (Primer), Sangita Sampradaya Pradarsini of

Subbarama Dikshitar. All these songs bear the signature
“ Guruguha,”
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Table XVI.

No.| Beginning words. | Corresponding English song.

1 | qAFE TS Let us lead a life of pleasure.
2 | gFEEEIT Quick March.

3 | gaAE British Grenadiers.

4 | mfFafEanaafa | Very good song.

5 | T TE Castilian Maid (Moore).

6 | R fafrga 0 whistle and T will come to
you my lad.

7 | ANERT TAEAE Lord Macdonald’s reel.,

8 'ﬁ'ﬁ’ﬂﬁ Taza-ba-Taza.

In some of the compositions of Tyagaraja (Ex. Vara
lila gana lola, Raminchuva revarwra), Vina Kuppier and
Karur Dakshinamurti Sastri, we see the influences of
European music in a marked manner. The melody :
S GPpmgmRNRDMgm~rg§s,isa compo-
sition of the late Tiruppayanam Panchapakesa Sastriar.
The composition of marches in Indian ragas is one of
the latest attempts. Marches are pure instrumental forms
and are now performed by many Indian orchestras. To
European ears, these Marches seem to be typical European
pieces, Variations on a Theme as a form has also been

attempted.
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Notation

Some of the important signs that we use in modern
South Indian notation ave to be traced to European
music. Notation is the medium through which musical
ideas are communicated to the eye. At a time when
music was considered a luxury and the privileged posses-
sion of a few and when the art was learnt principally
from the mouth of the Guru, the need for recording, on
paper oron palm leaves, the compositions of the great
composers in correct notation was not felt. The sahityas
(libretto) of the songs were written down and the music was
committed to memory, This circumstance is responsible
for the loss of the original music of such priceless gems as
the dshtapadis of Jayadeva and the Tevaram and Tiru-
vachakam of the Tamil Saivite Saints. The solfa system
of notation in its rudimentary form was in existence
more than 2000 years ago but attempts were not made
to devise suitable signs and symbols to represent
musical ideas on paper until recent times. With the
increasing desire on the part of the people to learn
scientific music, the necessity for recording the classical
compositions in accurate notation avose. Tachir Singard -
charlu in the early seventies of the last century began to
publish his graded books on music. The notation that he
adopted was however far from perfect. The western staff
notation was then studied by a band of scholars like
A. M. Chinnaswami Mudaliar (author of Oriental Music
in European Notation) and others. Useful signs and
symbols from staff notation were borrowed. Fractional
duration of notes came to be represented by lines above the
Svaras as in European music. Some of the earliest books
to publish South Indian pieces with the symbols borrowed
from European music were the Sangita Svayambodhini.
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of T. M. Venkatesa Sastri and the Sangita Sampradaya
Pradarsini of Subbarama Dikshitar. The former book
has published a few English songs in Indian notation.

Deriving inspiration from the work of Chinnaswami
Mudaliar some Indian musicians have published Indian
melodies in staff notation. This has enabled the outside
world to understand something of Indian music.

The contact with European music or more correctly,
contact with western science has enabled Indian musicians
to talk of the srutis (quarter-tones) used in Indian music
in terms of vibrations per second and cyclic cents.
One of the distinctive features of Indian music is the use
of 22 notes in the octave. The builders of the Indian
system of music knew the laws of harmony well and
could have, if they wanted, anticipated European harmony
in India. Samvaditva is consonance. The consonant
and dissonant intervals are the same here as in European
music. But the lure of the raga system was too powerful
for them and the idea of developing Indian music along
harmonic lines was abandoned long ago. They began to
explore all the possibilities of Indian Music along pure
melodic lines. This landed them in the field of the raga
system which is at once the pride and glory of Indian
music. Values of svaras (notes) in terms of their speaking
lengths on the wire were given by Ahobala, three centuries
ago, but it is definitely an advantge to talk of the frequen-
cies of notes in terms of vibrations per second. We are
now in a position accurately and scientifically to define
the ancient Saman scale and the fundamental scale of the
Ancient Tamils and the scales that resulted from them
by the process of modal shift of tonic. Thus western
science has enabled us to appreciate better our own music-



156 D

Ragas

Ragas like Mand, Behag, Kaphi, and Jinjhooti, now
common in South Indian Music are of Hindusthani origin.
These ragas have become so naturalised here that even
eminent minor composers have attempted pieces in them.
Whenever the foreign raga nearly approximated to a
South Indian raga, the latter was given the prefix
 Karnataka’ in order to distinguish it from the former.
Thus we have Karnitaka Kapi to distinguish it from the
corresponding Hindusthani variety. Some ragas which
were formerly upanga have become bhashanga on account
of the influence of Hindusthani music—ex. Khamas. Ragas

with provincial names current in different parts of
India show their history.

Gopala Krishna Bharati came under the influence of
Ramdas, an eminent Hindusthani musician in the Court
of Pratapa Simha of Tiruvadamarudur. Bharati success-
fully composed many songs in Hindusthini ragas.

EKalakshepam (religious discourse to the accompani-
ment of music) is now popular in South India, and
there are eminent professional performers of Kalakshepam.

For this art we are indebted to the Mahrattas who came
to Tanjore,

Technical terms which correctly conveyed certain
musical concepts were also borrowed from other systems.
The words komal and tivra and the practice of referring
the pitch of the tonic-note of performers in terms of the
keys of the harmonium are instances.



CHAPTER XII
PROSODY

A musical composition is a pieze of music set to time.
It may have sahitya or may not have sahitya. Inthelatter
case the piece is sung to solfa letters as in the jatisvaram.
In this chapter we are concerned with compositions having
sahitya.,

Poetic metres are not so well suited to musical com-
positions.  Dignified prose suits them better,  The
occurrence of yati and prasa in musical compositions is
regulated by musical rhythm.

Technical Terms

Pada (Ursd, S-3550) means a verse or line of poetry.
It is a quarter of a stanza. Ina musical composition it
represents one full avarta or a complete line of music.

In an aditala piece, a pada mey be equal to one
avarta or two avartas of music. In Rupaka, Triputa and
Chipu tala compositions, a pada consists of four avartas
and rarely of two avartas.

The following examples from Tyagaraja’a composi-
tions illustrate these points :—Examples 1 and 2 are in-
stances of Adi tala kritis wherein a pada consists of one
avarta and two avartas respectively. Examples3, 4 and 5
are respectively instances of Ripaka, Triputa and Chapu
tala compositions wherein a pada consists of 4 avartas. In
Adi tala kritis, the charana gives us the clue to determine
whether a pada consists of one avarta or two avartas.

Ex. 1, S s7m0e (Sankarabharana)

Ex. 2. & 285 [RuEN a’:;ﬁ-oﬁ"a“?_@:)— i
(Kambhoji)
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Ex. 3. dy 8 THALHT® 2 % ‘c‘méémn
(Jayamanohari)
Ex. 4, 0% Scooeh T k% oo D
e (Todi)

Bx, 5. Q¢ ¥WsEI @ 4 A9 ||
(Kannada)

There are instances of Rupaka tala kritis wherein a
pada consists of 3 avartas, For ex,

Ex. 6. AFE TEIEEI T
A ET & L
(Anandabhairavi)
Also Clintaya ma (Bhairavi) of the same composer.

_ In such cases, the apparent defect of the odd number
of avartas is rectified by the presence of an even number
of padas in the sections of the song.

Kritis in Jhampa tala and Ata tala have two avartas
for a pada; Bz. Munnu Ravana (Todi) and Sri Hart
Pada tirthame (Sankarabharana), In the case of varnas
in Adi tala, Atatala, Jhampa tala and Khandajati Triputa
tala, a pada is equal fo one complete avarta.

Prasa. The second syllable of a pada is known as
the prasa letter. The letter @ in the following Tevaram
hymn of Tirngnanasambandar is the prisa letter :—

Car@orw Qedusradss. QuPGuri srQacrn RG-S

S1Gsmew FLZDUQUTY. Y RQUST gyaTeraFaisara

G Bevw wesrarapar sretusis Gassamer QFws

GGsmrw GrioryrGuradiu Quibr efasmrerGp ||

Prasa means the correspondence of the second letter
of a pada of poetry or a musical composition.
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This dvitiyikshara prisa is known as edukai
(srzews) in Tamil,
Antya prasa, means the rhyme of the ending syllables
of a line or pida. The following example from the
Sivashtapadi illustrates the point :—

Bx. 7, FSAMQ FAM FFG T
FaFSTRTIHAN AT |

(12th hymn.)

Jayadeva’s Gita Govinda and the Kirtanas of Sada-
siva Brahmendra contain beautiful antya prasas, Antya
prasa is common in English poetry.

Anuprasa is the repetition of similar letters, syllables
and words. The charana of Subbardya Sastri’s Vanajasana
furnishes a good example : —

Tx. 8. ¥T°58m ¥TTSEG ¥eooxm ¥338  (Sriraga)

The recurring jingle of the anuprasa letters heightens
the charm of such pieces.

Yati. The letter that occurs after a caesura or pause
in a pada is the yati. *This pause may be actual or
imaginary. There is the correspondence of the yati
syllables at the commencement of avartas. Yati is known
as monai-Gwr@r-in  Tamil. The alliterating initial
syllables of avartas are known as yatis. In the followmg

vivardhani piece, ) :md ® are the yati letters :—
Ex. 9. Dﬁfé é Kok “sStSozxK = JB")«SH

In the Hamsadhvani piece :—
Ex. 10, JiomowsT D FeSsnX

P R

Y £ 8 - "
{0 o35k O P

edSee ™ X @ R0 i -
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ra (8) is the yati letter and occurs at the commence-
ment of each avarta. Itis the yati that divides music
into &vartas or half dvartas according as the tala of the
piece is short or long.

Prasa yati is a variety of yati, It occurs in musical
compositions and in sisa padyas. Prasa yati isa case
wherein the second letter after the pause or the yati sthana
is identical with the secomof the pada itself, In
such a case the two halves of "he pada appear like two
independent padas. i

Thus in the Phalamanjari piece :—-
Bz 11. 3785 38Ha~SS

P PISE eSS

there is the prasa letter n@ (=~) in the 2nd avarta, and
this is a case of prasa yati. In such cases, there is no
necessity for the presence of the yati.

Songs like
Ex. 12. ;05356’3‘2@ 53 ':.\*és&)'sé)f‘y B3 1+
Ao M&m&?s TS 7
furnish instances of coincidence ‘of both yati and prasa.

\ Rhyme is the recurrence of similar final sounds. The

rhyming syllables must be the same in antya prisa.

D " The yati letters may be the same or may be corres-
ponding assonant vowels or consonants or may be other
letters recognised as in correspondence for the purpose of
yati; Ex, jne and na; va and ma ; and cha and ta.

A priasa letter must be a consonant or a conjunct
consonant. The yati may be'a vowel or a consonant.

Gana is a prosodial foot, There are the eight main
ganas and some upa ganas.
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Size of the angas

In a kriti or kirtana the anupallavi may be of the
same length as the pallavi, or may be twice its size.
Ninnw vinaga mar: (Pirva kalyani) is an instance of
the former type and Nenendu vetakudurd of the latter
type. Very ravely it is half the length of the pallavi as
in Heccharikaga rara (Yadukula kimbhoji).

The charana may be of the same length as the anu-
pallavi (Ex. Saroja dala netri) or may be twice its length
(Ex. Sitapate).

Note.—Sarojadalanetri of Syama Sastriand Entarans
tana of Tyagaraja stand as examples of kritis wherein
the pallavi, anupallavi and charanas are of equal length.

In a few instances the charana is four times the length
of the anupallavi (Ex. Kshira sagara sayana (Deva gan-
dhari) and Mohana Rama (Mohana).

Madhyamakila sahityas present in the anupallavi,
or charana, or both result in additional padas to the
respective angas, In simple kirtanas like Syamale
Minaksht, the anupallayi, inclusive of the madhyamakala
sghitya, constitutes one pada. There are also instances
wherein the anupallavi, inclusive of the madhyamakala
sahitya, may result in two or three padas (Sri Ramam ravi-
kulabdi somam (Narayanagaula), In the latter case, the
odd number of the avartas becomes even, if the madhyama
kala sahitya is presumed to be sung in the prathama kala.

* There are instances of kritis like dkshaya lingavibho
(Sankarabharana), wherein the anupallavi with the
madhyamakala sahityo consists of four padas.

Madhyamakala sahityas-of two padas exist in the
charanas of kritis like Sr& Raja Gopala (Saveri) and
Konmtyadina napal (Kambhoji).

11

>
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Rarely, madhyamakala sahityas are present in the
pallavi; ex. Sri Sarasvati namostute (Arabhi).

In some darus, the charanas are very long and quite
out of proportion to the size of the anupallavi.

In a varna however, the charana consists of only one
pada. Since the charana is in the position of a pallavi,
(the ethngada svaras being concluded with it), it is but
right that it should be so. The two halves of the varna
however retain their just proportion, if it is remembered
that the latter half consists of the charana and the ethugada
svaras,

Rules

It has already been pointed out that tala is to musical
composition what metre is to poetry. The tala therefore
regulates the occurrence of yati and prisa in musical
compositions.

1. All the padas in a musical composition should be

of the same length,

2. There should be the correspondence of the yati
syllables at the commencement of the avartas;
and in half-avartas, where the avartas are long;
and at the commencement of alternate avar-
tas where the avartas are short.

3. In all musical compositions having the divisions
of pallavi, anupallavi and charana, there should
be the correspondence of prasa between the
pallavi and the anupallavi.

4. When the pallavi consists of two avartas the yati
should occur at the commencement of each
avarta as in the following examples :—

Ex, 13. 233~ (8 THSo %D

DESE Da08E 4 (Isamanohari)



Ex. 14.

Ex. 15,
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JEIT Tl e
JROTE T AT | (Hamsadhvani)

FRTEFWUTUE FAFRTID Q@BBIeT

s &6 S || (Dhanyasi)

or, the prasa yati may occur in the second dvarta,
as in the following examples :—

Ex, 16,

Ex, 17,

D HrIHe ¥ BT S
(Suddha bangala)
Nod BRST 0 TS

$03 oo™ (Sarasvati manohari)

The same rules apply to anupallavis of two dvartas

Examples i—
Ex. 18.

Ex. 19.

ECERR-E e

35 BT DHIEX
(Tolinenu—Xokiladhvani)

STz Y B $8T-%TY

2ATES B 8w T winenoHTe B
(Nagumomu—Abheri)

5. Ina charana, all the padas should have the prasa.
Where: a pada consists of two avartas, the
second avarta may have the yati correspondence,
(Ex, Nada tanw manisam) or the prasa yati;
(Ex. Enta vedukondu.)

If a charana consists of eight padas or of even more
padas as in darus, the same rules will apply,



164 ‘

6. A madhyamakala sahitya present at the end of the
anupallavi should have the anupallavi prisa ;
that at the end of the charana, the charana
priasa. On account of the quicker tempo of this
section of the song, the yatis or prasa yatis
must occur at every half avarta or half pada as
the case may be. [See Tyagardjaya namaste
{Begada), Balagopala (Bhairavi) and Cheta sri
(Dvijavanti].

7. Svara sahitya.

The kritis of Syama Sastri, Subbaraya Sastri and
Mysore Sadasiva Rao contain beautiful svara sahityas.
These technical appendages are on a special footing. They
have an independent prasa, in as much as they are intend-
ed for being sung at the end of the anupallavi and also
at the end of every charana. The appropriateness in the
singing of the dhatu or the solfa part of the svara sahitya at
the end of the anupallavi and the matu, or the sahitya part
at the end of the charana will now be apparent. If the
sahitya was straightway sung at the end of the anupallavi,
the madhyamakdla: tempo of this passage may give the
impression of a madhyamakala sahitya to a listener
who is not familiar with the piece. Iinding the lack of
prisa correspondence with the anupallavi, he may even
suddenly jump to the conclusion that it is a faulty com-
position. If the svara part is sung at the end of the
anupallavi, followed by the sahitya part at the end of the
charana, the listener will get the impression that this
sihitya, sung to the dhatu already made familiar to him at
the end of the anupallavi, is svara sahitya. Hence the
wisdom of this procedure. Even in instrumental music, &
player can, by judicious rendering, give the audience
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this impression, if he is playing the dhatw part or the matu
part of the svara sahitya.

8. The padas of songs in Rupaka, Chapu, Triputa,
Jhampa and Ata talas conform to the yati
prasa rules already mentioned. But since each
pada consists of a plural number of avartas, the
individual avartas or more usually the alternate
avartas of a pada should have either the yati or
the prisa yati; very rarely these may be absent.

The following esamples illustrate these points:—

Fx. 20, 2a348 8. 77 Bdodrd m. o
(Khamas)

doB9R .. 55 Bomyn b TR

Ex. 21.
: (Mukhari)
Ex. 22. s8:50e™%R sz"fSaéa;‘.) ¥HooRK wEeS
(Kiravani)
Sa oo i

Ex. 23, TTos8n Hovese T.o.

(Suddha saveri)

Thus in o sense it is somewhat difficult to compose

‘songs in shorter talas. This accounts for the large number
of songs in Adi tala.

9. Ifina charana, the letter preceding the prisa in
the first pada is long (dirgha) then the letters
preceding the prasa in all the subsequent padas
should also be long. TLikewise if in a charana,
the letter preceding the prasa in the first pada
is short (hrasva), then the letters preceding the
prasa in all the subsequent padas should be
short, This rule applies to the pallavi and
anupallavi as well.

An exception to this rule is recognised in Telugu

-gongs but not in Tamil songs. In cases where a prisa
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letter happens to be a conjunct consonant, a short letter
preceding it may be presumed to be long if necessary.
Thus the opening Words of the pallavi and anupallavi :
Jo#D and moosfers of the Mukhari piece: Entant ne
are justifiable and perfectly correct. See also Intanuchu

(Gundakriya), Inta saukhya (Kapi) and Pedda Devudanti
(Mohana).

10. Where a song consists of only stanzas, as the
Tevaram, Tirwvachakam, Tiruppugazh ete., the
rules mentioned above for charanas hold good.

The yati and prisa contribute a certain life, charm,
regularity, symmetry and beauty to musical compositions.
In Tyagaraja’s compositions, we come across almost all
the infinite varieties of yati and prisa (Gaja prisa, Simha
prasa etc.) that human genius can possibly conceive of.

Mere knowledge of the rules of prosody will never
help a person to write good compositions unless he also
possesses the ear and feeling for good music along with
the composer’s art and technique.

There are many instances of songs wherein words and
even proper names have been literally dissected in order to
conform to the rules of prosody, The word or name is sc
split up, that the second part is sung at the commencement
of one pida or avarta and the first part at the end of the
prior pada or avarta. This is a license that has been
enjoyed by composers from ancient times. Such splitting
up, in order to suit the exigencies of music, is found in the
Sama gina also wherein words are permitted to be detached
and grouped to suit the music,

Examples of songs wherein the prasa rules necessitate

the splitting up of words and names are given in the
Table on the next page :—



Table XVII

Name of the song. Raga. Word or Name.
Chakkani rija Kharaharapriya Tyagardjintane
Evarani Devamrita varshini | Madhava
Guruleka Gaurimanohari Tatva bodhana
Sringarinchukoni Surati Gopingandmanulu
Nanupalimpa Mohana, Jivanamani
Evaru manaku Deva gandhari Gokulamuna
Sambho Mahadeva | Pantuvarali Gopuravisa
Nivida negana Saranga Rajivaksha
Chintaya ma Bhairavi Uttunga
Parvati ninu Kalagada Martinda

How split up.

Tyagara | jintane
Mai | dhava

Tatva bo | dhana

Go | panganamanulu
Ji | vanamani

Go | kulamuna

Go | puravisa

Ra | jivaksha

U | ttunga,

Mar | tanda




168

8

The Samkshepa Ramiayana kirtana of Tyagaraja :

Vinayamunanu (Saurashtra) furnishes many other
* interesting examples.

Atita graha becomes-a necessity in cases of superfluity
of sahitya syllables. The surplus syllables are attached
to the prior avarta in order to conform to prasa lakshana.
The anupallavis of Kshinamas tiruga (Mukhari), Venu-
gana loluni (Kedaragaula) and Jutamu rare (Kapi)
furnish good examples of atita eduppus.

In a composition, the prasa helps one to determine
Whether the section that follows the pallaviisan anupallavi
or a charana. Thus in the piece: Sri Sarasvati namostute,
the second section is only an anupallavi and not a charana,
The Divyanama kirtanas of Tyagaraja consist of only
pallavi and charanas,

It will be of interest to note that in some Divya
nama kirtanas like Sri Rama Jayaramae (Yadukula-
kambhoji), Tavadasoham (Punnaga varali), Pahi Rama
chandra  Raghava (Yadukulakimbhoji) and Rama
Kodanda Rama (Bhairavi), the pallavi is not repeated at
the conclusion of the charana; because, the music of
each charana is complete by itself and the sahitya of each
charana again conveys a complete sense. But there are
other Divya nama Fkirtanas like Sri Rama Sri Rama
(Sahana), Sri Raghuvara Dasarathe (Sankarabharana),
Vara lila gana lola (Sankarabharana) and Pahi Rama
chandra (Sankaribharana) wherein o feeling of complete-
ness arises only when the pallavi is sung at the end of
each charana. The dhatu of the charana naturally leads
on to the pallavi.

The rules of prosody again are of help in determining
the correct readings in musical compositions, Thus in the
charana of the Hamsadhvani piece :  Sri Raghukula, the
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-opening phrase should be vara ratna which alone will
-agree with the later parama bhaktulanw and not nava- _
ratna. Likewise, at the end of the charana of the
Hamsadhvani piece: Vatapi Ganapatim bhajeham,
Haradi Guruguha is the correct reading and not anadi
Guruguha.

The yati and prisa are guiding factors in dividing a
-composition into its component dvartas and also in deter-
mining its tala. Given the bare sihitya of a musical com-
position, it is possible to divide it into its constituent
angas, padas and avartas.

It may be useful to note that in pieces like: Kali
narulakw (Kuntalavarali), Dinamani vamsa (Hari
kambhoji) and Nanw palimpe (Mohana) the composer
left the latter half of the second avarta of the pallavis free
for the singer to fill the gap with appropriate music of his
own creation.

Historical

The dvitiyakshara prasa is a distinctive feature of the
poetry and musical ccmpositions in Sonth Indian langu-
-ages. It is definitely a South Indian concept, The
Tevaram and the Tirvvachagam ave the earliest musical
-compositions wherein we come acvoss this type of prisa.
We do not come across this variety of prasa in the
Ashtapadis of Jayadeva, although they contain antya
prasas. South Indian Sanskrit composers like Tirtha
Narayanaswamy, Margadarsi Seshayyangar and Muthu-
swamy Dikshitar have introduced the dvitiyakshara prasa
in their compositions. But the authors of the Sivashta-
padi and Ramashtapad:, faithfully followed Jayadeva by
avoiding the dvitiyakshara prasa and mtloducmd only the
antya prasa.



. CHAPTER XIlI
KACHCHERI DHARMA

Professional musicians in all countries follow a
certain code of ethics, They :have a two-fold responsibi-
lity. First, they owe a duty to the great art which they
practise and second, to the society which constitutes
their audience. They are the custodians of the art and
hold aloft the banner of music. They will not do anything
which will tend to lower the prestige of the divine art.
Every performer strives to give his best to the audience.
He follows implicitly the divections of the conductor. In
this chapter, we shall see the duties, responsibilities and
obligations of performers of Indian music.

A performer must be deeply conscious of his strength
as well as his weakness. His performance must be such
that the audience should leave the concert hall with the
best of impressions, The memory of the concert should
linger long in their minds. The concert should be
finished just at the moment when the audience would have
preferred to stay on for some longer and listen. He
should not give the audience an opportunity to know his
weak parts, like lack of manodharma jnana, and weakness
in laya,

A performer’s motto ought to be ¢ mazimum music
with minimum effort and mazimum musical effect with
minimum strain.” He should not feel exhausted or fati-
gued at the end of a concert. He must put on a smile and
acknowledge in a graceful manner the encomiums show-
ered upon him by the admiring crowd. Singing or play-

ing ought to be free and effortless. Gestures which result
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in physical strain should be scrupulously avoided. That
does not mean that the performer should sing in a light
hearted and easy-going manner. Heshould put on a pleasant
appearance and never look serious, He should concentrate
on the sruti and sing with earnestness and attention. He
should sing in a calm and sustained manner and not hurry
through the programme. He should please the listeners
to the best of his ability.

A successful performer is one who goes to the concert
well prepared with a definite plan of what he is going to
sing or perform. He sings with attention and easily
creates interest in his music. His first concern ought to
be to create the requisite musical atmosphere (Guoartd
SUBbLy. @Fise) and establish contact with the audience,
without which any amount of music {rom him is bound to
fall flat on the ears of the audience. Once the musical
atmosphere is created and the contact established, he can
sing with a more confident tone. Later he can make &
survey of the audience and note in his mind those who
genuinely appreciate and those who are left untouched by
his music. An appreciative audience is like a catalytic
agentand draws the best out of the musician. The sequence
of the items, as also their varied and representative charac-
ter, are important factors in contributing to the success of
a concert.

Only pieces which one has thoroughly mastered and
which one can render in an accurate, polished and artistic
manner should be presented in a concert. Insufficiently
practised piecesiand half-learnt pieces should never be given.
Nor should one give in a concert pieces which will not
come off well through his voice. This principle adhered to
is good both for the listener and the performer. The former
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‘has the satisfaction of knowing that he gets the best for his
money, and the latter that he will not risk his reputation
unnecessarily. If a musician is asked to render pieces which
he does not know, he must diplomatically evade attempting
such pieces. Likewise he must attempt only alipanas of
ragas with which he is thoroughly familiar. Kalpana
svaras should likewise be attempted to familiar eduppus
and pieces. Wherever possible and desirable, kalpana
svaras should be preceded by a short niraval.

Not more than one piece in a raga should figure in a
concert programme ; provided however that the main raga
for the day can be in the raga of the varna sung at the
very commencement of the programme; provided also
that the ragas already covered, can repeat in the raga-
malika and the lighter pieces sung towards the latter part
-of the concert.

Alapanas preceding kritis should not be unduly long.
They should be short, crisp and relevant and not extend
beyond a duration of five minutes, The performer should
reserve his talents for the main raga. Each and every
kriti need not be preceded by an alipana of its raga. This
will result in monotony. The performer can profitably
preface pieces in rare and difficult ragas with short alapa-
nas revealing the melodic beauty of the ragas. IE printed
programmes are not given to the andience beforehand, they
struggle hard to identify such ragas and this guessing
gives them a certain amount of intellectual pleasure.

One need not sing kalpana svaras for each and every
piece. There are places in some kritis which definitely
invite performers to sing kalpana svaras. Attempting
kalpana svaras for two places in the same song in a con-
cert should be avoided. Kalpana svaras attempted for rare
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and difficult ragas and for intricate eduppus in kritis add
liveliness to a concert. Such attempts revea Jthe musi-
cian’s scholarship and his powers of technique and skill.
As a rule, niraval and kalpana svaras should be
avoided for longer pieces and chowka kala kritis. Kalpana
svaras in madhyamakala are more pleasing than those in
chowka kala, A few one-dvarta or half-avarta chowka
kala kalpana svaras can be sung only as a prelude to the
subsequent madhyamakala svaras. Kalpana svaras in-
volving gati bhedas should be attempted only once during
a concert and that too preferably in the domain of pallavi.
If the chosen pallavi is in an intricate time-measure,
it may be difficult to attempt gati bhedas therein. Insuch
cases, if necessary, this type of music should be attempted
for some convenient adi tala piece earlier in the concert.

It is highly desirable that the itemsrendered by a musi-
cian in a concert should include selections from Telugu,
Sanskrit, Tamil and Kannada composers. The pieces
chosen should reflect as many styles as possible. Pieces
in different talas should also figure in the programme,
It will be a dreadful monotony if all the pieces sung
in the first half of a concert were in the adi tala. What
change of raga is to the violinist, the change of tala is to
the drummer. Pieces which are noted for their high
musical value and pieces bristling with technical beauties
should be preferred to other pieces. After the pallavi, it is
desirable that a rigamalika, padam, javali, tillana, Ashta-
padi, Tarangam, pieces of a lighter nature, a few national
songs and songs of contemporary interest are sung. A
couple of pieces in the madhyama sruti towards the close
will provide a welcome variety.,

1t is essential that the principal performer should know
the meanings of all the songs sung by him. It is only
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then that he will be able to pronounce the sihitya syllables
correctly and sing with expression on his face.

In a concert, the principal performer has both his privi-
legesand his responsibilities. He has the right to initiate
the programme of his choice, but at the same time he is
bound to guard the prestige of his accompanists. He must
encourage them and make them look well in the eyes of
the audience. He must not recall past grudges and take
them unawares by inflicting difficult musical problems.
Such things only serve to mar the beauty of a concert.
If he sings rare ragas or attempts kalpana svaras for
intricate eduppus, he must give reasonable opportunis
ties to his accompanists to identify the raga or the eduppu
as the case may be; otherwise he will be abusing his
position as the principal performer. He must count the tala
with an open hand and not in a half-concealed or mislead-
ing manner. If by his skilful performance, the violinist
gets the approbation of the audience, the principal per-
former should not become jealous of him.

The principal performer should give at least two solo
chances (s=f gaigst) to the mridangam player during a
concert. These solos should be given in different talas
and in convenient tempos so that the drummer may exhi-
bit his best. If there are secondary tala accompanists,
they must be given at least one solo chance each during
the first half of the concert. At the conclusion of the pal-
lavi, these secondary tala accompanists may perform in
conjunction with the mridangam player.

The accompanists must in their turn co-operate whole-
heartedly with the principal performer and make the con=
cert a thorough success. They should not lord over him
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nor do anything which will affect his prestige. They
should know his psychology and play accordingly. They
should not unduly assert themselves.

The violinist must accompany the principal performer
in the real sense of the term. He must not grumble af
the low pitch of the singer’s voice. On such occasions he
would do well to put thicker guts and play. It is his duty
to figurate the music of the principal performer. While
accompanying songs, he should emphasise the beauties of
the dhatu by stylish and artistic play and by judicious
emphasis on gamakas. He can play the music in the
higher positions wherever possible and desirable, Unless
absolutely confident, he should not risk playingin the
higher positions. He should be familiar with his chief’s
repertoire and his style of rendering. He should not be
hasty in deciphering ragas and eduppus. He should re-
member that rare ragas and intricate eduppus are traps seb
for him by his, (not very friendly) chief to catch him
unawares and make him look small in the eyes of the
critical audience. His responses to his chief’s alapana and
Kkalpana svaras should be such that they do not run counter
to the train of musical thoughts of his chief, If one of his
strings goes out of tune, he should tune it during the next
moment of pause or at the conclusion of the item. If
necessary, he can accompany the rest of the music on
the other strings. A clever violinist is one who is able
to draw the best from his chief and who gives his best in
‘turn.

The mridangam player must bring to the concert an
instrument whose pitch agrees with the voice of the singer
or one which can easily be tuned to that pitch. He must
faithfully stick to the tempo (kala pramana) of the music



176

and not stealthily accelerate or retard the speed and con-
found the principal performer. By intelligent play, he can
emphasise the beauties underlying the rhythmical cons-
~ truction of the pieces rendered. The ‘rhythmical harmony”
provided by the tala instruments in an Indian concert is
a thing wholly unknown in European music.

- In instrumental concerts, the performers should strive
to exhibit all their skill and attainments on their instru-
ments and show also the possibilities of their instruments.
The violinist in addition to playing in the higher positions
on all the four strings, can play flageolot notes and double
stops and also exhibit his mastery of bow technique. A
vainika can exhibit his plectral technique, play double
stops and triple stops and produce flageolot notes with
effect. Simultaneous playing in two octaves is a possibi-
lity on stringed instruments like the vina, gotuvadyam
and violin, and performers can practise at least portions of
some pieces in this manner and render them to the delight
of the audience.

Concert Party

A South Indian Concert Party usually consists of a
vocalist or the performer of a primary instrument like the
vina, gotuvadyam or the flute, and a viclinist and a drums
mer. In addition thereis the person providing the drone
accompaniment—Tambura sruti. Vainikas and gotuvad-
yam players dispense with the Tambura, since there is the
provision for the drone accompaniment on their own in-
struments. The Tambura player sits at the back of the per-
former, towards his left, The violinist and the drummer
sit in front towards the left and right of the performer
respectively. If the mridangam player happens to be a left-
bended person, then he exchanges his place with that of the
violinist, Additional tala accompanists, if any are seated,
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to the right "of the principal performer. The mridangam:
player is al ways given the front position. But if one of
the colleagnes in rhythmical accompaniment happens to
be a senior person, he is allowed to occupy the seat of the
mridangam player, at the option of the chief, The prinoei-
pal performer, called the Nayaka or the Leader, has® the
responsibility of getting through the concert to fhe
satisfaction of the audience and his accompanists. The
latter have a moral claim to be allowed re.msona.ble oppor-:
tunities to exhibit their talents.

The following diagram gives the seating plan of the
members of a South Indian Concert Party. The esséntial
members are shown in thick types,

J
Ko or Ge T
Ghor M P
Ka or D
M v
. Audience
Reference .— .
: P =Principal performer
V= Violinist Gh=Ghatam player
M = Mridangam player M = Moursing ,,
T = Tambura 5 Ko = Reciter of j.tis
Ka=ZXanjira o3 Ge= Gettuvadyam player
D= Dolak i J =Jalra ,,
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"CHAPTER XIV
COMPARATIVE MUSIC

Comparative Musicology or Vergleichende Musik
wissenschaft is that subject which examines and com-
pares the different musical systems of the world, with a
view to discover their points of resemblance and unlikeness
and find connections, if any such exist. It enables us
to understand the why and wherefore of fasts relating
to music and enlarges our musical conceptions. It helps
us to visuilise the different musical systems, their
principles and styles and to contrast the beauties of
one with those of the other. It enables us tosee how
the great composers have expressed their thonghts through
the language of music. This is a new subject and its
study is of great cultural and pedagogical value, A
knowledge of this subject widens the musical outlook of
the ordinary musician and makes him better appreciate
and understand the ideals which form: the basis of
musical systems other than his own. To acquire a
systematic knowledge of this fascinating subject one must
study the musical material, past and present, of all the
peoples of the world. There are the phonographic records
of the music of most peoples and also bouks written Ly
eminent scholars on the music of the different countries.
The musical soul of each nation is revealed to wus by a
study of this subject.

There'are two ways of studying this subject. One is
to take the various musical systems and study each system
analytically. The other method is to take specific topics
like notation, tone-system, form, time, instraments, dance,
graces, orchestration, literature on music, the place given to
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music in the life of the nation and so on, etc. and study
them as they obtain in the different conntries. This latter
method has been followed here. Within the available
space of a chapter only the fringe of the subject can be
‘touched.

Harmony, Melody and Polyphony

Of the possible systems of music, harmony  and
melody ave the ones extensively in vogue. European
music since 1600 A.D. is built on harmony. Harmoni-
cal and melodical systems of music are constructed on
entirely different principles and assuch cannot be fused
into one, without seriously compromising the individnality
and dignity of each. In fact itis non-European music
that has made humanity remember what pure melody
is. Itis a mistake on the part of the occidental to think
that all music not based on harmony must b primitive
and wust be of interest only from the viewpoint of
folklove. Likewise it is a mistake on the part of the
oriental, to think that all Kuropean music is a medley of
sounds, bordering upon noise. Harmony and Melody are
both musical languages loved and jealously guarded by
millions of people in their respective countries. Both have
a scientlfic basis and have developed on sound principles.
Harmony and Melody are two aspects of the world’s great
system of musical thought. They are two. streams
flowing into tbe river of music. They are two distinct
forms of musical expression. The ragas have as much
charm as harmony. The refinements of oriental music
are in the melodic line; while those of occidental musie
are in harmony. In Europe, a melody is conceived
harmonically ; in other words, melodic ideas are pivoted
there on ‘rels.ht.ionships of harmony. But in oriental
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countries, a melody is conceived with a melodic conscience
““independent of any thought of harmony. An Indian
composer, while conceiving a melody, has the one object of
presenting the raga bhava in all its richpess. If even
the remotest idea of harmony was there, the progression
of the dhatu would have been entirely different. Hence
it is a hopeiess task to harmonise Indian classical melodies
like Chetulara and Bavanuta. There is a belief amongst
European musicians that any melody under the sun
can be harmonised and performed to advantage. This
is an erroneous notion. Such attempts result only in
caricatures of the original melodies,

Harmonising varja raga pieces must result in the
introduction of the varja svaras in the course of har-
monisation and the result will be incongruous. Such
lamentable harmonization has led to the disfiguration of
melodies. The delicate shades and gamakas and the subtle
.quarter-tones hecome obliterated in the mass of harmony.
In Indian music with its well-developed raga system, there
is no place for homophony, polyphony or counterpoint.

Eschewing harmony, the builders of the Indian
8ystem of music have explored all the possibilities of a
pure melodic system. Every phase of melody including
rhythm has been developed here, There are things in
Indian music which have never occurred tothe Western
mind. The raga system is the gift of Indian music to the
world’s sangila. 1t is so comprehensive and all-embracing
that it is impossible for human genius in any part of the
world to conceive of a scale which will not come within its
ambit. For instance, the whole-tone scale brought to
prominence by Dcbussy is the same as the janya raga :

Gopriya (srgmdn ,": -sndm g 7 s) derived from the
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62nd melakarta Rishabhapriya, Likewise the scale of
Scriabine's Prometheus is the 6 fth mela raga Vachaspati.

In Polyphony or the Contrapuntal style of music
there is a meloly called the theme or subject and to each
note of this melody another note is added. The newly
added notes constitute a distinct melody by themselves.
Polyphonic music is thus a case of plural melodies, all per=:
formed simultaneously. The several melodies or parts
are of equal importance. In homophonic music there is a
principal melody with an accompaniment of chords.
These accompanying parts may be many or few and are
subordinate to the chief melody. Thus the enchanting
principal melody sustains the melodic interest and the
other parts form only an accompaniment as opposed t0 the
polyphonic style, wherein all the parts are of equal im-
portance. In- the history of Enropean music, homo=
phony comes after polyphony. Melody, Polyphony, and
Harmony are three types of music and in their fully deve-
loped forms show to us the heights'to which the genius of
man has soared in his quest for new forms of musical ex-
pression. There is no doubt that if Palestrina and Beethoven
had been born in South India, they would have composed
beautiful kritis. Likewise if Tyagaraja had beenborn in
Europe, he would have composed symphonies and sonatas.

Melody in combination with barmony is the feature
of homophonic music. Pure melody without any such
combination is the feature of the monodic style of music-
In the latter style of music, the accompanists follow the
singer literally. But in homophonic music, the accom-
paniment is mostly perpendicular or vertical, although a
few instruments strengthen the basic melody. Harmony
is to a certain extent a restrictive factor in the free

movement of melody.
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It is the lot of few countries to claim to possess a
scientifie system of music. Most countries possess only
folk music or at best music that has been only traditionally
or instinctively developed.

Antiphony (alternate singing of solo and chorus)
is found in India- amongst palanquin-bearers and the
Dholi carriers. There are many folk songs and religious
songs rendered in the antiphonal style. Antiphony is
tound inthe music of the African Negroes, the New Zealan-
ders, the North American Indians, and the Egyptian
boatmen on the Nile. Part-singing is found in the music
of the South Sea tribes and Negroes,

European musicians brought up in the tradition of
harmony feel that something is lacking, even when they
hear the best oriental music, Likewise, the oriental,
accustomed to melodic music feels the too-muchness in
western harmony. To him, occidental music appears
literally as a mass of sounds. However short a melody,
the western ear is not satisfied unless somewhere about
the middle of the piece, a modulation into another key is
effected. But this is not permissible in Indian music as it
will cut at the root of raga bhava. The raga is a picture
painted on the background of the sruti (drone) and any
change of sruti during the course of the alapana or com-
position will alter the tone-relationships and result in the
destruction of the raga’s melodic individuality. Hence the
importance of the drone in Indian music and the signi-
ficance of the statement that ‘all music in India is
performed to one key’. The srutiis the centre of gravity
in Indian music. Ther: is no presumption in India that
the ending note of a melody gives the clue to h'"yits key.
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The phenomenon of brilliant compositions being the -

+ products of inspiration is a possibility only in a melodic
system of music. Harmony and Polyphony imply con-
scious effort on the part of the composerand are more
intellectual in character. In a melodic system of Tmusic,
it is possible for an individual to sing or perform a piece
of music which is complete in itself. Buat 1n harmony
and polyphony, this can be done only by a group.

European musicians maintain that when they hear &
melody played pure, v.e.,” without any harmonical accom-
paniment, they automatically kear the underlying harmony.
This is only a matter of training, When Indian musi-
cians listen to beantifaul European melodies, which were
definitely intended for being harmonised, they do not get
any such impression. They enjoy them only as simple
melodies.

An oriental musician enjoys the music he performs
and frequently is lost in it. But in ISurope, with the
exception of the solo performers, this enjoyment is denied
to some extent, to the performer in an orchestra. He
listens for the most time, only to the music of his neigh-
bouring instruments and not the orchestral music as a
whole. It isthe conductor and the audience that enjoy
the full music, This however cannot be helped.

The three unities of sruti, laya and raga are rigidly

observed in Indian music. Therefore modulation into -

parallel or related keys, sla kening or quickening of speed
in the course of a composition and introduction of notes
other than those admissible in the raga are not possible
here. Accidentals come only in bhashanga ragasand there,
too, only in well recognised sancharas. In the absence of

part-singing, there was not the need for the classification *

e
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of voices into bass, tenor, alto and soprano. Vocalises and
Etudes to suit the needs of Indian music have been com-
posed by many scholars.

In an Indian concert, the drum is tuned to the tonic-
note of the performer and is played in that pitch right
through the concert. In modern European music, the
pitch of the drum is allowed to be changed in the course
of a movement and for this purpose, a few bars of rest is
given to allow the player time to alter his screws.
Occasionally forspecial effects, thedrum is played muffled.

A close study of the history of world music reveals
the fact that Indians are one of the earliest musical peoples
on this globe. When the music of the other nations
was just in the stage of a folk art, India had developed a
high degree of musical culture. Even before the music of
the ancient Assyrians, Egyptians and Hebrews had reached
& high degree of perfection, India had evolved a magnifi
cent system built on a firm scientific basis. That system
exerted its influence on the music of Greater India, China,
Japan, Persia, Arabia and Greece. India may be said to
be the mother of music. Strabo says that Pythagoras
derived his knowledge of music from India. Pythagoras
travelled in India about 500 B C.

Music in India wasa great art, worthy of pursuit
by the greatest men and women. It was an object of
reverential study and was never thought of as an amuse-
ment, nor even as a source of mere pleasure or a healthy
pastime. It was one of the means for attaining salvation
and an easy path for the realisation of God. It helped one
to reach the blissful state of samadh;. Music was there-

fore given an honoured place in the scheme of life of the
nation,
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Musicography

The two systems of musical writing in vogue in the
world today are the staff notation and the tonic solfa
potation, Both are used in European music. Indian
music employs a notation based on the solfa letters ; sa r¢
.ga ma pa dha ni. This notation is more than two
thousand years old and is seen in Naradi Siksha, a work
written before Bharata's Natya Sastra. The beginnings of
notation in India can be traced to the vedic chants wherein
the udatta and the anudatta svaras were represented by
symbols. The European solfa system, dates from the time
of Guido @' Arezzo (995—1050 A.D.) The varieties of &
note in India were denoted by vowel changes in the name
.of the note. Thus the suddha rishabha, chatusruti risha~
bha and shatsruti rishabha were denoted as ra, i and 7%.
‘This device is as old as the Kudimiyamalai Inscription
(Tth Cent. A.D.)in the Pudukottab State. The vowel
change device was later adopted in Europe. Thus Des, D
and Dis stand respectively for D flat, D and D sharp.
The suffixes is and isis added to a note correspond to the
terms : tivra tara and tivra tama of Indian music.

From the fifth to the twelfth centuries, the newme
notation, consisting of dots, dashes and accent marks, was
in vogue in Europe. This was followed by the mensural
notation wherein the time-values of the notes were shown,

The ancient Tamils, used the vowels as solfa letters.
Modern Arabic music bas no solfa system. While
solfaing the Rishabha svara, Hindusthani musicians
sing 7e, instand of 7i. This can be traced to foreign
influence.

In the place of the key-signature of European music,
we have in Indian musicography, the name of the raga
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and tala given at the ﬁop of a composition, The mention
of the raga name is sufficient to give the musician a flood
of ideas relating to the nature and the manner of render-
ing the notes figuring in the composition. It tells him,
which specific srutis are used, and which gamakas, in-
cluding their range and extent, which notes are subject to
varek and which not, and various other facts. This dis-

penses with the necessity of introducing a multitude of
symbols in Indian notation.

The time-length of the laghu, drutam, anudrutam,
and chaturbhaga correspond to the semi-breve, minim,
crotchet, and quaver of European music. The speed of
the composition and also the value of a unit-note are
mentioned at the top of the piece,

Piteh in India is relative. When we talk of a madhya

sthayi shadja, it might mean a note of any frequency
within certain limits. But in

European music, the
middle C meansa

note of a specific pitch. Thus when
Indiau melodies are written in staff notation, it does not
mean that they should be sung or performed in the key in
which they are written. They might be transposed and
performed in any other convenient'key. The Indian
singer enjoys the freedom to select a pitch suited to his
voice. He is not obliged to sing at a particular pitch as is
the case in BEurope. A European singer has to fit his
voice to the music. The strained and screechy singing on
the part of some soprancs is only due to this cause. The
range in absolute pitch of the human voice differs in
some countries on account of climatic conditions. If
is doubtful, if even with adequate training, Indian women

could reach the high notes negotiated by sopranos in
Europe.
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Ideas of absolute pitch and absolute time are not
foreign to Indian music. Absolute pitch isas old as the
Silappadikaram (2nd cent A. D.) The tala dasa pranas
not only prove that the concept of absolute time has been
in existence from ancient times, but also that the Indian
scholars explored all the phases of the domain of rhythm.

Scale

Indian music is based on a scale of 22 svutis i.e., ten
notes in addition to the universal 12 divisions of the octave.-
The frequencies of these notes are given in Chapter 1V,
Sometimes, a few notes, other than the 22 are also
used. A nation which uses in its art music 22 demi-semi-
tones in an octave can certainly lay claim to the highest
degree of musical culture.

The artificial scale of equal temperament became &
necessity in Europe on accouut of the fact that music
was written for being played from any of the twelve
keys. Indian music is played in one key and therefore
uses only the scale of just intonation.

European music centres round the mujor scale, the
harmonic minor scale and the mclodic minor scale. Other
countries use a few scales. But Indian music uses hun-
dreds of hepta-tonic, hexa-tonic and penta tonic scales.
More than three thousand ragas with distincs lakshanas®
and names exist. Chromatic scales are nob recognised
in Indian music. Augmented intervals are considered
difficult to sing in Europe; but in South India, the very
first scale (Mayama'avagaula) taught to beginners in music
has two augmented intervals: the first between ri and ga ;
and the second between dha and mi. Modern Kuropean
music cannot conceive of a scale without a leading.
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note. This is not the case in Indian music. Mayamala-
vagaula isseen in Rumanian music, Kalyani is seen in
Hungarian music and Simhendramadhyama in the music
of the Gipsies. Neither in the music of Cambodia nor in
the music of the other Asiatic countries do we come across
guarter-tones. Recently attempts have been made to write
guarter-tone music in Europe. 1In the year 1932, I saw in
Prague, a specially constructed piano with provision for
playing quarter-tones. It had 24 keys to an octave and
it wasa pleasant experience for an Indian musician to
hear in far-off Europe such delicate notes as the Kuranji
nishdda and the Gaula rishabha,

The pentatonic scale Mohana is found in China,
Japan, Java, and the Pacific Islands; in Scotch music,
“Celtic folk music, African music and in the music of the
American Indians. The nniversal occurrence of this scale
is to be traced to the fact that the notes fignring in it are
the earliest notes to fignre in the Cycle of Fifths (shadja-
panchama bhava) : g, p, r (panchama’s panchama), d
(rishabha’s panchama), g (dhaivata’s panchama). In some
countries the pentatonic scale suddha saveri is found.
This is easily accounted for, if we remember that the
suddha saveri is the scale arrived at by taking the panchama
of Mohana as the tonic note. ?

Derivation of scales by the process of modal shift of
tonic was known to Indians more than two thousand
years ago. The murchhanas as well as the palai-s (ur%»)
were derived by this process. The ancient Greeks derived
their modes by the process of modal shift of tonic.
Appreximate equivalents to the anciet Greek and Ecelesi-
astical modes are given in the Table on the next page:—
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Ecclesiastical

Mode from B

: rabi Indian
Greek (Authentic) European Arabic ndi
~ Lydic Tonian Mode from C | Meia mode Dhira Sankarzbharang .

(@t Lin &ev)
Phrygian Dorian Mode from D | Irak mode Kbaraharapriya

(LG Lolsimn &)
Doric Phrygian Mode from E | Mezmoum mode | Hanumatodi _

(Qearafliiins)
Hypo-lydic Lydian Mode from I | Edzeil s Mecha kalyani

(=@ un 860)
Hypo-Phrygian | Mixo-lydian | Mode from G Djorka 5 Harikimbhoji

(Canigtin &)
Hypo-doric Aeolian Mode from A | L’Sain i Natabhairavi

(@ dfiiiesn Za)
(Mixolydic) (Liocrian) Saika

G p@a b ey




190 i

The Cycle of fifths and fourths (samvada dvaya)
helped the ancient scholars of India to get a knowledge of
the 22 svutis.  This knowledge helped them to derive new
scales by the re-allocation or distribution of the srutis of
one note to another,

Form

Folk music is found in all countries. Primifive
music is met with amongst aborigines, savages and hill
‘tribes. Their songs are confined to three notes and in a
few instances estends over a compass of four notes, It is
-only civilised nations that possess some kind of art
music. Kven amongst them it is only nations with an
advanced degres of musical culture that possess forms
belonging to the realms of art music, sacred music, dance
music and operas. In Europe and India we have every
form of music represented. There are the vocal forms,
instramental forms and dance forms in profusion. Since
polyphony did not develop in India, there are no forms
here corresponding to the canons and fugues. Something
analogous to double corunterpoint exists in the viloma
krama chitta svaras which adorn kritis like Kamalambam
bhajare (Kalyani). The Sangatis or variations appear
like embroidery work around the themes.

The glory of European music is its highly developed
instrumental music. Musical intelligence, inventive genius
and creative talent ¢ llaborated together during the last
three centuries and has given to .the world, not only the
most brilliant musical instrum nts, which for their com-
pass and tone-colonr are the pride of humanity, but have
also given instrumental forms, characterised by beauty and
variety. Kuropean Instraniental music extends overa com-
pass of 7% octaves. The bulk of the world’s absolute music
1s the contribution of European composers. The excessive
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importance attached to the dictum—‘that music was to be
used only to sing the glories of God’ has prevented to
some extent the development of pure instrumental forms

in India. A composer who writes for a particular
instrnment or for an orchestra in Europe must possess &

sound knowledge of the compass, technique and possibili-

ties of that instrument or the instrumcents used in the

orchestra. But in India, since the same. picce that is

written for the voice is reproduced on instruments, the

composer need not possess such a qualification. All that

is required is, that the piece must have raga bhava. The -
instrumentalist however studies the piece well and re-

produces the same in a highly embellished manner. The

conductor of an Indian orchestra likewise studies the

piece, gives his own interpretation to it and makes the

orchestra perform the piece,

The world’s longest musical compositions are found
in South India. The sixth symphony (Pastoral symphony)
of Beethoven takes about 40 minutes to perforns ; the third
symphony (Eroica symphony), takes about 52 minutes
and the ninth, symphony (the great Choral symphony)
about an hour and twenty minutss to perform. But
the 72 Melaragamalika of Maha Vaidyanatha Iyer and the
#108 Raga Tala Malika of Ramaswamy Dikshitar take
more than two hours to perform. Thus these composi-
‘tions are longer than the Jongest symphonies of Beethoven,

In India also we have long operas like Wagner’s
DMeister singer. Arunachila Kavirayar's Rama natakam
and T'yagaraja’s Prahlada Bhakti Vijayam are instances

* In this composition, the firstseven sections are In the suladi
saota talas and the remaining sections are in the 108 talas. New
-talas like Lali, Lakshana, Srimatkirti, Akshara, Kala and Sri ﬁg-ure
‘here. This is the only composition of its kind.
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Gopala Krishna Bharati wrote many songs (898 2558
- ®ar) in prase of Natardja. Later when he sketched his-
opera: Nandanar Charitram, he introduced some of
these songs at appropriate places. These songs could
easily be distinguished from the songs pertaining to the
opera proper, since the latter do not bear the composer’s
signature. There is a parallel instance in the overture
“adorning Beethoven’s brilliant opera Fidelio.

. The world’s most prolific composers lived in India,
If we imagine a non-stop performance of all the compo-
sitions of a composer like Beethoven, all of them will be
finished within some days. Butsuch a continuous per-
formance of the entire works of prolific composers like
Purandara Das, Kshetragna or Tyagaraja will occupy some
months. In this connection it may be useful to remember
that the Maha Bharata is the world's longest epic poem.

Manodharma Sangita,

Compared with polyphony and harmony, a system of
music based upon pure melody affords greater scope for
extemporization. The raga system of Indian music
affords full scope for free. spontanecous improvisation, It
enables a musician to display his creative talents. There
is aplan and method in extemporization in India. It is
not aimless and vague. When an alipana ora svara
improvisation is made, even the average listener -is
able to recognise the raga. Hxtemporization is not the
exclusive privilege of the vocalist, flutist, vainika and the
violinist. The system is so'well developed in India that
even a mridangam player has an opportunity of dis-
playing his creative talents. The dancer also is able to
extemporise within the limits of her art. In no other

Py
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system of music has such an extensive field for extempori_-.»

zation been developed. Improvisation exists in the music
of Persia and Arabia. The Gipsy musicians in Europe do
a lot of improvisation. It is not unusual for a senior
violinist in a Gipsy orchestra to embark upon improvisa-
tion for about 15 or 20 minutes in the midst of a piece and
then revert back to the original theme, when he would
again be joined by the orchestra. It is manodharma sangita
that bas kept alive Indian music all these centuries. In
manodharma sangita India has reached the ideal. of
absolute or abstract music.

Gamakas

Gamakas in some form or other are present in all
systems of music. But the more advanced systems, like
those of India and Europe, possess gamakas in profusion.
These gamakas reveal the genius of the two systems.
Vibrato which gives life and warmth to European music
is taken by warek in India. Meend is largely used in
Hindusthani -music. The scheme of harmony prevents

_ the use of janta svaras, datu svaras and pratyahata gama-
kas to any large extent in Western music.

Dance

Every country in the world possesses some kind of
dance or other. In some countries the art has been
well developed. In others it remains only in the stage of
a folk art and pastime.

The art of dance has been developed to a high degree
of perfection in India. It is one of the brightest gems
adorning the Crown of Indian culture. There isa pro-
fusion of literature on the subject dating back to two
thousand years. There are sacred dances and secular
dances. Dances to please the Deities are mentioned by

13

"
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Bharata in his Natya sastra. The distinctive feature of
South Indian dance is Abhinaya. There is plenty of
Scope for creative dance here. Individual dances and group
dances also exist. Pleasure dances, ball-room dances, cafe
dances and cabarat dances, which are common in Europe,
are practically unknown in India. Dance was never re-
garded in India as an amusement, It was recognised as
one of the means for attaining salvation.

Dance dramas (Natya natakas) traditionally per-
formed for move than a century in places like Merattur,
Stulamangalam and Uttukkidu in Tanjore District were
staged as an offering to the Deity., These dance-dramas
were enacted in front of the Deity and the whole function,
which lasted for some days, had the dignity and character
of a religious festival. The audience, too, witnessed the
series of dramas with great devotion and fervour.,

Dance paved the way for the development of the
art of drumming in India. Drumming is an art peculiar
to this country and is not found in other countries in a
similar form. - In an Indian concert, except for the dura-
tion of the non-rhythmical music like raga alapana, the
mridangam player provides an appropriate cross-rhyth.
mical accompaniment for the whole music. Solo displays
on the mridangam and other percussion instruments are
interesting,

Dance-dramas on secular themes corresponding to the
Puppenfee and Russknacker of Furopean music also exist

in India. Just as in Kathakali, the dancers in J apan -and
Tibet wear masks.

Instances of concert pieces adaptéd for the purpose of
dance are found in both European and Indian Music.
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Music and Astronomy

The ancient and mediaeval authors connected music
with astronomy. We find this in the Silappadikaram
and in the music of China. Al-Kindi has done so in his
cosmological treatise (MS, Berlin Ahlwardt 5503).

Time

Measure was introduced in European music only
about the year 1150. But compositions set to regular
time-measures have been in vogue in India for more than
two thousand years. In the place of the few time-measures
used in modern European music, more than three hundred
talas exist in Indian music. Russian folk songs have the
5 and 7 time rhythms z.e., Khanda chapu and Misra chapu
talas. Complex time-measures are absent in the music of
Cambodia and other countries, The existence of accented
and unaccented syllables gave rise to the division of music
into bars in Europe. There is no accent inthe Indian
languages. The @vartas are long or short according to
the tala of the piece. The padagarbhas indicate points of
stress in musical compositions. The raga system and the
tala system of India are perfect and finished systems in
the sense that no future genius can possibly conceive of &
raga ora tala which will not come within the ambit of the
existing systems. The rhythmic wealth of Indian music is
a thing unknown in other countries.

Musical Instruments

Percussion instruments, wind instruments of the
simpler type and crude stringed instruments are seen in
all countries. Improved and complex types of these instru-
ments are seen only in musically advanced countries. The
large ivory trumpets of the Negroes of West Africa are
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simply the hollowed tusks of elephants. Furopean musical
instruments of the wind-group are complex in character.
They are provided with keys and are tuned to notes of
fixed pitch. These facilitate modulation into different
keys. The ring key-system and the mechanical production
of the semi-tones on the Boehm flute serve the purpose
very well. The adoption of fixed pitch in tuning stringed
instruments in Europe became a necessity on account of
orchestration.

Indian musical instruments are comparatively less
complex in character. The wind instruments are not pro-
vided with'keys. The fingers ave in direct contact with
the finger-holes and this enables the production of
gamakas and quarter-tones with accuracy. Instruments
are not tuned to notes of absolute pitch. Stringed instru-
mepts are tuned to fifths and fourths and not to fifths
only as in Euaropean music. With the exception of
the key-board type, all other types of instruments have
developed in India. Since it was not possible to play
the gamakas and the delicate srutis accurately on a key-
board instrument, this type did not evolve in India. In
some stringed instruments of the bowed class like the
Sarangi, the strings are stopped on the sides by the finger-
nails, of the left-hand and not by the finger-tips as in the
violin.

The harp has been used in all the countries of the
Orient from remote times. It is the Jya ST of the Vedas,
the Yazh (wrip) of the ancient Tamils, the Chang of the
Persians, the Junk of the Arabs and the Saun of the
Burmese. It is possible that the word Jya gave rise to
these other names. In all these harps, as also in the Assy-
rian harp, the front pillar was absent, Itis this aspect of
the instrument that distinguishes it from the modern
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European harp. The Jya later on developed into the Vana
and the Svaramandala. It is possible that the Indian
svaramandala or the satatantri vina paved the way for
the development of the Spinet, Harpsichord, and the Piano
of Europe. S

There is a belief that the Kurma vina of ancient
tradition is the modern violin. It may be noticed, that
when the violin is placed upside down, it resembles roughly
a tortoise with the head projecting forwards. '

Luxuriously made instruments and lavishly decorated
instruments have been in use in many countries. The
Bible (Numbers, Chap. X) tells us that Moses nsed trum-
pets of solid silver. The Burmese saun was set with
costly gems. The yazh was inlaid with precious stones.
Silver horns and drums of bell metal are even now used
by Indian Rajahs. Silver plated and gilded nagasvarams,
and vinas lavishly decorated with ivory work are used in
South India. The gourds of Indian tamburas are
lacquered and richly ornamented. Musical instruments
are painted with beautiful colours, without affecting
their tone. Concert instruments of India have a fine
appearance.

- The Tibetan Lhamas use ten-foot bronze and copper
trumpets. They are carried horizontally, a small boy
bearing the large head in frons. Gougs are used in China,
Japan and Java, Nose-flutes are used in India, Africa and
the Pacific Islands.

Musical instruments have figured in coins from early
{imes, Such coins are of importancein constructing the
musical history of a nation. Hebrew coins with the lyre

on them belonging to the 2nd century, B.C. are preserved




198 ¢

in the British Museum. There are coins of the Emperor
Samudragupta wherein he is shown as playing the harp.

The heads of a few musical instruments in India are
carved into the shape of some animals and birds. For
instance, the vina’s head-piece is carved into the face of a
yali (a weird animal); the kinnari’s head-piece is carved
into a kite; and the svaragat’s head-piece into a parrot.
The taus’s body resembles that of a peacock. Snake-
shaped horns with a serpent’s or tiger's head as an orifice
are used in Nepal.

In the history of world music, we find musical con-
cepts, terms and instruments of one country being adopted
by another. The adopting country introduces a slight
change or modification with the result that the thing
adopted acquires a local colour in course of time. Tabl,
the ordinary drum of the Arabs was borrowed by Europe
and became known as Tabel, Taber and Tabor. The
Kinnari of India is the Kinnor referred to in the Bible.
The Satatantri (vina) of India became the Santerin of
Persiaand the Psaltery of the Bible, The Naqqara of the
Persians has become the nagara of South India. The
Atambar (Arab drum) can be traced to the Adambara of
the Vedas. The Tambura of India has its parallel in the
Tambura of the Arabs. The Egyptian Tamburas are
provided with frets. The xylophone, an instrument of
South-east Asia, was borrowed by the African natives.
They enriched the dry sound of the wooden pieces by the
addition of gourds. The Bhumi Dundubhi (earthen
drum) is used by the African Negroes on festive occasions.

The idea behind the terms dur and mol (sharps and
flats) may be traced to the Komal and Tivra of Indian
music, The words Talaus (Latin = counting) and Tallis
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(Greek =reckoning) may be traced to the word tala. A
Muqams, Shobashs and Goshahs of Persian music owe
their origin to the Raga-Ragini-Putra system of North
India. The 84 Modes of the Persians can be traced to the
84 Jatis of Bharata.

Classification.

The genius of India had a passion for classification.
Classification was pursued to include even minute
details. The reader is already familiar with the detailed
classification of svaras, srutis, ragas, talas and musical
forms. In the sphere of musical instruments, India was
the first to propound the scientific system of classification
into: (1) Tata ga (Chordophones); (2) Sushira gfﬁt
(Aerophones) ; (3) Avanaddha 3rws (Membranophones)
and (4)° Ghana s (Autophones)., Tones emanating from
the human voice, plectral instruments, wind instruments,
drums and cymbals have been respectively called Sariraja
TR, Nakhaja q@s, Vaywje aigs, Charmaja IHR
and Lohaja Zyes. According to their utility, musical
instruments were classified into: (1) Sushkam gc;;
when played solo; (2) Gitanugam TAGITH, (accompani-
ment to vocal music); (3) Nrittanugam FATFIH
(accompaniment to dance) and (4) Dvayanugam gATIITH
(accompaniment to both).

Literature on Music

Regular works on music in Tamil and Sanskrit have
existed in India centuries before the Christian Era. The
Vedas, Upanishads, Ramayana, Maha Bharata, Tolkap-
piam and the Silappadikaram are instances of non-sangita
literature which contain references to music, There is &
profusion of musical works written in Sanskrit during the

ast two thousand years, All these works and references
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help us to trace the evolution of the art in India from early
times, Few nations in the world can claim to possess

such a rich storehouse of literature on the science and art
of music during the Ancient period.

The philosopher Al-Kindi (790-874 A.D.) was one of
the earliest writers to write on music in Arabic,

The Amaravati and Sanchi sculptures, sculptures
in old cave temples and ancient Buddhist topes and stupas
in India, the bas-reliefs and the sculptured monuments of
- S.'W. Asia and the Egyptian hieroglyphics reveal to us
the musical instruments and also the performers that
constituted the dance and concert parties of those times.
India has the unique honour of possessing the earliest
example of noted music on rock—the Kudimiyamalai
Inscription in the Pudukottah State, (7th cent A.D.)

The Raga paintings and Ragini pictures have im-
mortalised the moods (emotions or rasas) of the ragas.

Effect of Climate on Music

A comparative study of the musical maps of different
countries reveals interesting details. Places noted for the
manufacture of musical instruments were those wherein
the required materials were easily available. Places which
were centrally situated and which had a favourable cli-
mate became seats of music. If Tanjore has become the
brightest spot on the map of South Indian Music, it is not
to a small extent due to its central situation, the ever flow-
ing Cauvery, the healthy climate, the bounteous rainfall,
wealth of agricultural produce, facilities for leading a care-
free life and the opportunities that existed for quiet think-
ing and for the best musical minds to come into contact
with each other and exchange thoughts. In Europe too, it
is only the towns in Central Europe that became impor-
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tant seats of music. Desert regions, mountainous tracts
and barren places subject to extremes of hest and
cold and places situated in corners or extremities ofa ;
country never became seats of music. The climatic -
conditions also influence the character of a country’s
music to some extent. The flute made of bamboo was the ..
earliest musical instrument to be used in India. The
bamboo grows only in tropical countries. The flute helped
the ancient musicians to discover the analytical nature of
janta svaras and gamakas. Italso helped them to find out
that new scales could be arrived at by the process of modal
shift of tonic. The flute is a monophonous instrument
“and akin to the human voice in many respects.

It is not possible for women in tropical countries to
reach the high notes of the sopranos of Europe. Such notes
will be equal to the tara sthayi kakali nishada and the ati
tara sthay: shadja of the normal women’s voices in India.
In tropical countries, the voice breaks sooner and the
adult voice sets in earlier than in colder countries.

People in colder climates are fond of listening to
orchestral music of a heavy character. In Malabar, people
are fond of listening to the chenda (drum). In the Tamil
land people prefer to listen to the nagasvaram and
tavil only from a distance. The shrines in South
India which proudly claim to have musical stone-pillars
are those in whose neighbouring regions resonant stones
occur in plenty.

Honouring Musicians

Patronage for music and musicians has existed in an

abundant measure in all civilised countries. Kings and

Emperors had in their courts eminent musicians and
composers. Tan Sen was the Musician Royal to Em-
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peror Akbar. Shah Jehan rewarded a musician with a fee of
the musician’s weight in gold. Illustrious composers
were honoured with Kanakabhishekam in South India.
Inams of land were granted to musicians. Some were
honoured with the present of palanquins, umbrellas, silken
clothes and bracelets set with costly gems. Many States
in India had (and some of them still continue to have)
illustrious musicians as Samasthana vidvans and they were
paid decent salaries,
Titles suggestive of their proficiency in music or in
particular branches of sangita were either bestowed on
musicians or were enjoyed by them. For instance,

Sarngadeva had the title Nissanka.

Yoga Narendra = Sangitarnava
Malla Paraga.
Tallapakam ; J Sm‘zkn'tfm.a,chwry_a
R = & Dravida gana
aRsarya l sarva bhauma.

; Karnataka Sangite
Purandara Das ” { Pita Maha.
Pachimirian Adi- 5 Tana varna Marge

yappiah. darst.
Kallinatha, King ) .
Kambhakarna T v Abhglil;?a('chdrz a
& Ramamitya. g
Virabhadrayya & ) P i
Seshayyangar. Rl Mdrgedar
Vina Kuppayyar ,, Gana Chakravarti.
Meruswamy 5 Kokila Kanta
(Cukcoo-voiced).
Maha Vaidya- - Maha (Great).

natha Iyer.
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Shatkala Narasayya and Shatkale Govinda Marar
were musicians who could sing in six degrees of speed.
Ghanam Krishnayyar and Ghanam Sinayya were skilled
in the Ghanam style of singing. Pallavi Gopalayyar,
Pallavi Seshayyar and others, whose names had the
prefix Pallavi, were skilled in singing Pallavis. Rattat
Pallavi Sivaramayyar was an adept in singing Rattai
Pallavis.

Europe has honoured her musicians in a manner
worthy of emulation by other countries. Vienna, like
Tanjore, had a great attraction for musicians and
many of them, including Mozart, Gluck, Beethoven and
Brabms, lived there. Vienna has monuments for Mozart,
Beethoven, Brahms and Strauss. It has a park named
after Haydn. It has statues of Brahms and Haydn.
Bauernfeld House, where Beethoven wrote his famous
Eroica Symphony, dedicated to Napoleon is stilk
preserved. Streets are pamed after composers (Wagner
Strasse in Cologne), Medallions in memory of master
composers were minted and sold at fancy prices. Instru-
ments used by composers and notebooks containing their
music are carefully preserved in museums. Wagner’s
manuscripts are kept in the Bavarian National Museum,
There is the Franz Liszt and Goldmark Museum
attached to the Musical Conservatory in Budapest. The
houses in which the great composers lived are preserved
as national monuments. Colleges of music have been
established to perpetuate their memory (Mozarteum in
Salzburg). Visitors to Budapest are shown the room in
which Johann Strauss wrote his famous Danubian
‘Walzes.

England and other western countries have conferred
knighthoods and other ncble titles on their musicians.
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Professors of music there are given salaries equal to those
‘given to professors of science and literature, and performers
-earn princely incomes through concerts, the top men
getting £ 1000 for a concert,

Musical Stamps

Many countries in the west have shown their love and
regard for their leading composers by commemorating them
on postage stamps. Germany, Austria, Hungary, Poland,
Czecho-Slovakia, Italy, France, Holland, Belgium and
Finland have honoured thus their outstanding composers.
Musical instruments and scenes from classical operas
have also been depicted on stamps. Brazil has issued a
stamp, containing actual music.

Each country has its own method of expressing appro-
bation of the performances of musicians. In England,
Germany, and many other countries the audience clap
their hands vehemently and the conductor on behalf of the
orchestra gracefully acknowledges the approbation. In
Holland, people raise their right-hand and express
appreciation in silence. In Northern India, people
exclaim, Acha! Bahut Acha!! and Wah-Wah! In
South Tndia people exclaim Besh Guap! sabash #urap |
nalladu sz ! and so ocn. Egyptians applaud with fre-
quent exclamations of ‘Allah!” and ¢ God approve thee!’
‘God preserve thy voice !’ and similar expressions.

Europe has some magnificent musical institutions
and achievements to her credit. Gewandhaus in Leipzig
is a world-famous concert hall. The special construction
of this rectangular hall is responsible for its acoustic rich-
ness. It is apleasure for any musician to perform there.
With the inspiring statue of Mendelssohn in front, the
hall has 1600 seats, besides an extensive platform to
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accommodate an orchestra of 80 to 100 performers.
The magnificent organ in Passau in Bavaria has 16,000¢
tubes and is the biggest organ in the world. The
luxuriously built, lavishly furnished and artistically
decorated opera houses and concert halls area standing
monument to the wsthetic sense of the occidentals. The
huge revolving stages with concentric rings are marvels
of engineering skill. The grandeur of Kuropean orches-
tras and the capacity of the performers to perform, if neces-
sary, (on account of sore-throat or indisposition of the
sopranos) the entire music before them a semitone lower,
are something astounding. The Musical Conservatories
and Royal Academies of music are housed in colossal
buildings with sound-proof chambers. Many conserva-
tories and opera houses have dance schools attached to
them. Every conservatory has its prond tradition and
eminent composers have served on the staff of those
institutions. Mendelssohn founded the Leipzig conser-
vatory and Schumann was on its staff, Festivals -in
honour of composers are celebrated on magnificent scales.
Clock-tower music and Military music are provided freely
to the people periodically in some towns. There are
special colleges for training people in histrionics. The
Phonogramm Archivs in Berlin is a marvellous institu-
tion, wherein cylinders containing the music of almost all
the countries in the world are kept. New music is enthusi-
astically received and rising composersare duly.encouraged.
In bigger towns, concerts and operas are performed every
day. All these testify to the high level of musical culture

amongst the occidentals.
Full use has been made of the orchestra in Hurope.

Latterly composers have resorted to the orchestra as.
the medium for the expression of their musical thoughts.
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‘Johann Strauss (1825-1899) is rightly called the master of
orchestral colowr.

Of the Asiatic countries, Japan is foremost in adopting
European music. Traditional Japanese music has no
harmony. DBut at present, one can hear in Japan
symphony orchestras composed of Japanese artists, which
play classics, romantics and moderns. There are choral
societies which perform the cantatas of Bach and the
oratorios of Handel. Theatres with revolving stages have
been built in Japan.

Music of Greater India

The music of Greater India is an interesting branch of
study. As yet no serious research has been carried on in
this subject. Evidences arenot wanting to show that during
the mediaeval period, the music of the countries to the east of
India had been influenced by Indian Music, There is no
modulation in Javanese Music. Their music is pentatonic
and there are no ragas. The yazh and the rabob are found
in modified forms there. There are many sculptures in
Borabudur and other places containing images playing
the yazh. The shadow plays (Wyang) of Java performed
to the accompaniment of the Gamelin orchestra are very
interesting.

Utility of Music

Music has been utilised for purposes other than enter-
tainment from early times. The spirited music of the
military band roused the martial fervour of the armies on
the battle-field and encouraged them to heroic acts. The
band’s rhythmical music helped the soldiers on their march.
The flute music of the shepherd helped him to gather the
grazing flock during the twilight time. The snake-char-
mer with his magudi music tempted the snakes to come
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out of their holes in the ground. The curative value of
music was known and practised in India from early times.
There was a manuscript called Raga chikitsa which
dealt with this subject. It is wellknown how the ailment
of one of Emperor Akbar’s queens was diagnosed and
cured by Haridas Swamy (Guru of Tan Sen) by playing a
particular raga on his vina. Ibn Sina, the Arabic writer,
has dealt with the question of the effect of music on disease.
Healing by the power of music was a science in the Orphic
school.

In the mediaeval period, the Nawubat was performed
during stated hours of the day and night to enable the
people to know the time, During the time of the maraud-
ing plunderers, huge conical drums (bheri) were mounted
on village look-outs. At the sight of the robbers at a
distance, the man keeping watch from the look-out beat
the drum violently, The slumbering people of the village
were roused and they got ready to attack the robbers with
their sticks, knives and other implements. The Africans
have a drum language, through which they areable to send
messages to people miles away. Horns are used for
signals in India. Even now it is the custom for Indian
villagers to welcome officials by blowing their horns,
People were informed before-hand of the approach of the
temple procession by a person who went round the mada
streets beating the drum (2525¢ @57 6). It was the custom
of Tirumalai Naik, the famous ruler of Madura, to take food
only after the worship of the Goddess at Srivilliputtur was
over. Since telephone and telegraph facilities did not exist
in those days, he established a number of Nagara Manta-
pas (drum stations), between Srivilliputtur and Madura,
a distance of about fifty miles by the shortest route. As
goon as the puja was over, the drum nearest the temple
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was beaten; the sound of this was caught by the man at the
next drum-station and he beat his drum and the process
was repeated at every subsequent drum-station. Tirumalai
Naik got the information in his palace at Madura in about
5 minutes.

National songs and anthems serve to rouse the
patriotic fervour of the people. Enterprising candidates
get hold of famous musicians to sing national songs during
election meetings. Ingenious advertisers get hold of sweet-

. voiced hawkers to sing songs commending their wares.

Composers

Music is a holy thing in India. Her composers and
master musicians have been saints and poets. They were
matu-dhatu karas. i.e., who wrote the music and the
libretto. Cases of one person supplying the music and the
other the libretto are rare here. Worldliness and eccen-
tricity are conspicuous by their absence amongst Indian
composers. The poetic conception of love and the ideal
of spiritualised love have been immortalised by many
Indian composers who wrote on the Nayaka-Nayaki
theme.

General

Liong before acousfics came to be studied in Europe,
many of its laws and phenomena were known to Indian
musicians. Harmonics or upper partials were known as
svayambhu (self-produced) svaras. The fractional lengths
at which the musical notes were produced on a stretched
string are mentioned by Ahobala in his Sangita Parijata.
The fifth harmonic was appropriately called the Adntara
gandhara. That the octaves progress in the ratio of 1, 2,
4, 8 etc. was known to the ancient scholars. Notes which
harmonised with each other when sounded simultaneously
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were known as samvadi svaras. Notes which produced a
discordant . effect when sounded together were known as
vivadi svaras; these notes were mutually vivadi to one
another. Notes which produced an effect which was
neither concordant nor discordant were known as anuvadi
svaras. These musical facts are mentioned in some of
the oldest works on music in India. The terms @&ur,
&%, uss, sy, in early Tamil musical literature are
also worthy of notein this connection.

The downward mirchhanas of ancient music have
their parallel in the descending Greek modes and the
pilai-s given in the avarohana krama in ancient Tamil
music.

On account of the fewness of performers figuring
in concerts in countries wherein the melodic system
of music prevails, the problem of creating the musical
atmosphere (Gwor sU@ss0) at the very commencement
of the concert assumes special importance. For this
purpose, varnas and pieces In ragas of tivra svaras
(Nata, Kedaram, Hamsadhvani and Kalyani) are sung.
In Natakas it is customary to recite the invocatory slokas
in Nata. In religious discourses, bhajanas and Kilak-
shepams Nata is sung at the commencement. The Naga-
svaram player in a temple procession starts with Nata.
In dance dramas, the Konangi (divine clown) makes his
appearance on the stage to the accompaniment of high-
pitched music in tivra svaras.

The construction of nritta mantapas (dance halls) and
the sangita mahals (music halls) in ancient temples and
palaces prove beyond doubt that the ancient architects had
a correct knowledge of the acoustic requirements of such
halls, These halls provided an adequate seating accom-

14
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modation. The music was heard perfectly in every portion
of the hall, and defects like echoes and excessive reverbera-
tion were absent. Musicians felt a pleasure in perform-
ing in such halls, They did not experience any strain.

Stories of the marvellous effects of the music of Divine
minstrels are current in the mythological traditions of all
countries. Indiais also full of them. Stories of Orpheus
in Greek lengends and of Wainamoinen in Finnish
legends are well known.



CHAPTER XV
RAGA LAKSHANA SANGRAHA 5554

1. Gaula Mz DZ
Janya raga, derived from the 15th akarta :

Mayamalavagaula.

Arohana:— srmpmns S g, -

Avarohana:— snpmrgmr s

Besides Shadja and Panchama, the notes taken are : —
‘Suddha Rishabha, Antara Gandhara, Suddha Madhyama
and Kakali Nishada.

Audava—Vakra shadava raga. Avarohana alone vakra;
dhaivata varja raga. Upanga raga ; 7¢, ma and ni are the
raga chhiya svaras. Eka sruti rishabha (338) is very
characteristic of this raga ; this note is referred to as Gaula
Rishabha. The second of the traditional ghana panchaka
ragas. Themelodic picture of the raga is seen at its best
in tana or madhyamakala alapana. Can be sung at all
times. An ancient raga and is mentioned in the Sangita
Ratnakara, Sangita Makarande and Sangita Samaya
Sara. A raga with a limited scope, ¢.e. it will not lend
itself for elaborate alapana,

Sanchara .—
SS sns rrS—sn srrSsn P— mm P

mmP:—mmppan—mpnsrrS—sr M,m—

RgmrrS—sr mPp—mpan—mpné;L:S—
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Some prominent compositions

Gita Sakala sura Rupaka =
Varna Chelimi kori Adi Vina Kuppayyar.
5 Palumaru nato Ata .
Pancha- Dudukugala Adi Tyagaraja.
ratnam
Kriti Srv Maha Triputa Muthuswamy
Ganapaty Dikshitar.
> Tyagaraja Adi ’
rs Ela ni daya i Tiruvottiyur

Tyagayyar.
: LN
2. Gaulipantu iizdqqg

Janya raga; derived from the 15th melakarta :
Mayamalava gaula.

Arohana :— srmpns

Avarohana :— éndpmpdmgrs

Besides Shadja and Panchama the notes taken are :—
Suddha Rishabha, Antara Gandhara, Suddha Madhyama,
Suddha Dhaivata and Kakali Nishada.

Audava-Vakra sampiirna raga; avarohana alone
vakra; ga and dha are varjain the arohana. Upanga
raga; 7i, ma and ni are the raga chhaya svaras; ga and
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dha are not nyasa svaras. The slightly sharpened Suddha
Madhyama (3]) is very characteristic of this raga; but-
nowhere is the Prati Madhyama used. Gamaka varika
rakti raga. Karuni rasa; can be sung at all times.

Pallavi Seshayyar is reputed to have sung this raga
for three hours.

This raga is referred to as Gaudipantu in earlier
works.

Sanchara :—
“srM—p Nsr S—snPnsrS—SndP—
mpdmgr-—mpn's.r'S—.sndP— pdndpmgr
gr‘sp——PnsR‘—srM’\P——mdmgrSII

Some prominent compositions

Kriti Tera tiyaga Adi Tyagaraja.
e Mosaboku o3 g
Prajlada
Bhakti | Enta papt Chapu ,,
Vijayam
Kriti Krishnananda Misra Muthuswamy
Eka Dikshitar.
» Tarunamidamma Chapu Syama Sastri.
Rama Parabrahma 5 Arunachala
Natakam Kavirayar.

Padam  E ritt vegintune Triputa Kshetragna.
3, Sriranjani shT=
Janya raga; derived from the 22nd melakarta :
Kharaharapriya.
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Arohana :— srgmdns

Avarohana:— sndmgrs

The notes taken by this raga are :—Shadja, Chatusruti
Rishabha, Sadharana Gandhara, Suddha Madhyama,
Chatrusruti Dhaivata and Kaisiki Nishada.

Shadava—Shadava raga. Panchama varja raga;
symmetrical raga. Upanga raga; 7i, ga, dha and ni are
the rdga chhaya svaras; rgmrgs, mrgrs and
mmn d n s ave visesha sanchéras; gamaka varika rakti raga.
Pratyahata gamaka lends colour to this raga. Can be sung

atall times. Corresponds to the Bagesri of Hindusthani
music.

Sanchara :—
S,rgM,m—M mgrgM,m—gmd ndmgr

—gmdn S-,é—n sgr 'S——n's;g.r‘grﬁé‘fsl——
S”sndmgr—gmdn.s,ndmgr—gmnndmgr—
nddmmggrrS—nndmdnS$ | -

Some prominent compositions

Kriti  Marubalka Adi Tyagaraja.
s Bhuvint dasudane " o
= Brochevarevare i s
= Sariyevvare 4 )
5 Sogasuga mridanga Rupaka »
= Sridundurge Eka tala Muthuswamy

(Khanda jati) Dikshitar.
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Kriti Brochuta’kw Adi Karur
Dakshina-
murti Sastri.
4, Ritigaula ffaeiies

Janya raga; derived from the 22nd melakarta':
Kharaharapriya,

Arohana :(— sgrgmndmnns
Avarohana:— sndmgmpmgrs

Besides Shadja and Panchama, the notes taken are :—
Chatusruti Rishabha, Sadharana Gandhira, Suddha Madh-
yama, Chatusruti Dhaivata, and Kaisiki Nishada. Suddha
Dhaivata comes rarely.

Ubhaya-vakra, Shadava-sampiirna raga. Ghana raga ;
belongs to the dvitiya ghana panchaka group; ga, ma
and niare the jiva svaras; n p » n Sis more appropriate

than n p nn S; m nn S is a rakti prayoga, Pdpmgrs
is a visesha prayoga. Bhashanga raga, the only foreign
note being the Suddha Dhaivata, which comes in the
phrases S d d m and P d dm. There are many classical
compositions which do not use the Suddha Dhaivata.
Gamaka varika raga, Can be sung at all times. The
notes of the ancient shadja grama figure in this raga.

History. In the older nomenclature for the 72 melas
this raga figures as the 20th mela under the name: Nar:
ritigaula. This unfortunately led some scholars to assert
that suddha dbaivata should come in this raga. But the
Chatusruti Dhaivata (correctly speaking, Trisruti Dhai-
vata () is used extensively in this raga in all the authorita-
tive lakshyas that we possess.
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Sanchara :—

sgrgm —nndmgr—gmpPmgrS —snn
PnnS—nsgrgm—nndmgr—gmnnS,é—ns-

grb—-nsgrgmgrS ——S'ndmgr—gmnnS.—
ndmgr—§ngndmgr —gmpPmgrS—gg
rS—snnPnnS—nsgrgmnndmgrSl]

Some prominent compositions

Varna Vanajaksha Ata Vina Kuppayyar

Kriti Raga ratna Rupaka Tyagarija.
i Duvaitamu Adi 5
5 Badalika dira % s
o Chera rava 5 e
% Bale balendu - T
Prahlada
Bhakti Nannu vidichi  Chapu "
Vijayam
Kriti Sri Nilotpala  Ripaka Muthuswami
Dikshitar.
3 Janani ninu Chapu Subbaraya Sastri.
vina
95 Parakela bala Rupaka Anayya.
» Sadgurw Swami Adi Ramnad Srinivasa
Iyengar.

5. Darbar qzﬁ'_:\

Janya raga; derived from the 22nd melakarta:
Kharaharapriya.
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Arohana:— srmpdns
Avarohana:— sNd pmrGGrs
Besides Shadja and Panchama, the notes taken by this
raga are:—Chatusruti Rishabha, Sadharana Gandhira,
Suddha Madhyama, Chatusruti Dhaivata and Kaisiki
Nishada. j
Shadava--Vakra sampirna raga. Varjs raga; Gan-
dhara is absent in the arohana. In the avarohana, the
dirgha nishada and the dirgha gandhara bring out the
raga svarGpa well. Upanga raga; ga and n: are the raga
chhaya svaras. Scholarly raga. A raga closely allied to
this is Nayaki. Gamaka varika rakti raga. Can be sung at
all times.
Darbar Sitaramayya was a specialist in this raga.
Sanchara:—
stmpDnndp — mpdndp — mpdpmr

,gvéRs — rpmrggrs —rmpD, — ;'én;dp-——

Pmpdné,é—pdn.sﬁ.,i-— br;:u;;glzs'—ns.r.s'
andp —mpdnS —mpDn ndp —mpd p

mrggRS|
Some prominent compositions
Varna Chala mela Adi Tiruvottiyur
Tyagayyar.
Kriti  Yochana " Tyagaraja.
T Mundu venaka  ,, s

5 Narada guru 5 A
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Kriti Endundi Chapu  Tyagaraja
Divya Ramabhi Rama Chapu
nama kirtana

Kriti  Mina nayana Riapaka Subbariya Sastri.

"

5% Enta vedina Chapu Chengalvaraya
Sastri,

% Inimelayilum Triputa Ramaswamy
Sivan.

6. Kanada M@=
Janya raga; derived from the 22nd melakarta :
Kharaharapriya.
Arohana :— srgmpmDn s
Avarohana:— sn s Dpm pf}“m rs
Besides Shadja and Panchama, the notes taken are :—
Chatusruti Rishabha, Sadhirana Géandhara, Suddha
Madhyama, Chatusruti Dhaivata and Kaisiki Nishada.
Ubbaya-vakra sampiirna raga. Kampita Gandhara
in the avarohana ; ga, dha and ni are the raga chhaya
svaras. The dirgha dha in the arohana and the dirgha
ga in the avarohana reveal the melodic beauty of the raga.
Gamaka varika raga. Desya raga. The peculiar manipu-
lation of the gandhara in the phrase m p G and the
dhaivata in the phrase n § D is very characteristic of this
raga.
snPanddnP are visesha sancharas ; Karuna rasa.
Can be sung at all times,

Sanchara:—

nsRE-_sRpG, mrs—nsG s —narans
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Dns—nsRR—sRpG—gmDD — mdnsrS

.snP—mpdNPmp‘G——ngD—mDns.RE.i—

éRp.G—g;n.JR...S—n'sG‘rrhs'——ns.L:s.ns.;anP—
mpdNP—mpmpGmrs—nsGrs—mnsrsns!
Dns|

v

Some prominent compositions

Varna Ninne kori Adi Tiruvottiyur
Tyagayyar,
i Nera nammzits Ata Ramnad
Srinivasa
Iyengar.
Kriti Sr: Narada Rapaka Tyagarija
= Sukhiyevaro Adi 5
o Jagadabhi Rama Vina Kuppier.
o EKamalamba na 5 . Karur Dakshi-
" namurti Sastri.
Tillana  Gawr: nayakae Simha-  Mahia Vaidya-
nandana natha Iyer.

7. Begada Iz

Janya ragn; derived from the 29th melakarta :
Dhira Sankarzabharana.
Arohana :— sgrgmpdps
Avarohana:— sNdpMgrs
Besides Shadja and Panchama, the notes taken are :—

Chatusruti Rishabha, Antara Gandhara, Suddha Madh-
yama, Chatusruti Dhaivata and Kakali Nishada.
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Vakra-shadava Sampiirna raga. Arohana alone vakra.
Upanga raga. In such combinations as d p M the
madhyama svara is slightly sharpened (37) and sung,
Likewise in combinaticns like P, d N dp & rNdp
the Nishada is slightly flattened and sung. These two notes
which establish the melodic individuality of the raga have
been aptly termed the Begada Madhyama and Begada
Nishada respectively. The correct Suddha Madhyama (4)
and the correct Kakali Nishada (&%) are also used in many
places. Gamaka varika rakti raga; ma, dha and ni are
the riga chhaya svaras. Can be sung at all times; but
afternoon is an appropriate time for singing this raga.
The phrase s 7 d n 8 comes in as a rate ranjaka prayoga;
riand dha are not nydsa svaras.

This is not an ancient raga. This raga is also
called Byagadai. Some Tamil works call this Vegadai

CasemL,

Patnam Subrahmanya Ayyar was an adept in
singing this raga; for this reason he was called Begada
Subrahmanya Ayyar,

Sanchara:—
gm p d P—TI:d P—mdpmggmr—gm
dpmpRS — gmpdpS's'— S.ndp — snrS—
gréﬁnl.’u's-—dﬁdp— mpdpS — pdprNdp —
gmpdP,dNdp —md pm g gmr — gm d p
mpRS—ndpmpgtS—Sr}(} P—sngrG—
gmpdprNdp—mpRS|
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Some prominent compositions

Varna Inta chalamu Adi Vina Kuppayyar.
Kriti ~ Nadopasana 5 Tyagaraja.
5 Ni padapankaja 2 »
i Lokavanachatura ,, i
A Tanavare tanamw , =
5 Sundare Rapaka 5
5 Tyagarajaya 2% Muthuswamy
Dikshitar.
a Sankari nivan i Subbardya Sastri.
i Inta parakela B Vina Kuppayyar.
5 Abhimana Adi Patnam  Subrah-
manya Iyer,
o Manasuna nera Rupaka .
- Anudinamuni . Ramnad Srini-
vasa Iyengar.
Javali  Idi niku Chapu Dharmapuri
Subbarayar.

Janya raga; derived from

8. Nilambari TizEIq

Dhira Sankarabharana.

the

29th  melakarta :

Arohana :— srgmpdpns

Avarohana:— snpmgrgs

Besides Shadja and Panchama, the svaras taken are:—
Chatusruti Rishabha, Antara Gandhiara, Suddha Madh-
yama, Chatusruti Dhaivata, Kakali Nishada and Kaisiki
Nishada.
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Samparna-Shadava raga; Ubhaya vakra raga.
Bhashanga raga; the only foreign noteis the Kaisiki
Nishada occurring in the combinations: pn dn and
Pdndn P. Gamaka varika rakti raga; 7, ma and ni
are the raga chhaya svaras; ma and pa are good nyasa
svaras; but 72 and dha are not nyasas. In the standard
lakshyas, there is no sanchara below the mandra sthayi
nishada. The characteristic shake of the madhyama in this
raga is noteworthy. Lullabies are sung in this raga.
Lalis (marriage songs) are sung in this raga.

Karuna rasa. A raga which shines more by chowka
kala prayogas. A raga with a limited scope for alapana.
Night time is the most appropriate for singing this raga.
Capable of inducing sleep in persons suffering from
sleeplessness.

An old raga and is mentioned by Narada in his
Sangita Makaranda.

Sanchara :—

snsmmggr—G,mpmM—gm PP—pnn

S's.n—pns;an\ﬁ—ng——Pdndné—.snP
pM—gmPdndnPmg—gmpmmg — gmg r

rrP — Pdpmgrgmpdpmg —rgmpmgrg
8; —snNS; |
Some Prominent Compositions

Kriti Matadavems Adi Tyagaraja.

= Nike daya raka Chapu 3
Prahlada ] z Adi

: nnaga mana- 1 2

Bhakti suku 2

Vijayam
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Utsava
Sampra- Uyyala luka Jhampa Tyagazaja.
dayam

Kriti Amba Nilaya-  Adi Muthuswami
dakshi Dikshitar.
. Sringara lahary ,, Lingaraj Urs.
. Ambe  mwlam- Ponnayya.
bari
s Kana kannayi- Anayya.
ram

9. Simhendramadhyamam {G¥FEATAR

57th melakarta raga; 3rd mela in the 10th (Dise)
chakra. The second syllable in the raga nameisa con-
junct consonant; herein the letter 7 has to be taken for the
purpose of the katapayadi formula. This is the prati
madhyama raga of Kiravani.

Arohana i— 8 rgmpd'ﬁs
Avarohana:— sndpmg rs

Besides Shadja and Panchama the notes taken are:—
Chatusruti Rishabha, Sidharana Gandhara, Prati Madh-
yama, Suddha Dhaivata and Kakali Nishada.

Sampiirna raga. Sarva svara gamaka varika rakti
raga ; ga, ma and ni ave the jiva svaras. The pratyahata
gamaka lends colour to thisraga. Can be sung at all times,
One of the prominent prati madhyama ragas. Affords

scope for elaborate dlapana.

This raga is found in the music of the Hungarians
and the Grypsies.

In the older nomenclature for the 72 melas, the 57th
mela is known as Sumadyuti. This raga is only a janya
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raga belongirg to this mela and has the following arohana-
and avarohana :—

srgmpdnds—sndpmgrs.
Sanchara —

nsaod p m—pdndnnS.,s;—pdnéR'.R.——
srgrSsn — sr glem ggrrSsn—-S, snd
pm-—pdn.sfi.sndpm—]?,mpdpm— pmpd
pmggrr — PpmggrrS — snsrgrS —snd
pm—pdndnn S|
Some prominent compositions
Kriti  Nidu charanamule Chapu —
X Natajana Rupaka —

- Mammu brochw Adi Vina Kuppayyar.
5 Thaparam Adi Papanasam Sivan.



QUESTIONS

Raga :\—

1. Write a short essay on Raga alipana paddhati,
Give in notation a brief alapana of any one of the
prasiddha ragas.

9. Mention in detail the procedure for developing
a Pallavi.
3. Give in notation an Adi tala pallavi with the

sangatis, if any, Write kalpana svaras of duration of
half, one, two, four and eight avartas for this pallavi.

4, Describe the procedure that you will adopt for
developing Niraval and Kalpana svaras. Illustrate
with examples.

5. Mention the systems of raga classification that
were in vogue prior to the advent of the Janaka-Janya
system.

6. Mention some ragas whose names suggest a
provincial origin.

7. Give the lakshana in detail of the two following
ragas i— e
Sriranjani, Simhendramadhyama,

8. Comment on the nature of the following
BVAras i—

@) Riin Gaula {ii) Ma in Gaulipantu
(iii) Ma and N7 in Begada.
15
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9. Give two examples for each of the following : —
(i) Ubhaya vakra raga
(ii) Kampita gandhara raga
(iii) Uttara mela raga met with in the music of
Eastern Europe

(iv) Shadava raga that cannot repeat in another
melakarta

(v) A raga wherein the dhaivata, though present,
is not & nyasa svara.
(vi) A raga with a dirgha svars in its zrohana or
avarohana,
Srutis :(—
10. 'What ave the several views regarding the number
“ of srutis used in Indian music? Is a scale based on 22
srutis sufficient for playing all the ragas of South Indian
music ?

11. Mention the various nomenclatures for the 22
srutis.

12. (a) Give the commonly accepted values for the
22 srutis.
(b) Assuming sa=240 vibrations per second,
give the frequencies of the following notes :—
Ri of Sriraga . Dha of Kambhoji
Ga of Devagandhari N: of Kuranji.
Ma of Gaulipantu
13. Give the frequencies of the notes figuring in the
following scales :—
(i) Sa-grama (ii) Pythagorean scale
(iii) Suddha mela of Ancient Tamil music
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14. State at what fractional lengths of a stretched
string, the following notes are heard : —
i, Tara Shadja, ii. Panchama, iii. Suddha Madhyama
iv. Antara Gandhara v. Chatusruti Rishabha
15. Explain the following :—

Modal shift of tonic, Hqual temperament,
Alankara, Kita tina, Uddhishta.

16. What ragas will result if :(—
(1) Kiravani's Pa is taken as the key-note.

(i) Mohana's Ri ”
(iii) Suddha Saveri’s Dha e
(iv) Nagasvaravali’s Ma 34

17. Pointout some technical terms which have a dual
meaning.

Tala:—
18. TEnumerate the dasa pranas and explain in
detail any five of them.

19. (@) What is the longest tala in the 108-Group ?
(b) Point out the names of those talas of the 108-
Group, which also happen to be names of
well-known ragas.

90. Give an example each for the following :—
(a) Sankirna tala, (b) Navasandbi tala
(c) Marga tala.

Musical form :—

91. Enumerate the forms figuring in Sacred music,
Dance music and Operas. Write short notes on any five
of them.
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22. Mention some long compositions in South
Indian music.

23. By what names are the following compositions
known in ancient works:—
(1) Raga malika (ii) Tala malika
(iii) Raga tala malika.

24. Mention some obsolete forms.
25. Define the terms :—

Prasa yati, Padagarbham

Aruprasa, Antya prasa, Pada.

26. Explain the statement that in a musical composi-

tion, it is the tala that regulates the occurrence of yati and
préasa.

27. Give in notation some tunes that have specific
names,

98. How will you determine, whether the section
that follows the Pallavi in a composition, is Anupallavi
or Charana.

99. Given the bare sahitya of a musical composition,
is it possible to mark it off into its constituent angas and
avartas ?

30. Compare and contrast the styles of Tyagaraja,
Muthuswamy Dikshitar and Syama Sastri.

General i—

31. Write a short essay on contemporary music
pointing out:—

(@) the aspects in which it is an improvement
over the past,
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; (b) the aspects in which it is a decline from
the past.

32. What are the lines along which future South
Indian music can develop?

33. Discuss how far Furopean music and Hindus-

théni music have influenced the growth and development
of South Indian music.

34. Write a short essay on Kachcheri Dharma.

35, Give a model programme for a concert of four
hours duration,

36. Write an essay on the advisability or otherwise
of having extra tala accompanists in a concert.

37. Draw a diagram giving the seating plan of the
members of a South Indian Concert Party.

38. Mention the titles associated with prominent
musicians and lakshanakaras of the past.

39. What are the advantages of the study of
Comparative Music?

40. Give instances of Indian musical concepts, terms
and instruments that have been adopted by other countries.

41, Write an essay on the various uses to which
music has been put to, from early times.

42. Why is harmonium unsuitable for playing high
class Karnitic music ?

43, Suppose you are given a piece of printed music,
without any indication as to its raga; will it be possible
for you to establish its raga ? If so, how?



44. SING THE FOLLOWING PASSAGE:

Ritigaula raga—Adi tala

P,ndmgr—g mpndmgr

P,ndmgr—gmnndmgTr
S e B="nagg gre—n s g r

M,g'i‘s‘-sl,n d m—g rgm

O

gmpP megTr
gm pN n dm

g gmGgrs

e

P, ntd .m. gt

45. GUESS THE RAGA OF THE FOLLOWING PASSAGE:

S 0 ‘n i85

S,sendpm—gmgnDpm|pdn DP mpdns.r.r.s'

dnsrgrgm—g.'gi'x"é.sn dni‘ndmgr}n

T_JrS,'”



APPENDIX
STANDARD PALLAVIS

1. Dhanyasi—Triputa x5 L'SJ Ho¥ ¥
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3. Surati—Triputa TOHsH 23S sHoH> DY
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G
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4. Kambhoji —Triputa
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5. Mandari—Triputa
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6. Bhairavi—Jhampa (Chatvrasra Jati)
aarefld@ anigs wCmavrGear @maGear aperwpsGer

4 = ' o

;;;Pfi.é;-:aﬁWxI“dP;-pdpm-\Eﬁ'déf S.;;-dnS-;;s;n-dnsrgé:‘rs
... vallikku . va .. ytta .ma .. .no.. harae .. Guhane..shanmu...kha ...

éndpdmll

52\ | st e S S 1

7. Todi—Rupaka
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8. Saveri—Adi Lxg,()b_;s ToA8) 'ébh
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10. Kalyani— Adi
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