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The outstanding feature of Indian music is the raga
system. Every raga is a distinct musical entity by itself and
possesses well-defined characteristics. The ideal of absolute
music is reached in the concept of raga. Ragas are 8o many
statues visible, or rather perceivable by the aural sense. They
are solid musical facts and every musician is conscious of
them. Musical compositions are concrete forms of the
abstract raga. They are so many manifestations of the raga.
They are the mirrors or channels through which we are able
to see the form of the raga. The beauties underlying a raga
are very subtle and delicate. Whereas a musical composition
preéents only a certain aspect of a raga, the detailed alapana
of the same raga enables us to visualize it in its full form.
Theoretically the number of ragas- is_infinite. Singing or
performing raga alapana (raga exposltlon) demands the
highest degree of musical trammg and culnure Some ragas
admit of an elaborate eaposltlon whlle ofhers admit of only

Y /
a brief exposition. “«
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Sarngadeva’s Sangita Ratnakara.

And,

A raga is that which is beautified or decorated by the
tonal excellence of svaras and varnas and which gives pleasure
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to the mind of the listener. It is the sequence or combination
of appropriate svara varnas that goes to make a raga. Varna
here means the mode of singing—gzipa kriya.  Also,

T @A W TRrTe |

Ahobala’s Sangita Parijata.

A combination of svaras capable of pleasing the ear
constitutes a raga.

In order to have a melodic entity, a raga must take at
least five of the twelve notes of the scale. Even in the case
of those ragas which take only four notes in the archana,
the avarohana supplies the deficiency by being either audava,
shadava or samplirna. An audava raga with both ma and pa
deleted will lack fixity and will be somewhat nebulous in
character. Svaras which are eschewed in a raga, if introdu-
ced, will shatter its melodic individuality. Such notes will
be apasvaras (wrong notes) for the raga and will produce a
repulsive effect.

Classification

The subject of raga classification in Indian music may be
studied under the following heads :—

(1) Raga classification in ancient musie, including the
classification that prevailed in ancient Tamil
musie.

(2) Raga classification in Hindusthani musie.

(8) Raga classification in Karnatic music.

Of these, the topics mentioned in (1) and (2) aredealt
within the next volume of this series. Here only No. (8) is
dealt with.
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The modern conception of a raga dates from the time
of Matanga Muni (5th cent A.D.). . The classification of ragas
into janaka ragas and janya ragas is the most scientific system
of raga classification. There are 72 janaka ragas based on the
twelve svarasthinasof the sthiyi. The scheme of 72 melakarta
ragas provides an excellent workable arrangement and it is
explained in detail in Chap. II Whereas the number of
janaka ragas is fixed, the number of jé.nya. ragas is practically

unlimited.

The janaka-janya system of raga classification need not
give rise to the presumption that all janaka ragas are older
than janya ragas. - Infact a good number of these janaka
ragas came - into existence only during the modern period of
Indian music. Many janya ragas like Gaula, Vasanta and
Nilambari have been in existence for more than a thousand
years. - The raga Kathanakutuhalam may be mentioned as an
exanple of a janya mga, which came into existence after the
scheme of 172 melakarts.s_ was thougbt of.

The classification of janya ragas.into varja, vekra and
upanga, bhashanga types has already been referred to
(see Book II, Chapter II). These classifications are
however not mutually exclusive. ~ For example, a varja raga
can be vakra and upanga; and a varja raga can be
vakra and bhashanga. Likewise & varja raga can be non-
vakra, and upanga or bhashanga. Again there are non-varja,
vakra ragas of both the upanga and bhishinga types and
non-varja, non-vakra ragas of the bhashanga type. The
table on the next page gives examples for these different

types of janya ragas.:i—
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Table 1.
KIND OoF RagA. EXAMPLE.
: _ Sriraga
Varija vakra, & upanga Balabari
e Mukhari
# 5 & bhashangs ... Nilambari
Varja  non-vakra & upanga N ﬁ%;:iis}
” » & bhashinga %ﬁi‘;&gn
Nom vk o (Yol
varja R
. " & bhichings ... {gg:;ﬁ;{fm
5 non-vakra & bhashanga ﬁl;iljl‘iavl

Bhishanga ragas like Kambhoji, Bilahari, Nilambari
and Saranga take only one accidental. Those like Hindusthan
Behag take two accidentals. There are a few bhiashanga
ragas like Hindusthan Kafi which take three accidentals.
Thus from the point of view of the number of anya svaras
taken, bhashanga ragas may be classified into :—

. (1) Ekanyasvara bhashinga raga i.e. taking only one
foreign note.

(2) Dvi-anyasvara bhashanga raga i.e. taking two foreign
notes.
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(8) Tri-anya svara bhashinga raga i.e. taking three
foreign notes.

Note.—In (2) and (3), the anya svaras may be taken as
pertaining to one or two different melas.

In a bhashanga raga, there need not necessarily be the
trace of a foreign raga. The accidental note is only a
welcome visitor and serves to establish the svarupa of the
raga. The foreign note as a rule should not be unduly
emphasised in bhashinga ragas. The test for a bhashinga
raga is, that the foreign note should belong to a svarasthana
not covered by its"parent scale. = The mere shade of a note
emanating from an adjacent svarasthina will not suffice.

For example, ragas like Saveri and Begada present an
interesting study in this connection. In some specific sancharas
therein, some notes are sung slightly flattened or sharpened but
not to such an extent as to be considered belonging to the
neighbouring svarasthanas. For example in Saveri, in the
prayogas Srgrs and pdnd p, the notes: g and n are
slightly flattened and sung; but they are not so lowered in
pitch as to become sadharana gandhara and kaisiki nishida.
Again, in Begada, in the prayoga P, d Nd P the kakali n is
slightly flattened and sung; but it does not become actually
kaisiki nishida. Such ragas might be called ardha bhashanga
(semi-bhashinga) ragas. In the Sangita Sampradaya
Pradursint even these ragas, where only a neighbouring
srutt is touched are styled bhashinga ragas.

In bhashanga ragas, the accidentals usually figure
in sanchiras. But in a few cases, the accidental is incorpora.
ted in the arohana and avarohana of the raga itself. That is
to say the anya svara is heard even when merely the scale or
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the miirchhana is sung. Asaveri, Bhairavi, Ananda bhairavi,
Mukhari and Saranga are good examples of this type of
bhashanga raga. Thus bhashinga ragas can be classified
into:—

(1) Where the anya svara is incorporated in the arohana
and avarohana of the raga.

(2) Where the anya svara is not incorporated in the
arohana and avarchana of the raga, but occurs in
the sancharas of the raga. In this type of
bhishinga raga, it is possible to establish the melo-
dic individuality of the raga without touching
phrases containing the foreign note.

Whereas the compulsory use of the anya svara is the
feature of the former type of bhishinga raga, the optional
use of the anya svara is the feature of the latter type.

Fixing janaka ragas for janya ragas.

It will be useful at this stage to ponder awhile about the
rules observed in fixing janaka ragas for janya ragas. All
janya ragas must either be upinga or bhishinga. The
following considerations are taken into account in fixing their

janaka ragas.

In the case of the upanga ragas of the audava-sampiirna,
sampurna-audava, shadava-samplirna and sampiurna-shidava
varieties, and the vakra-sampiirna and samplirna-vakra variet-
ies, the janaka ragas are easily determined, since all the sapta
gvaras are represented in either the arohana or the avarohana.
It is also easy to determine the janaka ragas for the upinga
ragas of the shidava-shidava, shadava-audava, audava-shadava
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and audava-audava types, if in each case, the sapta svaras are
found represented in the &rohana and avarohana taken to-
gether. It is likewise easy to fix the janaka ragas for the
panchama.-var)a shadava-shadava, shidava-audava, audava-
v shadava and audava-audava ragas of the upanga type, provi-
ded the notes r g m d n are represented in the arohana and
avarohana taken together. The difficulty arises only in the
case of those upanga ragas wherein one or two notes are
completely eliminated in both the drohana and avarohana.

Taking Mohana, for instance, it might be argued that it
can be taken as a derivative of the Dhira Sankarabharana,
Vachaspati and Mecha kalyani mélas also, taking into consi-
deration its svarasthanas. Likewise Sarasingi, Latiangi and
Mecha kalyani might be cited as the other possible janaka
melas for Hamsadhvani ; and Natabhairavi, Charukesi and
Harikambhoji as the other possible janaka melas for Madhya-
mavati. The author of the Sangita kaumud: tried to find
a solution for this anomaly by enunciating a new rule—that,
in all such cases the ragas should be allocated to the earliest
possible mela inthe scheme of 72. This theory naturally threw
overboard all the relevant and important considerations that
have weighed with the music scholars in the past in fixing the
janaka melas for janya ragas. Considerations like: —

(1) suggestive affinities to particular melas,

(2) the subtle srutis figuring in the janya ragas, and

(3) the history behind the development of the janya ragas;
were deemed really important in determining the janaka
melas. The theory referred to above takes into considera-

tion only the svarasthanas of a raga. The author of this
theory was naturally led to place Kuntalavarili under Vanas-
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pati, Malahari under Gayakapriya, Nagasvarivali under
Chakravikam and Madhyamavati under Natabhairavi, and
8o on. This method of allocating janaka melas is merely
mechanical and has not found support.

All bhashinga ragas were originally of the upinga type.
People gradually discovered the enhanced beauty of the ragas
when foreign notes were introduced and sung. The vidvans
as well as the listeners relished the changes and slowly acqui-
esced in them. Bhairavi which was an upinga raga centuries
ago, became a bhiashanga raga only later on. Khamis is an
example of a janya raga which became bhashinga in very )
recent times. Let it be remembered that Tyagaraja’s Khamas
as seen in his two kritis : Sijanajivana and Sitapate is only
an upanga raga. Therefcre in bhishinga ragas, the rags
which would have been the janaka raga, in its prior upinga
condition is presumed to be the parent mela even after the
change. Itisfor this reason that Bhairavi and Anandabhai-

. ravi are regarded as the janyas of Natabhairavi. '

In bhashanga ragas, with a few exceptions, the accidental
comes a lesser number of times compared to the svakiya
svara. For example, in a Kimbhoji raga piece, it will be
found that the kikali nishida (foreign note) oceurs a lesser
number of times compared to the kaisiki nishida. So we
say that Harikambhoji is the parent raga of Kambhoji on
the presumption that the kaisiki nishada is the inherent note
or the svakiya svara. Likewise in Bilahari, the kaisiki
nishada occwrs a lesser number of times compared with the
kakali nishada, and so Bilahari is deemed to be a derivative
of Dhira Sankarabharana and 8o on.

In the case of some bhashinga ragas, we are in a posi-
tion to determine their original upanga condition almost
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U
accurately. The accidentals are later additions. Even
though these accidentals oceur a greater number of times
compared to the svakiya svaras, still they are regarded as
anya svaras only. Ananda bhairavi is a good instance in
point. In this raga, the accidental (chatusruti dhaivata)
océurs mote frequently than the suddha dhaivata; still the
raga is presumed to be a derivative of Nata bhairavi only.

Bhishinga ragas are a natural growth. In some works
they are referred to as desanga ragas.

The prosent meaning associated with the term bhashanga
raga is not more than three centuries old. In earlier times it
connoted quite a different thing. It was regaided by some as
a raga of provineial origin; thus, Saurashtra, Malavi and Surati
were thought of as bhishinga ragas. In the same man-
ner the present meanings associated with the terms, raganga
raga and upanga rags are a later development. They had
dffferent meanings in earlier times.

Usually in bhashanga ragas, the svakiya svara and the
anya svara can be sounded in all the three octaves. But
Punnigavarali furnishes a remarkable example of a bhashanga
raga wherein the svakiya svara occurs in the madhya sthayi
and the anya svara in the mandra sthiyi.

The term kriyanga raga does not denote any particular
type of raga in modern music. Different scholars in the past
held different views regarding the exact connotation of
this term. The Sangita darpana of Damodara Misra
mentions that kriyanga ragas were those that infused
enthusiasm in us. Others held that they were ragas whose
individualities were revealed by particular kriyas or
sanchiras. Some held the view that kriyanga ragas were the
same as vakra ragas;and some that they were sankirna ragas.

2 o w %
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Yet others thought that they were ragas whose names had
the suffix, kriya ; thus Devakriya, Ramakriya, Gamakakriya
ete. A few held the view that kriyinga ragas were: those
which took foreign notes.

x * * =

In some janya ragas, the scope of development is restrict-
ed to a limited part of the mandra and madhya sthayis.
The tara sthayi shadja is not touched at all.

Such ragas have
been classified into :—

(1) Nishadantya, where the madhya sthayi nishada
happens to be the highest note touched;

(2) Dhaivatantya, where the madhya sthiyi dhaivata
happens to be the highest note touched ;

(3) Panchamantya, where the madhya sthiyi pan-
chama happens to be the highest note touched.

The table below gives examples for these three different
types of janya ragas:—

Table 11
| e
Type of | . Examples
janyaraga  Name of | Its arohana | Its janaka
| the raga | and avarohana | mela
srgmpdn 15. Maya-
Nishadintya | Nadanama-

s malavagaula
kriya| Indpmgrsn

snsrgmpd 29. Dhira-
Dhaivatantya | Kuranji :

sankara-
dpmgrsps bharana
pdnsrgmp 29. Dhira-
Pancha- Navaroj T sankara-
mantya

mgrsndp bharana
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The Sama ganascale(m g r 8 n d p) of ancient music
stands as an example of a madAyamantya raga.

Janya sampurnas are yet another group of janya
ragas. In such ragas as the name itself indicates all the
sapta svaras are represented in both the &rohana and avaro-
hana. Such ragas differ from their respective janaka ragas
either by being vakra or bhashinga, or by having special
characteristic prayogas which bring out the svarupa (form)
of the raga; or, by the compass of its prastara being limited to
a defined range.  For instance, there is no sanchara for
Pantuvarali above the tara sthayi gandhara. Janya samplir-
nas, if they are upangs, must necessarily be vakra; if
bhishanga, they may be vakra or non-vakra.

Classification of ragas in general.

In addition to the janaka-janya system, ragas in general
have been classified into:—

I. Ghana, Naya, Desya.

A ghana raga is a raga whose characteristic indivi.
duality is brought about more easily by playing madhya-
makala or tana (ghanam) in it. In such ragas, the notes may
be played in a plain and unadorned manner without detriment
to raga bhava. 2

Ezamples. The traditional five ghana ragas ( ghana
panchaka) : Nata, Gaula, Arabhi, Sriraga and Varali.

Kedaram, Narayanagaula, Ritigaula, Saranganata and
Bauli are another series of five ghana ragas and are referred
to as the dvitiya ghana panchakam.
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In a naya or rakti raga, the characteristic individuality
is brought about both by @lapana in slow tempo and tana.

Ezxamples. Todi, Bhairavi, Kimbhoji, Sankarabharana.

In a desya raga, the characteristic individuality is
easily brought about by dlapana.

Ezamples. Kanada, Hindusthan Kafi, Jhinjhoti,
Hindusthan Behag.

Bometimes the term ghana raga is loosely used in the
sense of a raga affording wide scope for alipana. Ragas
uspally resorted to for singing pallavis in concerts are, in
this sense, referred to as ghuna ragas.

Some scholars regard ghana 1agas as those which have a
grand and majestic effect; naya or rakti ragas as those which
have a soft and soothing effect and desya ragas as those
which combine in themselves the effects of both these types
of ragas.

It may be of interest to note that in the past,
vidvans began their concerts with the singing of ghana
ragas, followed them up with the rendering of compositions
and pallavis in naya or rakti ragas and closed their concerts
with some delightful alapanas of desya ragas. Tana varnas
have now usurped the place of the ghana panchakam st the
commencement of a concert programme.

II. Karnataka, Dénya.

Karnataka ragas are those which are indigenous to
South Indian Music like, Bhairavi,

Ananda Bhairavi,
Kediragaula and Sankaribharana.
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“* Desya ragas are those which came from Northern India
and other countries and have become popular in the South.
- Eramples. Pharaz, J hinjhdti, Khamis and Hindusthan
Behiag. ;
This is a geographical classification and has acquired
significance since the time the bifurcation into the two
systems of music, Karnatlc and Hlndustham took place.

1ll. Suddha, Chhayalaga, Sankirna.

This is-an old system of classification and was propoﬁnd-
ed before the janaka-janya system came into vogue. Says

Matanga : — .
T TGS qua

This sloka is quoted in the Sangita Darpana

Suddha ragas were pure ragas and they conformed to
the preseribed rules. They included within their compass
the ‘modern melakarta ragas and the janya ragas of the
upanga tyi)e.

Ezxamples. Miyamailavagaula, Madhyamaivati,
Sriranjani, Mohana, Kalyani.

A Chhayalaga or Salenka or Salaga raga was o raga
which combined in itself the lakshana of another raga by
taking a foreign note or by possessing common sancharas.
That is, the chhaya or trace or shade of another raga or the
colour of another raga, was found in a salaga raga.

Ezamples. Saurashtra, Siranga.

A salaga raga need not necessarily be a bhishanga raga.
Bilahari may be cited as an example of a bhashinga raga of
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the non-chhayalaga type and Sourashtra as an example of a
bhashanga raga of the chhayalaga type.

A sankirna, sankrama or misra raga was a mixed raga.
Traces of more than one raga were discernible in such ragas
in & large measure on account of the presence of foreign
notes or sancharas suggestive of other ragas. Sankirna ragas
are extreme types of chhayialaga ragas. The chhdayas of the
foreign ragas are very pronounced in them. Nevertheless
sankirna ragas have their own melodic individuality.

Ezamples. Ahiri, Ghanta, Manji, Jujavanti.
There are many folk melodies in misra ragas.
IV. Classification based on Kampita svaras.

(«) Sarva svara gamaka varika ragas are those where-
in all the notes figuring in the raga are subject
to the kampita gamaka; e.g. Todi, Mohana and
Kalyani. These ragas are also referred to as
muktanga kampita ragas.

(b) Ardha kampita ragas are those wherein some of the
notes figuring in the raga are subject to kampita ;
e.g. Kuntalavarali.

(c) Kampa vikina ragas are those wherein the notes
may be played pure i.e. without shake and without
detriment to raga bhiva; e.g. Katanakutuhalam.

Y. Classification according to Rasa.

In addition to the above, ragas in general may be
classified according to their rasasi.e,, the feelings they arouse
in us.
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‘Punnigavarali and Nadanamakriya are instances of ragas
which arouse feelings of sorrow. Atana, Sama and Sah&na
are respectively examples for raudra, santa and karuna rasas.
Khamis is a good example of a raga for sringara (love) rasa.
Some ragas are capable of arousing two or more feelings.
Even in such cases it is possible to say which is the primary
or the dominant rasa of the raga and which is secondary.

V1. Classification according to the time of singing..

Lastly ragas in general might be classified according to
the time of the day or night or seasons during which they
should be sung. Some ragas there are, which may be sung
at all times.

Examples. Ragas to be sung before sunrise are:
Bhupila, Revagupti, Malayamaruta and Desakshi. Bilahari,
Kedaram and Dhanyasi are morning ragas. Asaveri isa
forenoon raga ; Sriraga and Madhyamavati are midday ragas.
Vasanta, Natakuranji and Plrvakalyani are evening ragas.
Chakravika, Bhairavi, Kambhoji and Arabhi are instances
of ragas which can be sung at all times.

All scholars are not agreed with regard to the time theory
of ragas. The fact that when a king'asks for a raga, & vidvan
can sing it, irrespective of the time or season during which
it should be sung, shows that the rule relating to the time
for singing a raga was not a hard and fast one.

VII. Mitra ragas.

Ragas whose names possess common endings are called
mitra ragas. Excepting this common terminology, there is
nothing else in common between these ragas.
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Ezxamples. Ritigaula, Narayanagaula, Kediragaula,
Chhayagaula, Malavagaula and Kannadagaula ; !

Alao, Nitékaprii/a Kokilapriya, Bhavapriya, Rama-
priya, Sha.nmukhapnya, Rishabhapriya and Rasikapriyd ;

Ha.nkambho:t, Yadukulakambheje, Chenchukambhojs,
Gumma.kambho_n. Hamsakambh- jt, Purnakambhji
Kuntalakambhoji, Sudhakambho_n and Sanakambh:m

VGunda.kn'ya, Smdhurams.knya, Na.da.na.ma,kr:yn,
Devakriya and Gamakakriyas’ : :

Hindolavasanta, Gopikavasanta and Mallikavasanta ;

éarudadkvaﬂi, Nagadhvani, Hamsadhvani, Kokila-
dhvani, PikadAvani, Jhankaradhvani and Mayuradhvans ;

Gambhiranata, Abirinata Siranganifa and Chhiyanata;

Sarasvatimanohart, Devamanohart, Isamanohars, Rami-
manohari, Jay! amanohan I\amala.manoharl and Madhava-
manohart 3

Punnagavarali, Pratapavarali, Sokavarali, Pantu-

varali ‘and Kuntalavarals;
Jayantasri, Malavasri and Vijayasrs.

Ragas which can aptly succeed one another in a raga-
malika are also termed mitia ragas. Therefore a raga which
will be a niitra raga for a partlcular raga may turn out a
satru raga for another
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CIHAPTER 1II
THE 72 MELAKARTA RAGAS

* Scheme of Arrangement

The characteristic featurca of a janaka raga, as already
explained are : —

(1) the sampurna character of its irohani and avarohana
1.e, the full complement of the seven notes being represented
in both the ascent and the descent.

(2) The krim: sampurna character of its arohana and
avarohana i e, the ascent and descent being regular and not
zigzag or vakra; in other words, taking the arohana and
avarohana separately, each svara letter occurring only once
and in the krama guii.

(3) The homogeneous character of the svaras in both
the drohana and avarohanas i.e., the individual svaras being
of the same kind in both the ascent and descent. In other
words, the notes: 77 ga ma dha ni are not of one kind
in the arohana and of a different kind in the avarohana.
Thus Bhairavi, which takes a krama sampurna irohana and
avarohana cannot he a melakarta, because it takes one kind
of dhaivata (chatusruti) in the arohana and another kind
of dhaivata (suddha) in the avarohana.

There are 72 janaka ragas and they are arranged
according to a definite plan. This plan of arrangement
helps us to give ths svaras taken by every one of the 72 mela
ragas without difficulty. The scheme of 72 parent modes is

* The scheme is explained here inrcinutline‘.r 71770: :z?;lmow-
ledge of the subject, the reader is referred to the Author's Melakarta
Janyariae Scheme (As. 12). The Indian Music Publishing House,
G. T., Madras,



19

a mathemalically accurate scheme and is based on the
universally recognised twelve semitones of the gamut. The
fixed notes sa and pa are present in all the 72 karta ragas
and serve to give a certain fixity to their melodic character.

The Scheme

The 72 melakarta ragas are grouped under twelve
chakras, each chakra comprising within it six mela ragas.
The scheme is bifurcated into two halves. In the first
half which includes chukras1 to VI and melas 1 - 36, the
suddha madhyama occurs as a constant note, and in the second
half, which includes chakras VII to XII and melas 37 - 72,
the prati madhyama occurs as a constant note. For this
reason the first six chakras are referred to as the suddha
madhyama chakras and the second six chakras as the prati
madhyama chakras. The first half or the suddha madhyama
half is referred to as the purvu group and the second half
or the prati madhyama half as the uftara group. Every
purva melakarta has therefore its corresponding uttara
melakarta and vice versa. The note ma is thus the bisecting
point in the Melakarta scheme, the uttara half being a
duplicate of the purva half, with the prati madhyama in the
place of the suddha madhyama. The names of the twelve
chakras as well as the serial numbers of the melakartas
included in them are given in the table on the next page.

It may incidentally be noted that the names of the
chakras are themselves suggestive of their serial numbers.
Thus ndu means moon and there is only one moon; and the
name naturally suggests the first chakra. Likewise netra
means eye and all living beings have two eyes; and the
name naturally suggests the second chakra; likewise the
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chatur” vedas, pancha bhanas (the five binas of Mammatha ),
shad rutus (six seasons), sapta rishis, ashta vasus, ekidasa
rudras and dvidasa adityas (12 suns acecording to the
purdnas) suggest appropriately the serial numbers: iv, v,
vi, vii, viii, xi and xii. The names agni and brohma suggest
the numbers 3 and 9 respectively, because of the concepts of
agni trayom or 3 sacred fires ( Dakshina, Kha.va,niyaj and
Garhapatya) and 9 prajipatis (Brahmas), in our sacred
literature. Di i or Dik suggests the number ten, because of
the ten directions, north, south, east, west; the four corners:

north-east, south-east, norih-west and south-west ; and up and
down.

TABLE 1V
The 12 Chakras
First half comprising the | Second half comprising the

suddha madhyama or the i prati madhyama or the
purva melakartas (1 - 36). | uttara melakartas (37 - 72).

Number and M-el‘;Tagas' ‘Number audﬁfl\fei;;a,gas
name of the included . name of the included
Chakra il} it. [ Chakra. in it.

I Inda | 1- 6 | VIL Rishi | 37-42
1l Netra | 7-12 | VIIL Vasu | 43 - 48

| | ! I
111, Agni \ 13-18 | IX. Brahma/ 49 - 54
IV. Veda | 19-24 X Disi | 55-60
| | |
V. Bina | 25 - 30 XI. Rudra | 61 - 66

1 i |
VI Rutu 31-36 l XTI ‘Aditya \ 67 - 72
Having seen that the notes sa and pa are present in all
the 72 melakartas and also that the suddha madhyama occurs
in mela ragas 1 - 36 and the prati mzidh&aﬁtﬂ& inanela ragas
37-72, it remains for us now to see in what order the varieties
of the notes r¢ ga dha ni occur in them.
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Within a chakra, the initial and terminal notes of both
the plirvanga and the uttaringa remain the same. Again,
within a chakra, the plirvinga notes remain constant, 7.c., the
rishabha and gandhara retain their identical character in all
the six mela ragas within the chakra—the change occurring
only in the dhaivata and nishada.

N

In every chakra, the

1st mela raga takes the suldha dha, suddha ni¢
2nd " s.ddha dh, kaisiki nt
3rd . su litha dha, kiakali n:
4th W chatusruti dha, kaisiki n?
5th . chatusruti dha, kakali nid
6th shatsruti  dha, kakali ni

The rishabha - gandhira varieties occur in the samo
order as the dhaivata - nishida varieties, but only change from
chakra to chakra, instead of from mela to mela. That is, the

1st chakra takes the suddha ri, suddha ga
2nd : " suddha r!, sidharana ga
3rd ” suddha r’, antara ga
4th " chatusrati 74, sidhirana ga
5th " chtusrati rf, antara ga
6th " shatsruti 74, antara ga

These six rishabha - gindhira combinations repeat in the
same order in the uttara half i.e., in chakras VIT—XIL

The table on pages 22 anl 23 gives the names of the
72 melakarta ragas as also the notes entering into their

formation :—



22 ) Table V. The 72 Melakarta
Purva Melakartas or Suddbha Madhyama Melakartas (ma) F. Natural
Chakra Purvanga Uttaranga Name of the melakarta
No. and svaras. svaras. and its number.
name.
dha - na 1 Kanakangi
I dha - nt 2 Ratningi
- dha - ny 3 Ginamurti
Indt ra-ga dhi - ni 4  Vanaspati
ncu dhi -nu { 5 Mainavati
dhu - nu 6 Tanariipi
dha - na 7 Senivati
I dha - ni 8 Hanumatodi
. | dha-nu 9 Dhenuka
Net r@-g . dhi-ni | 10 Nitakapriya
OLre: . dhi -nu | 11 Kokilapriya
{ _dhu-nu | 12 Rupavati
dha - na | 13 Gayakapriya
I dha - nt | 14 Vakulabharanam
—_—— dhd -nu | 15 Miyimilava gaula
Agni ' dht -t 16 Chakravikam
Agnl dhi -nu | 17 Suryakintam
dhu - nu | 13 Hitakimbari
dha -na | 19 Jhankiradhvani
v dha-nt | 20 Nathabhairavi
ri-gi dh{x ~nu 21 Kiravini
Veda dht - ng | 22 Kharaharapriya
dht -nu | 23  Gaurimanohari
dhu-nu | 24 Varunapriya
dha -na | 25 MaAararanjani
v dha -n¢ | 26 Chirukesi
i - ou dha - nu + 27 Sarasingi
Bana 9% | @hi -ni | 28 Harikambhoji
dhi - nu | 29 Dhirasankaribharanam
dhu-nu ' 30 Naginandini
! | dha - na | 31 Yagapriya
vi | | dha-ni | 32 Riga vardhani
E— dha -nu 33 Gﬁ.ngeygbhu::h&ni
Ruta i dhi -ni | 34 Vagadhisvari
: | dhi -nu 85 Sulini
dhu-nu 36 Chalanita




Raga Chart (abridged)

23

F. Sharp. (mi.) Uttara Melakartas or Prati Madhyama Melakartas

Name uf_ the melakarta Uttaranga Purvanga lgf)mk::d
and its number. svaras svaras
name.
Salagam 37 dha - na ' ]
Jalarnavam 38 dha - ni U vio
Jhalavarali 39 dha - nu . i
Navanitam 40 | dhi-ni 0 iehi
Pavani 41 | dhi- nu ’ 8
Raghupriya 42 dhu - nu
Gavimbhodhi 43 dhu - na
Bhavapriya 44 da-ni VIIT
Subhapantuvarali 45 i - nu T
Shadvidha margini = 46 | A’ - ni P Vesu
Suvarniangi 47 dai - nu
Divyamani 48 | dhu-nu N
Dhavalambari 49 dha - na |
Namanarayani 50 dha - nt IX
Kamavardhani 51 dha - nu -
Ramapriya 52 dhi - nt ra - gu | Brah
Gamanasrama 53 dhg - nu j praama
Visvambhari 54 dhu - nu
Syamalingi 55 dha - na
Shanmukhapriya 56 dha - ni X
Simhendra madhyama 57 | dha - nu o1
Hemavati 58 | dht-n: Tt-9 Disi
Dharmavati 59 dhi - nu
Nitimati 60 | dhu-nu
Kaatamani 61 | dha- na
Rishabhapriya 62 dha - nt X1
Latingi 63 | dha-nu .
Vachaspaiti 64 | dli-nt re-gu
Mechakalyani 65 dht - nu Rudra
Chitrambari 66 dhu - nu
Sucharitra 67 dha - na
Jyotisvariipini 68 dna - ng XII
Dhatuvardhani 69 dha - nu “
Nisika bhushani 70 | dhi-ni ra-guy
Kosalam 71 dhi - nu | Aditya
Rasikapriya 72 dhy - nu |
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The nomenelature given here for the 72 melakartas is
the one in vogue and is found for the first time in
Govindacharya’s Sangraha chudanani (18th century). The
other nomenclature for the 72, which includes asampurna
scales, is given in the author's Melakarta Janya raga scheme.

The syllables, pa ar, sri sft, go @, bhu 33, ma@Ar, shaw
mnemonically represent the first, second, third, fourth, fifth
and sixth melas of each chakra and may be styled the mela
mnemonies.  These syllables by themselves indicate the
numbers 1, 2, 3, 4, 5 and 6 according to the Katapayadi
formula (see below). Thus when these syllables are tacked
on to the chakra names, we can calculate the serial numbers
of the melas. Thus mnetra- pa, netra- sri, netra - go,
netra - bhu, netra-ma and netra - sha signify respec-
tively the melakartas of serial numbers 7, 8, 9, 10, 11
and 12.  Again ogni-go stands for the 3rd mela in the III
chakra and is the 15th mela, Miyamailavagaula ; bana - bhu
stands for the 4th mela in the V chakra and is the 928th
mela, Harikimbhoji and so on. It may be noted that in the
vhrases : agni - go and bina-bhu, the chakra mnemonic gives
the clue to the purvinga svaras and the mela mnemonic, to
the uttaringa svaras of the melakarta.

Utility of thg Melakarta Scheme.

The utility of the scheme lies in the fact that, from
the serial number of a melakarta raga, one can readily find
the svaras taken by it. Suppose the svaras of the 27th
melakarta raga are to he determined ; proceed as follows :—

(1) Insert the svaras: sa, pa and the higher octave =a
in their appropriate places leaving blank spaces
for the remaining svaras as follows :—

s . . . pa . 5 S
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(2) Notice whether the given number belongs to the
purva group or the uttara group. The given
number 27, belongs to the purva group and is
therefore a suddha madhyama melakarta. Now
insert ma in its appropriate place in the line as
follows :—

sa . . ma pa . : sa

“(3) Next, in order to determine the notes of the piu-
vanga, find out the chakra to which the given
number belongs. The number 27 belongs to the
5th chakra ( comprising melakartas 25 - 30) and
hence ri (chatusruti rishabha) and gu (antara
gandhira ) are the notes taken. Now inmsert r¢
and gu in their proper places thus:—

sa i gu ma pa . . sa
(4) Now, to determine the notes of the uttaringa, find
the rank of the given melakarta within the
chakra. The number 27 occupies the 3rd rank;
hence dha (suddha dhaivata) and nu (kikali
nishada ) are the notes taken. Now insert dha
and nu in the line as follows :—
sa 7 gu ma pa dha nu sa
Thus the melakarta raga No. 27 takes the notes:—
8a rt gu ma pa dha nu or shadja, chatusruti rishabha,
antara gindhira, suddha madhyama, panchama, suddha
dhaivata and kakali nishida. This is the melakarta raga
known as Sarasangi and its mnemonic phrase will be
bana-go.
In cases where the given number belongs to the uttars
group ( comprising melakartas 37 - 72) subtract 36 from the
4
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given number and the resulting figure gives the number of
the corresponding suddha madhyama melakarta. Determine
the lakshana of this suddha madhyama melakarta by adopting
the process mentioned above; and by substituting prati madh-
yama for the suddha madhyama, the svaras of the melakarta
raga of the given number are obtained.

The several melakartas can also be represented by their
svara mnemonics ; thus,

ra gu ma dha nu will signify the Agni-go mela or

) Mayamalavagaula ; and

rt gu mi dhi nu  will signify the Rudra-ma mela
or Mechakalyani and so on.

The naming and singing of the note chatusruti rishabha
with the letter ga, in the case of those scales wherein
both the suddha rishabha and chatusruti rishabha oceur (melas
1-6 and 37-72) beeame a musical necessity. Vocalists
and Instrumentalists are alive to the resulting auditory delu-
sion. The practice of singing a note belonging to the juris-
diction of one svara, with the solfa letter of a higher or lower
svara was in vogue even before - Venkatamakhi’s time. The
practice has been approved as a matter of musical convenience.
The innovation also results in the partial obliteration of the
vivadi effect. The graced utterance of the concerned note
removes the vividitva altogether. The arguments aforesaid
apply to the paivs (1) sidhirana gindhira: ( shatsruti 77) and
antara gandhara ;(2) suddha dhaivata and chatusruti dhaivata
(suddha n¢) ; and (3) kaisiki nishida (shatsruti dha) and kakali
nishada.

It may be noted that in the scheme of 72 melas, the
melakartas of serial numbers 1, 8, 15, 22, 29 and 36 are

y 4Ly &

entirely distinct from one another. In other words, excepting



for the notes sa, ma and pa, the notes taken by one mela are
not repeated in any of the other five. Each mela has a dis-
tinct purvinga and uttaringa and the purvanga pattern and the
uttardnga pattern of each mela are symmetrical i.e., the cor-
responding intervals between pairs of notes in the lower and
upper tetrachords of each of these six melas are the same.

In the melakarta code, the reasons for ignoring the fol-
lowing svara combinations,

(a) chatusruti 7i and suddha ga (ri - ga)

(b) shatsrati 7 and suddha  ga (ru- ga)

(c) shatsruti 7¢ and sidhirans ga (ru- gi)
are clear. In (a), the notes belong to an identical svarasthana;
likewise in (c), the notes belong to an identical svarasthina.
Since, in-a scale, the notes ascend by steps, these two combi-
nations cannot validly come. In (b)the suddha ga is lower
in pitch, compared to shatsruti 7¢; and the adoption of such
a combination will result in wvakratva being imported and
go against the concept of regular ascent.

For the same Teason, the following combinations :—

(a) chatusruti dha and suddba ni ( dhi - na )

(b) shatsruti dha and suddha ni ( dhu - na )

(c) shatsruti dha and kaisiki ni ( dhu - ni )
are ignored in the formulation of the scheme of 72 melakartas.

It may incidentally be noticed that the number 72 is
equal to twice the square of six (6 X 6 X 2= 72). The num-
ber 32, representing the non-vividi melas is equal to twice the
square of four (4 X 4 X 2 = 32).

It is possible to suggest an alternative scheme of 72
melas based on the self-same twelve notes, but the present ar-
rangement is perfect and logical, and must be left undisturbed.
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Ka@apay;di Sankhya.

Thus, when the serial number of a melakarta raga is
given or known, it is easy to give its lakshana. But how is
the serial number of a melakarta determined? This is done
by the application of a formula known as the ka ta pa
ya di sankhya,® which is summed up in the four phrases.
kadinava, tadinava, padipancha and yadyashta.

The first two syllables of the name of each melakarta
have been so ingeniously and desterously fitted in,
as to make them subserve the purpose of this formula. This
formula is based on the principal letters of the Sanskrit
alphabet. The letters of the alphabet are divided off into
compartments as shown in Table VI on the next page and for
he purpose of this formula, each letter takes the number
under which it falls.  In the column next to 9, the figure zero
is placed instead of ten.

*It is interesting to note that this formula is made use of in many
other arts and sciences of India.
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Application.—Take the first two syllables of the name
of the melakarta, whose serial number is to be determined.
Ascertain from the above table the numbers under which
these two syllables fall and write down the two numbers in
order. Then reverse this number of two digits and the
resulting figure gives the number of the melakarta.

Example I.

Suppose the name of the melakarta whose serial number
is to be determined is Harikambhoji.

The first two syllables ‘of this raga ave ka and ri;
ha oceurs in column 8 and 77 in column 2.; the resulting
figure is therefore 82. Now reverse this number ;
the result is 28. The serial number of the Hari-
kambhoji melakarta is thus 28.

Example II..

Suppose the serial number of the melakarta, Nama-
narayani is to be determined :—

The first two syllables hereinare na and ma and they
give the figure 05. By reversing this we get 50.
50 is thus the serial number of the melakarta,
Namanarayani.

Other examples are to be worked out in the same manner.

‘Where samyuktiksharas or conjunet consonants figure in
the katapayadi prefixes, the rule is, that the second or the
last component letter of the conjunct consonant should
be taken into consideration. Thus in Ratnangi, Suryakinta,
Jhankiradhvani, Gange_yabhusha,ni, Shadvidhamirgini, Shan-
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mukhapriya, Dbarmavati and Kantimani the correct serial
nunibers are obtained in this manner.

But in the case of the following melakartas : Chakravaka,
Divyamani, Visvambhari, Syimalangi, Simhendra madhyama,
Chitrambari and Jyotisvarupini, the first component letter of
the concerned conjunct consonant has to be taken (as shown
in the following table ), in order that the application of the
katapayadi formula might give the correct number.

Thus these mela names constitute an exception to the

katapayadi rule.

Name of the melakarta Number. Nu;l;?:;isgfter
Cha kra vaka 6 1 16
Di vys mani 8 4 48
Vi svam bhari 4 5 54
éy; ma langi 5 5 55
Si mbhe ndra madhyama 7 5 57
Chi  trd mbari 6 6 66
Jyo ti svarupini 8 6 68

The katapayadi prefixes are the ey syllables for determi-
ning the serial numbers of melas. They are also called the

sankhyaksharas.
The katapayad? formula does not apply to the names of

janya ragas. .
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A separate nomenelature for the 35 suladi talas, answering
to the katapayadi formula also exists. The Trisra, Chaturasra,
Khanda, Misra and Sankirna varieties of the Dhruva tala, for
examples, bear the names : pika, vati, saka, lara and dhara.
- These names by the application of the katapayadi formula
yield the numbers 11, 14, 17, 23 and 29 which respectively
denote the aksharakala value of an dvarta each of the con-
cerned talas.

In the Telugu work, Sangita sara sangrahamu of
Tiruvenkata Kavi, written sometime after the Sangrahka
chudamani, names answering to the katapayadi formula are
given for the twenty-four srutis used in an octave thus:—

yina (1), rana (2), lina (3), ghana (4), mana (5),
tanu (6), sena (7), dana (8), dhana (9), naya (10),
paya (11), thiya (12),. loka (13), vaya (14), suka (15),
toya (16), chhiya (17), jaya (18) dheya (19), nara (20),
kara (21), khara (22), giri (23) and vira (24). Thus the

name of the sruti itself gives the clue to its pitch and position
in the octave.

Historical.

As already mentioned there are two nomenclatures for
the 72 melas: (1) the well-known Kanakangi - Ratnangi
nomenclature and (2) the Kanakambari - Phenadyuti nomen-
clature. The former nomenclature was followed by Tyagaraja
and other composers. This is the nomenclature figuring. in
the immortal composition “ The 72 Melaragamalika” of
Maha Vaidyanatha Iyer. The other nomenclature, though
popularly known as Venkatamakhi’s, is, as subsequent
researches have shown, not his. In his Chaturdandi Praka-
sika, the illustrious author merely explains the scheme of

72 melas, and does not attempt a nomenclature for them.
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It is but natural that he should have refrained from
attempting a nomenclature inasmuch as he visualized
only the remote possibilities of a good number of his
melas. He mentioned the serial numbers in his scheme
for the wellknown 19 melas of his time. In the raga chapter,
he has allocated the janaka melas for the various janya ragas.
He mentions Ritigaula as a janya of the 20th mela Bhairavi,
and Kedaragaula as a janya of the 28th mela Kambhoji.
Venkatamakhi’s mela names do not have the katapayadi
prefixes. A good number of his melas are not krama-
sampurna in the ascent and descent, and some of them like the
Bhupala mela (Sth), are even transilient scales. He merely
named a melafrom a wellknown janya raga derived from it.

A later scholar taking this clue, enunciated the Kana-
kambari- Pkenadyutt nomenclature for the 72 melas. This
nomenclature may be styled the earlier Kanakambars
nomenclature, and is given in the work Sangraha
Chudamani (18th cent). The author of this nomenclature did
not evidently bother about the katapayadi prefixes for the mela
names. In some cases the mela names themselves, accidentally
conformed to the katapayadi requirements and gave the
correct serial numbers. As examples may be mentioned
Kanakambari (1), Phenadyuti (2), Bhinumati (4), Vira-
vasantam (24), Raghulila (42) and Simantini (57). There
are many mela names like Sama-varali (3), Todi (8),
Hejjujji (13), Vasantabhairavi (14), Vegavihini (16),
Suddha malavi (18), Velavali (23), Samantam (30),
Chhayanita (34), Varali (39), Pantuvarali (45), Rama-
kriya (51) and Simharavam (58), which, by the
application of the katapayadi formula, will give numbers
different from those given within brackets against the concern-

ed melas. Rightly enough, he has re-christened some of
b1
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the melas of Venkatamakhi with better and more appropriate
raga names. Thus the Bhupala mela (8), Gaula mela (15) and
Ahiri mela (21) were re-named Todi mela, Malavagaula mela
and Kiranavali mela. He realized the unwisdom in naming a

mela after an audava raga like Bhupila. Bhairavi and
Kambhoji however continued as melas in this scheme.

The Kanakingi - Ratnangi nomenclature then came
into existence. It stuck tothe rule that a mela should have a
krama - sampurna arohana and avarohana and also that each
svara should retain its identical character in both the ascent
and descent. This concept of a mela maintains intact the time-
honoured distinction between a scale and a raga, already rooted
in the concepts, murchhana and jati; palai and pan. This
nomenclature which had the added merit of conforming
to the kataPayadi formula was since accepted by all lakshana-
karas as sound and has come to stay. It should be noted
that Harikimbhoji mela and ;Harikambhoji raga are two
distinet entjties. The former is the mere bony stuff, while
the latter is the full-fledged raga, shining in all its life, flesh,
blood and melodic beauty. For the sake of easy reference,
the Kanakangi - Ratnangi system is referred to as the
sampurna mela paddhati and the Kanakambari - Phenadyuti
system as the asampurna mela paddhati.

A later scholar, profiting by the merits of the Kan&lia.ngi
nomeneclature, tried to introduce improvements in the earlier

Kanakambari nomeneclature. In order to get the correct serial

numbers, katapayadi prefixes were introduced for all those
mela names which needed them. Asexamples may be mention-

ed, Ganasamavarali (3), Janatcdi(8), Dhunibhinnashadjam

vihini (16), Jayasuddhamalavi (18), Gaurivelavali (23),
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Bhogachhayanata (34), Sasladesikshi (35), Dhalivarali (39),
Sivapantuvarali (45), Kastramakriya (51) and Desfsimha-
ravam (58). Some names of the earlier Kanakambari
nomenclature were substituted by other names, but the fact
remained that many shadava-sampurna, audava-sampurna and
vakra sampurna ragas continued as melas. As examples of
the changed mela names may be mentioned :

(12) Rupavaiti which was Raupyanagam in the earlier
Kanakambari
nomenclature.

(17) Chhayavati " Supradipam "

(20) Nariritigaula " Bhairavi "

(28) Harikedaragaula ,, Kambhoji ’

(30) Nagabharanam ,, Samantam "

(31) Kalavati " Kalahamsa -

(37) Saugandhini " Salava "

(41) Kumbhini " Prabhavati "

(42) Ravikriya ” Raghulila »

(46) Stavardjam " Tivravahini "

(50) Namadesi . Narmada "

(51) Vamsavati 5 Vaisakha "

(56) Chamaram i Trimurti "

(57) Sumadyuti " Simantini "

(59) Dhamavati . Dhaumyarigam "

(62) Ratipriya " Ratnabhanu "

(63) Gitapriya " Gotrari "

(67) Santanamanjari ,, Satyavati .

(68) Jyotiragant . Jyotishmati "

(71) Kusumikaram " Kusumivali ’

It is clear that this later Kanakambari nomenclature came
into existence after the Sangraha Chudamani was written.
Since neither of the nomenclatures is referred to in the
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Sangita Saramrita of Tulaja (1735), it is certain that the
earlier Kanakambari nomcnelature was conceived sometime
after this work was written. The Sangita Saramrita merely
gives the names for 21 melas and even these do not bear
katapayadi prefixes.

Curiously enough, the ragas Ritigaula and Kedaragaula,
which, Venkatamakhi expressly says, are janyas of the Bhai-
ravi and Kambhoji melas respectively, are promoted to the
status of melas in the later Kanakimbari nomenclature,
throwing overboard even the author of the earlier Kanakam-
bari nomenclature. This was evidently done to replace
bhashanga ragas by upinga ragas.

Excepting the very few krama-sampurna melas, all the
rest in the Kanakimbari nomenclature figure as janya ragas
under the respective melas in the Kanakingi scheme.

The lakshana gita in Gundakriya raga, attributed to
Venkatamakhi, gives the later Kanakambari nomenclature.
From the fact that it mentions 24 srutis towards the close, it
is proof positive that the composition is not Venkatamakhi’s.
Venkatamakhi has emphasised 22 srutis in no uncertain terms.
It is true that Subbaram Dikshitar, in his errata to the
Sangita Sampradaya Pradarsini mentions that chatur-
vimsati{ (24) is a misprint for dvavimsati. But people
familiar with printing know that it is too much to take
this as a printing mistake. It is evidently an after-
thought of Subbarama Dikshitar, and the correction was
introduced to credit the authorship of the 'gita. to Venkata-
makhi. (See Pradarsini P. 244.)

The fact that the term riginga riga is not used in the
sense of a mela raga by Venkatimakhi is another proof that

tlie Gundakriya lakshana gita ¢annot be his, He calls many
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janya ragas as riginga rigas. He says that Madhyamavati
and Dhanyasi are ragangas born of Sriraga mela. Since this
gita uses the later Kanakdmbari nomenclature, it is certain
that this gita must have been written more than a hundred
years after Venkatamakhi.

The raganga lakshana gitas based on the later Kanakam-
bari nomenclsture, 'are therefore not the compositions of
Venkatamakhi. Nevertheless, these compositions are of his-
torical value. The Mayamalavagaula gita Ravikotiteja in
particular, is found in many early 19th century ma.nu's'cripts.

It is interesting to note that even the later Kanakambari
nomenclature underwent some changes. In the 72 Raganga
Ré&gamalika of Subbarama Dikshitar and Krishna Kavi (See
P. 97 Appendix Pradarsini Vol. II) the following changed
names are seen :—

(9) Dhvanibhinnashadjam for Dhunibhinnashadjam.

(14) Vayuvasantabhairavi for Vativasantabhairavi.

(16) Tapovegavahini for To'yavegavé.hini.
(39) Dhilivarali for Dhalivarali
(65) Matikalyani for Sintakalyani

The weakness of the asampurna mela paddhati lies in the
fact that it rules out the possibilities of sampurna-sampurna
ragas like Chakravakam, Kharaharapriya and Harikambhoji.
Tt will lead to the position that Sriraga being a mela, Khara-
harapriya has to be regarded as a super mela! Againif a
mela is to be named after a wellknown janya raga generating
from it, the problem arises as to whieh janya raga isto be
preferred, since under each mela, more than one prasiddha
raga can be thought of.

It may be mentioned in passing that the Sangraha Chuda-
mani mentions the name Narabhairavi for the 20th mela and
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not Nathabhairavi, which is a change effected later on. At
the time the Sangraka Chudamani was written, the Kana-
kihngi-Ratnangi nomenclature was the one in use, and it
has since been accepted as the authoritative nomenclature, in
gpite of a later improved Kanakaimbari nomenclature. The

Meladhikara Lakshana also mentions the Kanakangi nomen-
clature.

Muthuswamy Dikshitar has adopted the later Kanakam-
bari nomenclature for the most part. The names of some
mels ragas appear in his compositions without the katapayadi
prefixes; for example, see his Vina pustaka dharinim,
Nilakantam bhajeham and Swaminatha. In his composi-
tions in the 85th, 50th, 55th, 58th and 68th melas,
he adopts the names Sulini, Narmada, Samalangi, Haimavati
and Jotishmati ; and not the names Saila desikshi, Namadesi,
Samala, Desi simharavam and Joti ragam ( see Sangita
Sampradaya Pradarsini Vol. IIT Pp. 1043, 1111, 1142,
1151 and 1235. Subbarama Dikshitar’s note that Bimantini
is another name for Sumadyuti, and Hemavati is another
name for Simharavam (see ibid pp. 1147 and 1150) are
noteworthy. In order to strictly conform to the requirements

of the katapayadi formula, the 55th mela was called éimulingi
instead of Syamalangi.

Inview of the fact that all scholars in India as well as of
the west have understood the 72 melas as krama-sampurna
scales, the asampurna mela paddhati has become a matter of
mere local history. The term melakarta implies that it is a
karta or parent for janya ragas and hence the asampurna

mela paddhati claiming & number of janya ragas as melas is
faulty and unsound,
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CHAPTER III
RAGA LAKSHANA.

Since the raga system fofms the "foundation of Indian
musie, every writer of note from Bharata downwards has paid
attention to the clear elucidation of this subject. Many
writers mention ten lakshanas under which the scope of each
raga was defined and studied. The ten lakshanas enumera-
ted however, are not, in all cases identical.

Bharata in his Natya Sastra (4th Cent. B.C.) says :—

FEA} aRARY T s O T |
Aend 9 g T Ay @ |
( Tofaafregor )

Graha, amsa, tara, mandra, nydsa, apanyisa, alpatva,
bahutva, shadava and audava are the ten lakshanas of jatis.
Jati was the term that was used in early times to denote raga.
The word raga comes to be used in the musical sense only in
the post-Bharata period. Audava is the later form of auduva.

The Sangita Ratnikara (13th cent. A.D.) of Sirngadev;s )
mentions the following thirteen lakshanas :—

NEFARAETE A TI-Ara e |
Afy gramfi-aaY agd aweaar ad |
TATFARANT ag AT A |
sleAtgd FNSTEEART (I

Graha, amsa, tara, mandra, nyasa, apanydsa, sanyisa,
viny#sa, bahutva, alpatva, antara marga, shadava and audava,
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The Sangita Sudha (17th cent. A.D) of Raghunatha
Naik also mentions these thirieen lakshanas :—

TEREE: J9: RSTRREINANSA 9w A75: |
WrIEn A 2 addisTaEdgt sl T 98 0|
F-EE: g9 T JM FrAmAmr e @b |
TEAT-RIHAATAT SHIEMSSAHFAAT ||
¥R ERT: MEAAMFETAR: CArgAgaren: |

Venkatamakhi in his Chaturdandi Prakasika says :—

TERT AFEAIY T FAMEEES a9
o1 QR T e a )

Graha, amsa, mandra, tira, nyasa, apanyisa, sanyisa,
vinyasa, bahutva, alpatva.

Shadava, audava and antara marga were omitted, because

they became separate types of janya ragas.
-

A few of these lakshanas have either become obsolete or
are of mere academic interest at the present day. As a result
of the progress made in musie during the recent centuries, we
are in a position to give a more amplified and scientific des-
cription of the ragas and define their scope in clearer and
more accurate terms. An analytical study of all the available
compositions in a raga not only throws a flood of light on the
lakshana of the raga but also helps us to fix its raga ranjaka
combinations, its visesha sancharas, sanchara kramas, ete.
Compositions are after all ragas in a crystalline form.
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The lakshana of a raga, at the present day can be studied
under the following heads :—

(1) Whether janaka or janya.

If janaka, its serial number in .the scheme of
72 melakartas, and the number and name of the
chakra to which it belongs, as also its mnemonies.

(2) If the two tetrachords of the janaka raga are
symmetrical as in the case of Miyimélabagﬁul‘a‘
and Kharaharapriya ; or if each note of the raga is
a samvadi of some other note occurring in the
raga, as in the case of Harikambhoji.

(3) If it is a janaka raga claiming a large number
of janya ragas.

(4) If it is a janya raga, the name and serial number
of the melakarta from which it is derived.

(5) Difference of opinion if any, concerning the
correct janaka mela of the janya raga and the
arguments for and against.

(6) The arohana and avarohana of the raga and
any difference of opinion concerning the same.

As a rule, in a raga, it is the frequently' occurring
phrases that are codified and presented in its arohana and
avarohana. Sometimes an alpa prayoga is incorporated in
the arohana and avarohana of a raga in order to indicate its
precise janaka mela ; examples are Nata and Sriraga. Rare
sancharas are also sometimes incorporated in the arohana
and avarohana of ragasin order to clearly reveal and establish
their melodic individuality.

]
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(7) If the arohana and avarohana are symmetrical or
otherwise.

A raga is said to possess a symmetrical drohana and
avarohana, when the notes that are present in the ascent are
also present in the descent. All mela ragas, and shadava
and audava ragas like Sriranjani and Mohana may be cited as
examples. It may be noted tha,t. an audava - audava raga like
Mayuradhvani (s » mp ns-sndmrs—28) does
not possess & symmetrical drohana and avarchana ; because,
pa which is present in the arohana is absent in the avarohana
and its place taken by dha.

Of course, only non-vakra ragas are contemplated in
this section.

(8) If dirgha svaras, kampita svaras and janta svaras
are present in the arohana and avarohana.

Such notes, if present, are vital to the entity of the
raga. Examples are Manirangu, Begada and Ritigaula.

(9) If the foreign note is incorporated in the arohana
and avarohana. This applies only to bhishinga ragas.

Bhairavi, Mukhari and Siranga are examples of
bhashinga ragas wherein the foreign note is heard while

singing the arohana and avarohana.

(10) Names of the svaras taken by the raga and their
frequencies.

(11) Varja or non-varja; if varja, audava, shadava
or sampurna.

(12) Vakra or non-vakra; if vakra, whether the
arohana or avarohana or both, are vakra.
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The vakra svaras and the vakriantya svaras and
the compass of vakratva in each case. Also, if the ré:g@ is an
ekasvara vakra raga or dvisvara vakra raga or trisvara vakra
raga or chatusvara vakra raga.

N.B.—A vakra arohana or avarohana does not neces-
sarily imply that a svara is repeated in the course of its
progression: For example in the &rohana of Katana  kutu-
halam (s r m D n gp é), there is no repetition, where_as
in the arohana of Ananda bhairavi (s g r g m pd p s),
the gandhara and panchama repeat.

(13) In the case of ubhaya vakra ragas, if the number
of vakra svaras in the arohana and avarohana is equal or
otherwise. For example, in Nilimbari, the arohana and ava-
rohana have each one vakra svara ; but in Sahana, the irohana
has one vakra svara and the avarohana two vakra svaras.

(14) Nishadantya, Dhalvatantya or Panchamintya.

(15) Upanga or bhishinga. If the latter, the accidental
note or notes met with, andithe sanchiras wherein they figure.

Also if it is an ekinya svara bhashinga raga or dvi-
anya svara bhishinga raga or tri-anya svara bhishanga raga;
and if the anya svara and the svakiya svara are of equal status
and importance, as in Bhairavi and Athana.

(16) Jiva (amsa or raga chhiyi) svaras.

There are instances of ragas like Yadukulakimbhoji
and Nadanimakriya, which have different jiva svaras in their

arohana and avarohana.

(17) Nyisa svaras.

The notes which are major nyasas and notes which are
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~las

minor nyasas m the raga Some ragas have alpa nyasas; as
for instance, the panchama in Natakuranji.

(18) The resting notes round which::one can weave an
..Slapana, .

Everyibte-round which an 3lapana canbe developed
~will be a‘nyasa svara ; but the converse need ot necessarily
be true. For example, in Athina, dha is a nyasa svara but
not & note on which one can rest and weave round an alapana.
The kaisiki nt of Anandabhairavi is another similar case,
Ga in Sanka,mbha.ra.na is both a nyasa svara and a note round
whlch one can develop an alipana. Resting notes are stable

" notes and a.dmlt of p]a.m utterances.

(19) Raga ranjaka. combinations—phrases or sancharas
or pidippus — Jplyser ; catches ; pakad in Hindusthani
musie.

Example. dp G5 p G; R sin Manji.

(20) Visesha sanehiras (i.e., combinations not in
accardance with the raga's. drohana and avarohana krama )
that the raga admits of.

In every raga, phrases either covered by its arohana
and avarohana or implied in the same, can validly come. In
a few ragas, phrases which are not in accordance with the
arohana and avarohana krama come in, to enrich the beauty
of the raga. Such phrases are known as visesha sa.nchﬁ.ras

_ Examples. sn p and & d p of Smkwnblmana and
p n s D p of Dhanyasi.

(21) If the raga belongs to any group like ghana-
panchaka,
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(22) The slight or passiﬁg touch of a note, if any.

Such notes will not occur as long notes and they will
be just touched in passing ; for example the ga in the phrase
M, g r s R of Arabhi. Such notes:are alpa svaras and can
neither be emphasised nor made nyisa as & rule:

(23) The janta svara and the ditu svara prayogas that
"' the raga admits of.

(24) The characteristic srutis that suggest the melodie
entity, individuality and colour of the raga.

(25) If there are any phra.ses,v wherein & note occa-
sionally deviates form its pitch and is rendered either slightly
sharp or flat. For example, the notes ma and ga in the phrases

Dm d % § in Todi,and g g » ¢ in Surati respectively.

(26) If a sarva svara gamaka varika raga or otherwise.

(27) Kampita svaras of the raga and also the intensity,
compass and speed of their shake.

The compass of the shake of sidharana g4, in Sriraga
and Anandabhairavi are different.

(98) The characteristic gamakas that bring out the
svarupa of the raga.

There are instances of ragas wherein & note is subject to
one variety of gamaka in the &rohana and a different variety
of gamaka in the avarohana; for example in Nita raga, the
rishabha in the drohana is subject to nokku or stress and the
same note in the avarohana is subject to kampita or shake.
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(29) Ghana, naya (rakti) or desya raga.
(30) Suddha, chhiyilaga or sankirna raga.

(31) Within the range of the three sthayis, the highest
and the lowest notes if any, beyond which the raga sanchara
cannot extend.

The ider in preseribing the upper and lower limits in-
the sthiyi for some ragas is to maintain intact their melodic
individuality. Thisis done to prevent the suggestion of
other ragas even in aremote manner. The appropriateness of
this will be realised from experience. For example Khamis
and Anandabhairavi-which have no sanchira below the mandra
sthiyi nishida ; and S3ranga and Pantuvarili which have no
sanchira above the tara sthiyi gindhira.

(32) If the raga is a Karnataka raga or a Desya raga.
(33) Major raga or a minor raga.

A raga which admits of a detailed alipana is a major
raga and is useful as a pallavi raga in concerts. As examples
of ragas which admit of an extensive anl intensive alipana
may be mentioned, Todi, Siveri, Bhairavi, Kimbhoji,
Sankarabharana and Kalyini.

(34) Phrases which have to be used sparingly in a
raga.

The undue repetition of an alpa or kwachit prayoga
will result in abhiva anl consequent loss of melodic indi-
viduality.

(35) The rasas; i.e., the feelings that the raga is
capable of arousing in us.
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If the raga is capable of portraying feelings like joy,
- sadness, courage, fear, disgust, compassion, love, wonder,
pity, mirth, pathos, anger, heroism, mystery, plead ing, repen-
tance, tenderness (vitsalya), devotion, loneliness, forest life
(detachment from the crowd), communion with nature and
tranquillity.
(386) If the raga is an auspicious one and hence useful
for composing a mangalam.
(37) If the 1'aéa is useful for singing themes relating
to varnana or description.
For example, Dhanyasi, Kedaragaula and Surati are
useful for varnana.
(38) The curative effects of the raga.

(39) The extent of its use in the spheres of art music
and applied musie.

Ragas of pronounced rasas like Ahiri are used in
operas and ragas like Kedaragaula figure largely in Purina
patanam and religious discourses. Ragas like Sahina and
Niadanamakriya figure in nimavalis. Nilambari and Ananda-
bhairavi figure in lullabies. Saindhavi, Punnagavarili,
Kuranji and Navaroj figure in mamriage songs and folk
melodies.

(40) Whether the raga derives its characteristic indivi-

duality By chauka kala sanchiras or by madhyama kala
sancharas.
' N. B.—As a rule, all the ragas admit of both chauka
kila and madhyama kila sancharas. But this section is
intended to cover cases like (1) Arabhi, which shines more by
its madhyama kala sancharas and (2) Devagindhari which
shines more by its chauka kila sancharas.
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(41) If the raga is a popular raga or a scholarly raga.

Mohana and Anandabhairavi are popular rdgas; but
Narayanagaula and Manji for example are scholarly ragas.

(42) If the raga is a prasiddha (wellknown) raga
or an apurva (rarve) raga. ' )

(43) Closely allied ragas, if any.

Bhairavi and Manji are closely allied ragas; likewise
are Darbar and Nayaki ; Bilahari and Desikshi; Mukhari
and Salagabhairavi. It must be noted that each raga of the
pair, has however a separate melodic individuality.

(44) Tts distribution amongst musical compositions.

(45) The time of the day or night and the season best
suited for singing the raga.

Some ragas are amenable to the time theory.

(46) The svaras which are recognised as appropriate
for commencing melodies in this raga.

Such notes are generally notes common to both the
arohana and avarohana.

(47) If there are tunes in the raga, known by specific
names. i

Anandakalippu, Pancha chamaram, Mattakokilam and
Kappal are all names indicating particular tunes. At a time
when the practice of writing songs in notation was not exten-
sively cultivated, it was found useful to refer to wellknown
tunes by specific names.
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(48) Important ragas if any, that result by the applica-
tion of the process of modal shift of tonic to this raga.

For example, Mohana'’s ri as sa gives Madhyamavati
and its pa as sa gives Suddha siveri and so on.

(49) Current raga or obsolete raga.

Ragas like Mohana and Bhairavi are current ragas;
while, ragas like Kondamalahari and Mukharipantu were in
vogue in the 15th century and are now obsolete.

(50) Any story, anecdote or tradition concerning the
raga.

For example, the adi Nata - antya Surata tradition
t.e., a concert should be commenced with Nata raga and
eoncluded with Surati raga.

(51) Pictorial representation of the raga, if any.

The pictures of ragas and raginis communicate in a
visual manner, the power or the emotional aspects of ragas.

The svara graph and the svarasthina graph of a raga’s
arohana and avarohana reveal the contour of the raga and the
symmetrical or non-symmetrical structure of its arohana and
avarohana.

A riga is said to possess a symmetrical drohana and
avarohana, when the number of svaras present in its ascent
and descent is equal. Such ragas have identical svaras in
the ascent and descent as in Hamsadhvani (s » g p n s -
é npgrs-29) Anragn possessing svara symmetry (.e.,
identical svaras inthe ascent and descent) need not necessarily
possess svarasthina symmetry. Bhairavi for example, has
gvara-symmetry but not svarasthina-symmetry, since it takes
chatusruti dha in the arohana and suddha dAa in the avaro-
bana (also see item 7 on page 42 ).

7
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(52) If the raga and melodies in it can be sung or
played in the madhyama sruti.

Ragas like Punnigavarali, Nadanamakriya, Jhanjhuti,
Kuranji and Navaroj, wherein the highest note touched is a
note below the tara shadja, are examples.

(53) If slokas, padyas and viruttams can be sung in
the raga.

(54) If the raga can figure aptly in a series of kalpana
svaras in the raigamalika section of a Pallavi.

(55) If the raga is present in other systems of musie,
including ancient Tamil musie ; if so, the names by which it is
known in those systems.

Abheri for example corresponds to the Bhimpalis of
Hindusthani musie ; Kiravani corresponds to the harmonic
minor scale of European music; the Tamil pan Kausikam
corresponds to Bhairavi and so on.

{56) Names of prominent musicians who have made
this raga, the subject of their exclusive study, practice and
research and who have been honoured with the name of the
raga itself as & mark of recognition.

(57) History of the raga.

Changes in the name of the raga and changes
in its lakshana if any. For example Nidarimakriya and
Madhyamidi are earlier names for Nidanimakriya and
Madhyamavati. The introduction of dha in Sriraga is a
later development. Mailavagaula was mentioned as the
janaka mela for Vasanta and Saurashtra at a time when the
scheme of 72 melas had not been evolved.

Suryakiantam
will now be their correct janaka mela.
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(58) The classical works on music in which this raga
is referred to and the earliest composer to compose in this
raga.

(69) If the name of the raga stands for or conveys,
gome other musical idea or concept.

Vasanta for example is the name of a raga and is also the
name of a tala in the scheme of 108 talas.

(60) Significant meanings if any, attached to the name of
the raga.

For instance, the name Athana ( a+thana ) is interpreted
as meaning a raga which frees one from bondage i.e., confers
freedom from life and death. The raga Sri was given that name
by plirviicharyas, because it took the notes of the sima gana
scale and was hence auspicious and free from doshas. The
song Sri Kamalambike in this raga, is appropriately sung as
a mangalam in the Dikshitar school. Concerts can be conclu-
ded with Sriraga or Madhyamavati.

South Indian Music is one and indivisible. The ragas
form the fountain source for all melodies. The above-men-
tioned 60 points help one to get a true and a complete picture
of a raga covering its scientific, cultural and historical
aspects. No study of a raga is complete without a study of
some of the brilliant lakshyas or compositions in it. Classical
compositions present all the quintessential aspects of ragas
and constitute ideal stepping stones to the attainment of
raga jnana, the ultimate aim of all musical studies. Since
each composition delineates a particular aspect of the raga,
the importance of the study of a good number of classical
compositions in it, needs no emphasis.




CHAPTER 1V
TALA.
175 TALAS.

The function of rhythm in a musical composition is to
maintain the balance of its music. Just asa minimum of
three straight lines is required to enclose a space, and just
as at least five notes are required to constitute a raga,
s minimum of three aksharakilas is necessary to constitute
a tala. Thus trisra jiti eka tala is the shortest time-measure
that can be thought of.

The famous aphorism, #Aryatar =,

(sruti is the mother and laya is the father) emphasises
the importance of singing to accurate sruti and accurate
time. Sruti suddha and laya suddha are two of the funda-
mental requisites of all good music.

It was pointed out in Chapter III of the preceding
volume of this series, that the seven principal tilas give rige
to the 35 varieties on account of the panch: jati bhedas ( the
five kinds of the laghu).

Each of these 35 tilas again gives rise to five varieties
on account of the gati bheda or the change of the gati. Thus
we have in all 35 X 5 =175 talas. Even as there are the
pancha jatt bhedas, there are also the panchr gati bhedas.
Therefore each of the saptatalas comes to admit of 25 varieties
on account of the puancha jiti-gati bhedas. When not other-
wise mentioned, the presumption with regard to a tala is, that
it is in the chaturasra gati. The change of ji/i applies only
to the laghu but the change of gati applies to all the angas in
a tala.
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Table VII The Tala (gati bheda) chart (A)

showing how each of the sapta tilas comes to admit of
25 varieties on account of the change of gati.
(Rupaka tala is taken asan example and worked out here)

. The resulting
Constituent total minor
angas and !- units of time
Jati. the total | Gati bheda. [o 1% ;
s ffor an avarta on
aksharakilas | £ th
for an avarta \ mogoink of the
change of gati.
Trisra 5 X 3=15
Chaturasra 5 X 4=20
Trisra O |3 =5< Khanda 5% 5 =25
| Misra 5 X 7=235
(_'Sankirna i 5X9=45
f.JTrisra. 6 x3=18
| " | [Chaturasra 6 X 4= 24
Chaturasra  |O | 4 = 64 [Khanda 6 X 5=30
{Misra 6, X 7T=42
[Sankirna 6 X9 =54
[Trisra 7Xx8=21
Chaturasra 7 X 4=28
Khanda O | 5= 74 Khanda 7TX5=2385
| [Misra 7TX7 =49
(Sankirna 7X9=263
[ i
(|Trisra 9 X 3=27
| Chaturasra 9 x 4=236
Misra O | +=9< Khanda 9 x5=45
| Misra 9 X 7=63
(_Sankirna 9xXx9=281
({Trisra 11 x 3 =233
| Chaturasra 111 x 4 =44
Sankirna O | ¢= 114 Khanda 11 X 5=155
| Misra 111X 7=177
|_Sankirna 11 X 9 =99
In the same manner, the remaining six talas also admit

of 25 varieties each.
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Chapu tala

- The Chapu tala is one of the time-measures used in
Indian music from very early times. THere are many folk
_melodies in this tala. It is a syncopated time-measure and is
counted with two beats. Sometimes for the sake of con-
venience, instead of two beats, it is reckoned with a beat and
a visarjita.

There are four varieties of the Chapu tala :—

(1) Misra chapu (34+4=7) where the first beat has a
duration of three units of time and the second
four.

(2) Khanda chapu, (2+8=5) where the duration of
the first beat is two units of time and the second
three. ’

(3) Tisra chapu (14+2=38) where the duration of the
first beat is one unit time and the second two.

(4) The Sankirna chapu (4+5=9) where'the duration
of the first beat is four units and the second
five. This tala is rather an uncommon variety
and figures in some pallavis.

When merely the term chapu tala is mentioned on the
top of a piece, the presumption is that it is mtsra chipu. ]
Other varieties like khauda chipu etc. have to be specifically
mentioned as such.

Desadi, Madhyadi talas

The Desadi and Madhyadi talas consist of 4 counts each,
for an avarta and are reckoned with a visarjita (wave of the
hand) and three beats. 'Whereas in pieces in the Desadi tala
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the music commences in the visarjita after the lapse of %
akslerakila, in the pieces in Madhyadi tala, the music com-
mences after the lapse of ¥ an aksharakila. In other words,
at the very commencement, there is a period of rest (visrants)
of § and % unit time respectively in the pieces in these
twotalas. It is also customary to reckon the rhythm of the
pieces in these two talas after the manner of the adi tala and
the music in such cases starts immediately after these periods
of rest from corresponding points in the &avarta. These two
time-measures are a recent introduetion into South Indian
Musie and Tyagaraja is the first great composer to compose
kritis in these talas and show their great possibilities.

The pieces, Enta vedukondu Raghava (Sarasvati mano-
hari), Bhuvint dasudane (Sriranjani), Sitapate (Khamas) and
Raghunayaka (Hamsadhvani) are examples of compositions
in Desadi tala. The pieces: Namakusumamula (Sririga),
Meru samana (Mayamalavagaula), Enduku nirdaya (Hari-
kambhoji) and Raiga sudharasa (Maytradhvani) are examples
of eompositions in Madhyadi tila.

Dhruva rupaka is a mixed time-mheasure. A composi-
tion in this tila, as also the sections of a composition in this
time-measure start with two drutas and two laghus and are
then followed by the rupaka tila avartas. The gita Areyanaka
in Nata is a wellknown composition in this tala.

The suladi tarangas of Narayana Tirtha in the sapta talas
and the sapta tila gita *“ Gana vidya dhurandhara” in Nita
mga are compositions of special interest from the rhythmic
pomt ‘of-wiew. The latter piece is set in Dhruva tala but its
musical construction admits of being reckoned in the other
six suladi talas as well without detriment to general effect.

8
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The length of the composition is 30 avartas (420 aksharakalas)
of Dhruva tala. As one sings it, reckoning the Dhruva tala,
gix other persons can start simultaneously counting each, one
of the other suladi talas. At the conclusion of the gita, it
will be found that all the seven persons finish their avartas
completely,

the person counting the Dhruva tila executing 30 avartas

" Matya  tila v 42
" Rupaka tila . 0
. Jhampa tila . 42
- Triputa tila " 60 ,,
,, Ata tala " 30 ., .

" Eka tala » 105

Kuru jhampe is a folk time-measure. It consists of a
drutam, a khanda laghu and a Tisra laghu O |s |3 Avarta =
10 aksharakalas. There are jakktnt darus inthis type of tala.

Tala dasa pranas.

The subject of tila dasa prinas deals with the analytical
study of rhythm in all its aspects. Some of the prinas are
of mere academic interest. The ten elements (dasa pranas)
of musical time are :— kila, marga, kriya, anga, grahs, jati,
kala, laya, yati and prastara.

3\ 4 Gearmfy sty s |
afy: sraERf d@gmEmEEar |l

Of these, the first five are referred to as the maha
pranas or main elements and the rest as upa pranas or secon-
dary elements. The more important of the dasa pranas are
treated of here. The restave dealt with in the next volume
of this Series.
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Kriya is the Tnanner of counting time. It is the kriya,
that indicates the constituent angas of a tila. The beat of the
hand, the visarjita and the finger counts are different kinds of

kriyas.

Kriyas are of two kinds:—

(1) Sasabda kriya (@awse®am), i.e., execution accom-
panied with sound, as in the clapping of hands
or in the beating of the right hand on the right
thigh and cauterization.

(2) Nissabda kriya (fazm=s) i.e. soundless execu-
tion as in finger-counts, visarjita, krishya,
sarpint, patakam ete.

Sasabda kriya is seen in anudrutam, which is reckoned
with a beat. In the drutam, we have both the sasahda (beat)
and the nissabda (visarjita) kriyas. Inthe laghu also we have
the two kriyas represented.

Anga. Angas are the constituent parts or the limbs of a
tala. Esxcepting the Eka tala, all the other talas consist of a
plurality of angas. There are the shadangas (six angas)
anudruta, druta, laghu, gury, pluta and kikapida.

FIEAN Z9RA T FTE |
FIFAIE q1 S AR T

The symbols for these angas, their values and their mode
of execution are given in detail in Chapter II of Book I of
this Series. The sulidi sapta talas take only the anudruta,
druta and laghu. The shadangas figure in the scheme of the
classical 108 talas. Of the sulidi tilas, the Dhruva tala and
the Ata tala have four angas each; the Matya, Jhampa and
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Triputa talas, have three angas each ; Rupaka, two angas and
Eka tala only one anga. Three of the sapta talas ( Dhruva,
Rupska and Ata ) possess an even number of angas; the rest
(Matys, Jhampa, Triputa and Eka ) possess an odd number of
angas.

Graha. The place of commencement of music in the
tala avarta, is known as the graha — a®4y or ~%&. The

graha is sama when the music commences along with the tala
and vtshama if otherwise.

Vishama graha is of two kinds: Atita and Anagata.

It is atita when the music commences before the tila
and anagata when it commences after the tila. Gitas and
tana varnas in adi tala furnish instances

of compositions
beginning on sama graha.

Tre pallavi, anupallavi and
charana of ata tala varnas, and kritis like Svara raga
sudhdrasa furnish instances of anagata grahas. Since
there should be a reasonable measure of time between the
padagarbham and the eduppu, the upper limit of the anagata
graha will be two counts in &di tala compositions and pallavis.
Instances of atita graha are comparatively rare.  Atita
grahas are met with in the classical pallavis. The anu-
pallavi of the kriti Venugana loluni in Kediragaula and
the anupallavi of the kriti Kshinamai tiruga in Mukhari
furnish good examples of atita grahas. In atita graha eom-
positions, the music commences at the end of a (presumed)

previous dvarta. The atita graha is resorted to in order to

suit the exigencies of prosody. In the case of compositions

in anagata and atita grahas, we always precisely indicate the
point of commencement of music by stating at the top. The
number of aksharakilas or fraction of an aksharakala, the
starting-point is removed from the commencement of the tala.
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Sarngadevas, in the Sangsta Ratnakara, says:—
N sfASATa Agears Br qa: )
Tables IX and X explain these three types of grahas:—

Table IX — (lh'a.ha. (eduppu)
| I

Sama Vishama

|
Atita Anagata

Table X

Sama graha

1 Anagata graha

|71

1

l} .Atita. graha
‘ _

J

Reference :
Tala —— 3

Musie /|

Starting-point of music x
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Jati Theré are the five jatis: tisra, chaturasra, khanda,
misra and sankirna.

Laya is tempo, speed or kala pramana. Three degrees
of speed are recognised for, all practical purposes:—

7 Vilambita laya (slow),

Madhya laya (medium) and

Druta laya (quick).

Intermadiate grada.tibns of speed under eaech of these

degrees are also recognised. In the inereasing -order of
quickness they are :

I
(a) Vilambita — Vilambita a
(b) » — Madhya .
(¢) » — Druta
II
(a) Madhya — Vilambita
(b) T — Madhya
(c) " — Druta -
IIT
(a) Druta — Vilambita
() » — Madhya

(C) ” - . —Df‘u ta
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Mode of Reckoning Time

Two kinds of units are used in reckoning musical time.
One is the akshara and the other, the matrc. The former is
equivalent to the anudruta and® the latter to the laghu
(chaturasra type). The mode of reckoning by aksharas is seen
in the compositions belonging to the 35 talas (employing laghu
jatis). Reckoning by matras is seen in more difficult and
high class music as in the classical 108 talas (without jatis)
and a few other terse time-measures. The table below
gives the relative values of the shadangas in aksharas and
matras :—

Table XI
Name of the anga. Aksharas Matras.
Anudruta 1 1/4
Druta 2 1/2
Laghu 4 1
Guru 8 2
Pluts 12 3
Kakapada 16 . | 4

There are also the shodasangas or sixteen angas begin-
ning with the anudrutam snd ending with the kakspadam.
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Table - XI1 (Shodasangas).
Duration.

: 2 ~ Name, In In
. aksharakila] matra
Anudruta ) 1 i
Druta 2 3
Druta virama 3 3
Laghu 4 1
Laghu virama i 1%
Laghudruta 6 13
Laghudruta virama 7 1%
Guru 8 2
Guru virama 9 2%
Gurudruta 10 2%
Gurudruta virama 11 . 23
Pluta 12 3
Pluta virama 13 3%
Plutadruta 14 3%
Plutadruta virama 15 33
Kakapada * 16 4

Reckoning by sarva laghu means, reckoning time evenly

with beats, the duration of each beat being equal to four units
of time.



CHAPTER"
MUSICAL FORM

A musical composition presents a eoncrete picture of a
raga. The jurisdiction of a composer is essentially sangita
kavitvam and not sahitya lavitvam. When the composer
happens to be also a poet as in the case of Tyigaraja, we have
the happy coincidence of beautiful music coupled with poetic
thoughts. Words are used in poetry for their sense; in
musical eonpositions they are used for both their sense and
sound The claim of a musieal composition to permanence
lies primarily in its musical setting. In every musieal
composition the syllables of the sahitya should beautifully
blend with the dhitu.

The lakshana of & wmusical form can be studied under
the following heads:—

1. Whether the form belongs to the sphere of abhyasa
gina (vocalises) or sabhd gina ( concert pieces ).

9. Whether it is a rhythmical form or a non-rhythmical

form.

Non-rhythmical forms are forms like chiirnikas
and dandakas which are not set to any
specitic tila.

3. Whether the form has to be in a specific tempo.
For instance, padas have to be in slow time and
tina varnas in medium tempo ; kritis may be

in slow tempo or medium tempo.

Also the talas in which the form is found.



10.

11.

Whether fhe érm admits of a matu (sihitya) or is
sung merely as a solfeggio.

For example, the jatisvaram has no sahitya and
- is merely sung to solfa syllables.

Its constituent angas inclusive of cssential and

non-essential angas.
Its gana krama .0, the order in which the several
sections have to be sung.
Rules if any relating to the graha of the piece and
the graha of its component angas.
For example gitas have to be in sumna g
but in a kriti, the eduppu of the pallavi
pallavi and charana may be identical or didferent.

T

Theltheme of the sihitya.

1f the rnusical structure of the form admits of apt
themes for developing niraval and kalpana svaras.

For instance, kritis contain themes it for niraval
and kalpana svaras, but not forms like gitas,
padas and tillanas.

If the form has a number of examples or only a few.
There are thousands of kritls and kirtanas where-
as there are only a few raigamilikas.
The value of the form os an authoritative lakshya.
Forms like kritis, tina varnas, sanchari gitas
s and  lakshana  gi
authoritative Inl
admissibility orofi
in ragas.

can  be ‘quoted as
in port of the
erwise of particular prayogas
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12 Inmusical forms with plural charanas, whether all
" the charanas have necessarily to be sung or some
of them can be optlonally sung.

In svarajatis, ragamalikas, krltls with charanas of
different dhatus and Tyagaraja’s pancharatnas
all the charanas have fo be sung. In divya-
nima kirtanas all the charanas have to be sung
because of their sacred value.

. Individual compositions under each form can be cntl-b
cally studled under the following heads:—

5
2.
3.

The raga, ta]a, marga and tempo of the composition. :
Tts design, construction and style.
The commencing notes of its pa.llavl, anupallavi
and charana.

The commencing note of the pallavi and the

commencing note of the anupallavi usually
hear one or other of the following relation-

ships :—
(@) They may be sama svaras (identical notes)
( BEx. Nidopasanc—DBegada).
(h) They may bo an octave apart ( Ex. Janani
- ninnu ving—Ritigaula ).
{c) The:,; may have the shadja-panchama bhava.
(Fx. Chailkani rija—Kharaharapriya ). -

{d) They may have the shadja-madhyama bhiva

(Bx. Mariyadagidura—Sankardbharana.

The number of avartas and padas of each section-



5.

11.
12.
18.
14.

15.

16.

17.

18.
19.

68

Technical and hterary beauties figuring in the
composition.

The number of sangatis in each section and the
beauty underlying their sequence.

' Themes in the composition suitable for developing

niraval and kalpana svaras.

Places in the composition where one ecan suitably
halt.

Readings and changed versions of the dhitu, if any.

Any liberties taken with grammar (of language or
raga ). Faulty idioms if any in the Sahitya.

Gamakas figuring in the piece.
The compass oi the piece.
Scholarly piece or a popular piece.

The entertainment value of the piece and its value
as an important lakshya.

Circumstances if any, that occasioned the composi-
tion.

If the composition is a separate piece or belongs to

a group like the Pancha watna, Navaratnamailika ete.

If the composition is a kriti writh plural charanas,

the particular charana that is wsu: wily sung and the

. reason for the preference.

Prosodical beauties, if any.

If it is a frequently performed piece or

a rarely
performed piece.
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20. Prominent musicians if any, who specialised in the
piece and brought it to lime-light,

* ¥* * L

The points of distinetion between an ordinary gita and a
Jakshans gita have been already referred to (see Book II
Chapter*IV ). We shall now take up the study of the strus-
ture and arrangement of the raganga lakshana gitas.

These gitas generally consist of three sections or
khandas: scutra khanda, upanga khanda and bhashinga
khanda. In the sutra khanda, the initial syllables of the
sahityas of the avartas give the clue to the kinds of svaras
taken by the mela. g

For example, the initial syllables of the first section
of the Mayamalavagaula lakshana gita (see post) are:—
ra gu ma pa dha nu. From this one is able to infer that
the suddha rishabha, antara gindhira, swldha madhyama,
sudlha dhaivata, and kikali nishiada, ( besides sa and pa)
are the notes taken by this raga- Further the phrase
Agni-go chakra (=fa @i ==) gives the clue to the fact that
it is the 3rd raga in the Agni or the ITI chakra i.e., its serial
number is 15. The nesxt two sections of the gita respectively
give the list of upﬁngﬁ ragas and bhiashinga rigas derived
from this melakarta. This codified list of vigas is of great
use in determining the history of rigas. Some rigas figuring
in the upanga list have since become bhiashinga. Again, a
few riagas mentioned in these gitas are not now current.
Hence the historical value of these riginga lakshana gitas.

Lakshana gitas relating to riganga ragas, which do not
claim an appreciable number of janya ragas, do not have



'7"70, s

;Héeo‘tions. Theu musieal stmcture is sfter the

manner of the ordinary gita. The mnenionies for the suddha- ‘

-

 vikrta svares as also the mela mnemonics however figure -

tharexn.

Smeeragas not mentioned in the Chaturdandi pmlm—
sika figure in these raginga lakshana gitas, it is cerlain that

these gitas are the compositxons of a later composer and not

; those of Venkahmakh:

- There are lakshana gitas for all the current 72 mela ragas
- { Kanakangi-Ratnangi series ) and these are printed in the

- Ganendu Sekharam of Tachchur Singarichirlu and in the

Sangraka Chudamani. The older confusing nomendlature of
panchasruti rishabha and panchasruti dhaivata has rightly been

replaced by the correct and self-explanatory names, chatusruti -

rishabha and chatusruti dhaivata in these gitas. The values
of shatsruti rishabha and shatsruti dhaivata being what they
are, the terms panchasruti rishabha and panchasruti dhai-
vata speaking correetly and logieally, ought ic denote the
notes of frequeneiss, 32/27 and 16/9 and not the notes of fre-
quencies, 9/8 and 27/16. :

Govinda Dikshitar, Venkatarnakhi, Péir}:}ia Gurumurti

Bast:i and Govindacharys ( the author of *Sangraka Chuda

_mant) are some of the prominest names m'mnggt the
composers of lakshana gitas.

»

Varna

Varnas are scholarly compositions. They sare elaborats

melodies replete with raga bhave. A varna containe

within it not only the raga ranjaka combinations, but also
the vizesha sanchar:s and the several apurva prayonos and
datu prayogas that the raga admits of. Amongst the eompo-
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i slizons of the techuical group (abhydsa gana), the varna takes
_ the first zank in point of importance. Varnas are learnt and
~ practised with great care and assiduity by both vocalists and
" instrumentalists. The practice of varnas considerably helps
_one fin the artistic, polished and stylisk rendertng of pieces.
The paucity of words and the consequent profusion of vowels
in the sahitya as also their even distribution make it an
ideal pieco for the training of the voice. To the instru-
“mentalist, it _developes his finger skill and improves his
technique of execution. The eftugada svara passages serve
as models for the development of kalpana svaras.
: The sahitya of a4 varna is comparatively short and insig-
nificant and may relate to either bhakti (devotion) or sringira
(love) or it may be in praise of a patron or be descriptive of
the particular varna. _
1t requires great skill, technical capaeity, creative faculty
of & high order and detailed knowledge of the lakshanas of
ragas fo compose varnas. Composers of varnas are few and
the number of all the available varnas does not exceed a
few hundreds. Compared with this, we have thousands of
kriti and kirtafia compositions and more than a hundred
composers of these types.
Among the pieces belonging to the realm of abhyasa

gana, the tina varna is the last type to be practised before
beginning concert forms like the kriti.

‘The constituent angas of a varna are ;—

(1) The purvinge, comprising the pallavi, a,nu-‘
pallavi and the muktayi svara.

(2) The uttaranga, or the ettnkiadci comprising
the charana and the charana svarss.
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The purvanga and the uttaranga are of almost equal
length.

The charana of a varna is also known by other names as
ettugadu pallavi, upa pallavi and chitta pallavi (ie. as
opposed to the pallavi, forming a branch of manodharma
sangita ). The charana of a varna is analogous to a pallavi
since it is repeated at the conclusion of each ettugada svara.

The ettugada svara passages should progressively increase
in length and complexity. The first ettugada svara passage
is usually of the length of one dvarta and is characterised
by a profusion of dirgha svaras. The length of each subse-
quent ettugada svara passage is either the same as the one
preceding it, or more. The last ettugada svara passage is the
longest and may be of two or four avartas. Ettugada svaras
of the length of three avartas are seen in a few varnas.

Even if the order of the ettugada svaras of a varna is
changed and given, it is possible to re-arrange them in the
order intended by the composer. Even in the case of ettu-
gada svaras of an equal number of ivartas, it is possible to
say which precedes which, taking into consideration the
manner of development of the dhatu.

Barring the Pancharatna of Tyigarija, the varna is the
only composition containing an upa (extra) pallavi. Some
varnas have even two upa pallavis.

- Varnas are of two kinds ;—

(1) Tan: varnas, which are the compositions playad
or sung at the commencement of a concert and
which are practised by students of music aftor
a course in the gitas and svarajatis. In a tana
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varna, the pallavi, anupallavi and charana alone
have sihitya. The other portions are sung as
solfa passages. Thus the tina varna furnishes
an instance of a composition, wherein a part
is sung as a solfeggio and the rest with the
sihitya. On account of the preponderance of
tana jatis or phrases in this form, it came to be
called tana varna. The wide dispersal of the
sahitya syllables is a characteristic feature of
the tana varna.

(2) Pada varnas (also called chauka varnas and ata
varnas) are the compositions heard in dance
concerts. The entire composition herein hag
sahitya. The matu is characterised by less
of vowel extensions. The music is in a some-
what slower tempo and is intended to give ful
scope to convey the bhAguvas. Because of its
aflinity to the padam, both in point of tempo
and the theme of the sahitya, this composi-
tion came to be called pada varna. Jatis
(@#rev 8 @s6r) are met with in some pada
varnas.

Tana varnas are found in Adi, Ata, Jhampa, Khanda jati
Triputa and such other long talas and not in short time-mea-
gures like Riipaka. Short time-measures are an impediment
to the free flow of tana ideas. There are pada varnas in riipaks
tala- Tana varnas present the svarupa of their ragas in a
nut-shell. Hrasva nyasas, dirgha nyasas and alpa nyisas of
ragas are all clearly illustrated in tana varnas. Tana varnas
are intended for being practised in (rikala (three degrees of
speed ) but not so pada varnas.

10
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Ragamalika varnas are compositions wherein the sec-
tions are in different ragas. The Navaraga malika varna in
the nine ragas : Kedara (pallavi), Sankarabharana (anupallavi),
Kalyini and Begads ( muktayi svara ), Kimbhoji ( charana) .
Yadukulakambhoji, Bilahari, Mobana and Sriraga ( ettugada
svaras ) ; the Dinaraga malika varna in the eight ragas:
Bilahari (pallavi), Dhanyisi (anupallavi ), Madhyamavati
( muktayi svara ), Kalyani ( charana ), Purvakalyani, Kedara-
gaula, Mohana and Bhiipila (ettugada svaras); and the
Ghanaraga maltka varna in nine ghana ragas beginning
with Nata are wellknown compositions. There are also
rigamilika varnas belonging to the category of pada varnas.

Because of the oceurrence of certain sections as
solfeggios, the reason for the non-inclusion of the raga names
in the sdhityas of rigamiliki varnas is obvious.

As for the gana krama of a varna, the pallavi, anupallavi
and the muktayi svara are sung in order and concluded with
the pallavi. Each avarta is sung twice. Halting on shadja or
panchama or on some other suitable note, for the rest of the
avarta is made at apt places. The charana is next sung followed
by the ettugada svaras. At the conclusion of each ettugada
svara passage, the charana is again sung. The ettugada svaras
are not repeated. The sangatis if any, are sung only once.
Since in the pada varna, the muktiyi svara and the ettugada
svaras have sihitya, the svara part of each section is first sung,
and then the corresponding sihitya part. For the svara part
nritta is performed and for the sabitya part, abhinaya.

With the exception of Tyiagarija’s Pancharatnam, the
varna is the only form wherein the original pallavi is ignored
at a subsequent stage of the composition.
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Ramasvamy Dikshitar has composed a beautiful svara
sthana varma ( sa ri ga da ni) in Todi raga, adi tala,
bristling with svarakshara beauties.

Some chauka varnas have siahitya for the pallavi, anu-
pallavi and charana alone and the rest of the comrosition
sung as solfa passages, after the model of a tina varna;
Ex. Rapamu juchi in Todi raga, Adi tala by Muthusvamy
Dikshitar.

Pada jati varna is a pada varna wherein jatis figure.

Formerly varnas had a supplementary section called the
anubandham. Tt consisted of a sahitya part and s solfa part.
This sihitya served to complete the idea in the sihitya of the
rest of the varna. The'sahitya beginning with the words
chiru chamatalu % SHwes (See P. 116 of Sangita
Sarvartha Sara Sangraham—Telugu ) constituted the anu-
bandham for the famous varna Viribon: in Bhajravi raga.
Some anubandhas did not have a separate solfa passage and
in such cases, the anubandha was followed by the singing
of the muktiyi svara of the purvianga part and the original
pallavi then sung and the composition concluded. As the
anubandha did not very much add to the musical excellence
of the varna, it gradually fell into desuetude. Nohody sings
the anubandha section of the Viriboni varna at present.
Subsequent composers of varnas like Vina Kuppavyar did not
bother about the inclusion of the anubandha in their compo-
sitions. Anubandhas figure in the tana varnas of Ramasvamy
Dikshitar and Sonti Venkatasubbayyar (see Sangita Sumpira-
daya pradarsini Vol. II, Pages 908 and 956 ). The
anubandham may be compared to the coda of European musie.
Since it disturbed the balanced length of the purvinga and
uttaringa, it was gradually given up.
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Pachchimiriyam Adiyappiah, Sonti Venkatasubbayyar,
Syama Sastri, Vina Kuppayyar, Pallavi Gopilayyar, Svati
Tirunal, Manambuchavadi Venkatasubbayyar, Muthusvimy
Dikshitar, Paramesvara Bhigavatar, Annasvamy Sastri,
Tiruvarur Aiyasami, Patnam Subrahmanya Iyer, Garbhapuri,
Kottavasal Venkatarama Iyer, Tiruvottiyur Tyagayyar,
Ramnad Srinivasa Iyengar, Kuppusvami and Fiddle Ponnu-
svami are some of the famous composers of tana varnas.

Govindasimayya and Kuvanasimayya of Karvetnagar
Ramasvimy Dikshitar, Vadivel Nattuvanar, Pallavi
Seshayyar, Rimasvamy Sivan, Subbarama Dikshitar, Mysore
Sadasiva Rao and Kunrakudi Krishnayyar are some of the
famous composers of pada varnas.

Kriti

The kriti composition is the most highly evolved amongst
art musical forms. Tt is the most important of the melodic
group of compositions Every composer of note during the
last two centuries has attempted this type of composition.
The elastic nature of the form coupled with the fewness of
rules, afforded ample scope to the composer for the display
of his ereative genius. Freed from the tyrannical grip of
words, the composer was able to pour forth his thoughts
through the language of pure music in an abundant manner.
Kritis form the bulk of the musical compositions at the
present day. In a modern concert more than half the time
is taken up with the rendering of kritis and righty so. The
kriti has come to occupy that important place amongst concert
pieces on account of its inherent beauties.
enjoyed ease and freedom in the expression of his
musical thoughts in this form. He enjoyed freedom in the
matter of the choice of the raga, tala. tempo, style and theme.

The composer
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The only ideal present in the mind of the composer,
during the ecomposition of a kriti, is the delineation of the
raga bhava in all its varied and rich colours. Kritis stand as
examples of absolute music. Anything like distinctive styles
in musical compositions is seen only in kritis. Kritis contain
apt themes for developing niraval and kalpana svaras. With
the dawn of the kriti composition, many of the older types of
compositions became obsolete.

It will be useful at this stage to draw the line of distinc-
tion between the two forms, kriti and kirtana The term kriti
refers to the composition whoss claim to permanence lies
principally in its music and not in its sahitya. Kirtanas are
older than kritis. Kriti is a development from the kirtana.
The kirtana had its birth about the latter half of the fourteenth
century. The kriti in its fully developed form appears about

four eenturies later.

Although the term kriti in a wider sense means any
musical composition (I3 Fd & Hid: —that which is com-
posed is a kriti ) still composers and scholars during the last
500 years have felt the necessity to restrict the term kriti,
to those kirtanas whose claim to permanence lay primarily in
their musical setting. The Tallapikam composers ( 15th
century ) nave used the term. Purandara Das in his song
Vasudevane namavel:yc in Mukhiari riga, says that he has
composed 4,75000 kritis ‘Tvagarija in his picece, Sogasuga
mridung:i talame (Sriranjani) gives the lakshana of an ideal
kriti. Whalsjapet Venkataramana Bhigavatar in his sisa
padyam E kala lalitundu D $7° 59%ot% says “ I pay my
homage to Tyagaraja who has composed different types of
kritis ....ooeeeail . Scholars and composers like Tachchur
Singarichirlu, Tiruvottiyur Tyagaayyar, T. M. Venkatesa
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Sastri and others have uniformly used the term kriti, to
denote the compositions of Tyagaraja and other similar
compositions and have restricted the term kirtana to those
compositions whose sahityas had a special spiritual value.
That a kriti sounds perfect when performed on an instrument

is proof of the fact that the essential factor in this form is the
dhatu. '

The kirtana is a strictly sacred form. Its sihitya may
be of a devotional character, or may relate to a purinic theme.
It may also be in praise of great devotees (bhaktas). Many
kirtanas are doxologies. The music as well as the rhythm of
a kirtana are simple. It is a composition belonging to the
realm of applied music. The music is used herein only as a
vehicle for the singing of the glories of God. In other words,
the music is used simply as a means to an end. The music
is subordinated to the sihitya. Words are many and the
charanas are all sung to the same dhdtu. Sometimes the
charanas have the same music as'the pallavi. The anupallavi
is a dispensable anga in a kirtana. The different angas are
characterised by the same eduppu. The compass of the musie
is short and the piece can easily be learnt by rote.

In the kriti, the sihitya may be of a saecred or secular
character. It may relate to an ethical or didaectic theme.
Words are few and they serve only as a vehicle for the sing-
ing of the music. The music is complex and bristles with
technical beauties. There may be one or more charanss.
The charanas may have the same 73a‘u or different dhatus.
The compass of a kriti extends usually from 1} to 2 octaves.
Atita-anigata complexities are frequently met with in kritis.
Kritis are veritable raga crystals. We derive knowledge of
the many aplirva ragas through them. We find the
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musical language in its purest form in a kriti and such a
thing as musical interpretation is possible only in this form.
Whereas kirtanas can be sung by even persons of average
skill and training, justice can be done to kritis only by those
initiated in musiec. A musical form can have prose or poetry
for its sahitya. The sahityas of many kirtanas are characte-
rised by poetic metres. The sihityas of a good number of
kritis have dignified prose inthem. Kirtanas are in common
ragas ; but kritis are in common and scholarly ragas. Many
rare ragas live through kritis alone.

There are however some compositions on the border line-
They contain high-lown music and lofty spiritual thoughts.
It will be difficult to say in such cases whether they are to be
classified under kritis or kirtanas.

Whereas in a svarajati, the charanas can be of varying
length, the charanas of an individual kriti or kirtana should
be of the same length. Even in kritis with plural charanas
this rule holds good.

The raga system of India shows all the melodic and
aesthetic possibilities in the realm of music. In order to
form a complete picture of a raga, one should listen or learn
at least ten compositions in it, representative of the forms:
gita, varna, kriti and padam. In this connection it may be
mentioned that a person who performs an ilipana of a raga
with the background of a kriti in that raga in his mind,
suffers from a certain limitation. A kriti is an exposition of
a particular aspect of a raga. The phrases figuring in the
kriti dominate his imagination and he finds it difficult to go
beyond them and give an elaborate alipana. Persons wishing
to attempt a detailed alapana of a raga would do well to think
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of the raga as a whole and start the alipana and not be
obsessed by a particular composition in it.

The pallavi, anupallavi and charana are the minimum
and essential angas of a kriti. There may be one or more
charanas. In many kritis, the dhitu of the latter part of the
charana is found to be the same as that of the anupallavi.
But in the kritis of Muthusvamy Dikshitar, the dhitu of the
anupallavi does not repeat inthe charana. A number of
simple compositions of this composer have only the two
sections, pallavi and anupallavi; Ex. Sri Sarasvati
Nomostu te, Arabhi. Such compositions may be compared
to the earlier ugabhogas.

In kritis with plural charanas, as a rule it is the mudra
charana ( the charana containing the signature of the
composer) that is sung. A charana other than the mudra
charana may be preferred, if that charana contains an
apt and intricate theme for performing niraval or kalpana
svaras; Ex. Tambura chekoni in the charana, veiuva
Jjamuna of Koluvamaregada, Todi; and Baklula vag imrita
panamu in the first charana of Buddhi radu, Sankariblharana.
A non-mudra charana is also preferred when it contains a fine
idea; Ex. the first charana of the kriti, Svararaga sudha i asa,
Sankarabharana. If the charanas are set in different dhatus,
all of them have necessarily to be sung as in the kriti,
Enduku nirdaya (Harikimbhoji).

The kriti composition has been enriched by the intro-
duction of non-essentiul angas like :—

(1) Chitta svara. Thisis a set solfa passage in 2 or
4 dvartas if in adi tila, and 8 or 16 avartas if in
chapu, triputa or rlpaka tala and is sung at the
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end of the anupallavi and charana. Usually it is
set in madhyama kiala. Chitta svaras are crystallised
kalpana svaras.  The kritis: Nimadi challaga
(Anandabhairavi), I vasudha nivanti (Sahana),
Raghuvamsa sudhambhudhi (KathanakutfGihalam),
Sringaralahari (Nilimbari), Pahkimam Sri (Jana-
ranjani) and Sri Raghukula nidhim (Huseni)
contain some of the best chitta svaras.

Some chitta svaras contain the beauty known as ‘ figure.’
In such cases, the same phrase recurs at the commencement
of each avarta or half-ivarta or alternate avarta. The chitta
‘gvara to the kriti: Inta pardkelanamma in Begada of Vina
Kuppayyar is an example.

There are instances wherein appropriate chitta svaras
have been added to kritis by subsequent composers. As an
example may be mentioned the chitta svara adorning the
kriti, Mamava satatam (Jaganmohini raga) of Tyagaraja
and composed by his disciple, Walajapet Krishnaswamy
Bhagavathar.

Viloma Chitta svara. This is the case of a chitta svara
which can be sung from beginning to end and again sung in
the reverse order from the end to the beginning (z.¢. in both
the anuloma and viloma krama—forwards and backwards)
without offence to riga bhiva. The riga bhiva should not
suffer even partially in the upasavya part = For example, the
following passage in Kalyani raga might Le sung both
forwards and backwards as indicated and still maintain the
raga bhava :—

11
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S ndPpmGgm?P

i.e., when sung backwards, it will be

PmgGmpUPdnsS
It is not an easy thing to compose chitta svaras of this
type. Such chitta svaras can be composed only in ragas
with a symmetrical arohana and avarchana, f.e., in krama

samplirna, shidava and audava ragas having the same notes
in both the arohana and avarohana.

The classic instance of a viloma chitta svara is met with
in the 2nd Kcmalamba Navgvurana Ariti: Kamalambam
bhajare in Kalyani of Muthuswami Dikshitar : —

|4 ) O 7 (@)

i
srgmdn - rgpd-md ng st Inr gnsn-rs | N-n D.d P

(The same passage from | the end to the | beginning)
P d Dn N-srns ngr n |- s'gnd-m d p | gr-ndmgrs |

Another example of an anw/oma —viloma krama chitta

svara is seen in the kriti: Sudavincta sidare (Revagupti

riaga, Rupaka tala ) of Muttuswami Dikshitar :—
rGPdSr g R | s.DpG pdpdS(a.nulomamrt)

SdpdpGpD's | k'gll-SdPGri(viloma.pa.rt)



&S 3

83

A chitta svara should present a certain aspect of the raga
not covered by the piece itself. For this reasona chitta svara
intended for one kriti cannot be used for another kriti in the
game raga, though the latter’s tala, tempo and eduppu might
admit of it. Chitta svaras may be compared to a bunch of
flowers adorning a beautiful creeper and are interesting to
hear. They give an impressive conclusion to the anupallavi
and charana. In cases of doubt, they are useful in fixing
the commencing note and the eduppu of the pallavi. Some
chitta svaras have in addition a lakshya value; for example,
the chitta svara of the piece Ambi ni suranamu in Ananda-

bhairavi, which uses the phrase p P nns.

Some chitta svaras conclude with makutas or erown-like
endings. Makutas arve short, crisp, effective and beautiful.
Short chitta svaras.have short makutas and long chitta svaras
relatively long makutas. The constituent phrases of a maku-
tam may be of the same magnitude as in the instances of the
chitta svaras to the kritis: Nimads challaga {Anandabhairavi)
and Brochevarevarurd (Khamis); or, the component phrases
may be after the pattern of a srotoviha yafi — t.e phrases
progressively increasing in magnitude. The concluding part
of the muktiyi svara of the C'/% lumela varna (Sankaribharana
rigs, Ata tila) is an example of the latter type:

—nldn|pdunimpdnlgmpdn
rgmpdni,srgmpdni

This makutam might be characterised as an arohana
makutam, since its constituent phrases are in the arohana
krama.

Chitta svaras are not fit themes for developing kalpana
SVAras.
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(2) Svara sahitya. When an appropriate sihitya is
added on to the chitta svara, the technical appendage
is called a svara s@hitya. In this case the svara part
is sung at the end of the anupallavi and the sahitya
part at the end of the charana. The sahitya of this
section is so couched that a continuity of sense is
maintained when sung at the conclusion of the anu-
pallavi or charana.

The pieces: O Jagadamba (Anandabhairavi), Janant
ninnu vina ( Ritigaula ), Nonu sevinchina ( Yadukula kam-
bhoji ), Sri Parthasarathe (Bhairavi) and Vachama gocha-
rundani (Atina) contain some fine examples of svara sihitya-
The kritis of Subbaraya Sastri and Mysore Sadasiva Rao
contain some of the most beautiful svara sihityas.

There are also instances when beautiful and fitting svara
sahityas have been added to kritis by subsequent composers:
For example the svara sihitya for Syama Sastri’'s Palinchu
Kamakshi Pavani (Medhyamavati) was- the addition of
Annaswamy Sastri.

(3) Madhyamakala sahkitya. This is an integral part
of a kriti. This passage may occur at the end of the
anupallavi or charana or both and is set in the
madhyama kila (quicker tempo) i e. in the second
degree of speed. The madhyama kala sahityas add
a certain majesty to compositions. Excellent exam-
ples of this technical beauty are to be found in the
compositions of Muttuswamy Dikshitar. Sometimes
madhyamakala sihityas also occur in the pallavi, as
for instance in the kriti, Sri Surasvati namostu te
in Arabhi,
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Madhyamakala sahityas are not appropriate themes for
developing niraval, but they may admit of kalpana svaras
being developed. As an example may be mentioned the madh-
yamakala sahitya adorning the kriti, Koniyadina napai
( Kambhoji ) of Vina Kuppayyar.

(4) Solkattu svara. This is the case of a regular chitta
svara, where, in some portions, instead of the solfa
sy]lables, appropriate jatis (tala mnemonics) are in-
troduced and sung. The jatis are sung to the music
of the displaced svaras. Asthe section is sung, one
will hear the svaras and jatis alternately. This
svara passage interspersed with jatis forms a pleasant
variety in the midst of a kriti and heightens the
beauty of the composition. The pieces: Sri Maha
Ganapati (Gaula), Ananda natana prakasam
(Kedara) and Parthasaradhini sevimpa (Yadukula
kambhoji) contain splendid examples of solkattu

svaras.

There are instances of apt solkattu svaras being added to
kritis by subsequent composers. The solkattu svara to the
Gaula kriti, Sr¢ Maha Ganapati is the contribution of
Radhakrishna Bhagavathar, the son of Pallavi Somu Iyer of

Talanayar.

Kritis have also been enriched by the introduction of
sangatis. Sangatis are variations on a musical theme,
developed step by step. Each sangati is an evolution from
the previous one and marks an improvement upon it.
Sangatis are also an integral and indispensable part of the
composition. They might be compared to the stones
of an arch and the deletion of even one of them or
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the change in their sequence will destroy the beauty and
the composite character of the piece. Sangatis have been
introduced either for emphasising certain delicate and latent
shades in the meaning of the sihitya, or for bringing out
the colourful and varied aspects of the ra7a bhava. Some
kritis like Chera rava demira (Ritigaula) have sets of
sangatis. The credit of introducing sangatis in kritis with
a definite musical purpose goes to Tyagaraja.

Sangatis may be developed from the terminal or initial
phrase of a musical theme The sangatis for the pallavi of
Koluvamaregada (Todi) may be cited as an instance of the
former type and the sangatis for the pallavi of Sri Raghu-
varaprameya (Kambhoji), as an instance of the ‘latter type.
Rarely sangatis may progress from tnc central part of a theme
as in the phrase: sringaramu of the pallavi of Chetuldra
(Bhairavi). The illustrations A, B and C given below visually
represent the progression of sangatis in these three types.
The wavy lines show the varied portions of the theme :—

1 -
A, Sangatis
progressing 2 —— AP~~~
from the end
of a theme, 3 fand e e ¥ e d
4

—

B. Sangatis
progressing 9.

ANy o
from the
beginning 3. M, aay —e——
of a theme.
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C. Sangatis

progressing 2 P~ ANy e
from the

central part 2. ————" M AU VAA~T— ——

of a theme. 4

In reckoning the sangatis, the fundamental theme itself
is reckoned as the first sangati. The last sangati wherein the
climax is reached is characterised by melodic fulness and
rhythmical liveliness. In some cases the dhatu of the last
sangati is found to be entirely different from the music of the
original theme. In the sangatis of the kritis, Darini telusu
konti (Suddha saveri) and Najivadhare (Bilahari), some
of the ancient alankiras (svara-grocup patterns) are aptly
introduced. In order to enable the listeners to grasp and
appreciate the subtle and progressive changes of the dhatu,
each sangati is sung twice.

The number of sangatis in the different sections of a kriti
ought to bear a just proportion. The anupallavi may have
an equal number of sangatis as the pallavi, or a less number.
The charana may or may not have sangatis. It will not be
in keeping with the symmetrical construction of the piece, if
the charana is loaded with a number of sangatis, and its
pallavi and anupallavi have either few or no sangatis.

Sangatis in the compositions of some minor composers
are found to be artificially developed. As a rule, it is not
advisable to add sangatis to compositions, wherein the
composers themselves did not contemplate them. Such an
introduction will interfere with the scheme of development of
of the dhatu followed by the composer. The compositions
sound perfect without the added sangatis. But it must be
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said that the sangatis added By Maha Vaidyanatha Iyer
1844-1893 ) to the kritis: Vatapi Ganapatim (Hamsadhvani),
(Chintaya ma ( Bhairavi) and Sré Subrahmanyaya namaste
(Kambhoji) nicely fit in with the pieces.

In addition to the above, we also meet with some
literary and prosodical beauties in the sahitya of kritis.

Svarakshara is one such, and has been successfully
attempted by some composers. In a svarikshara passage,
the matu and the dhatu are exactly identical i.e., the sahitya
syllables as well as their corresponding svara letters are the
same. It requires intellectual gifts of a high order to attempt
this kind of technical beauty. The compositions of Svati
Tirunal of Travancore are full of this technical beauty. In
the following examples the bracketed portions are examples
of svaraksharas :—

(1) pa da sa ) ro ja —the charanaof the Navariga
3B (&= malika varna.

@) Sri Rama { pa da ma Amritavahini kriti of
@ TS ¥ e Tyagaraja.

The first ettugada svara of the Kambhojl varna begin-
ning with the words: Pankojakshi pai:—

(3) Ni da ri ni da pa ga mi ni ni ) yunnadi
5 =858 5 ) XK S 0D [ SHuys .

@ { Nii ri sa ) ma na Manipravala kriti in
e (W Bhairavi.

) sa ri a, pi ga) ichchene (si da pd ga )ichchera
%8 ;5'“1‘5 E 'a‘r'u*'ai""r\"gq?)av'

(A pallavi in Mohana raga).
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Svar:'g.ksha.rid may be elassified into :—

e S

1. Direct, 2. Buggestive.

The examples given above are all instances of dtrect
svaraksharas. Suggestive svaraksharas are cases wherein
the sahitya syllables do not possess the same vowel endings
as the corresponding svara letters. The opening phrases of
Syama Sastri’s kriti : Durusuga (Siveri) and Svati Tirunal's

" kriti : Sarasaksha (Pantuvarali) furnish good examples of

this latter class :—

1. ! a 1 s l D N l = 8 % ] =
l i)u ru su l ga l <] o] s l ran
218 &+ Bl [ & 5 & s
Si ra 83 | ksha l oy l!x

Combinations of direct and suggestive svaraksharas also
occur in some cases. The following phrase, from the
charana of Subbaraya Sastri’'s kriti: Ninu sevinchina
(Yadukulakambhoji) is a good example :—

pDS;rS]RP S is] 8

pa da sia I8 salyugnm 38 > 8D dﬁ”‘é

Manipravala kritis.  In the sahitva of these songs,
the words of two or more languages figure and the sentences
are so framed and presented, as not to offend against the rules

of grammar or prosody. A complete idea is conveyed in each
12
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case. Muttusvamy Dikshitar’s kriti in Kapi raga: Venkata-
chalapate, is & good example. The sahitya of the pallavi and
anupallavi of this song is given below in the scripts of the
respective languages for the sake of clearness :—

P&llavi\:-—-
}Wa vy WDy d ‘ﬁK'ﬂa 8% radysswun 1
Anupallavi :—

TRIETEERRGT 55 T (Foneds =8 T
“o¥seen Doy $oBEODY

waseary QurmsHu

yaflaws e aferagn

The kritis: Ni sari samana in Bhairavi and Sri
Tyagaraja Svami ni mehima in Vichaspati raga are also
instances of manipravala kritis.

In some kritis, the prasa beauty is carried to extremes.
The jingle of the recurring prasa at regular intervals adds
beauty to the song. The charanas of the kritis: Eduta
ntlachite (Sankaribharana) and Parasakti manuparada
(Saveri) are good examples. The charanas of the kritig:
Narada ganalola (Athana) of Tyagaraja and Kanakasabha-
Dpati darisanam (Dhanyasi) of Gopalakrishna Bharati contain
beantiful antya prasas.

>

The sahityas of the kritis: Pahimam Sri R&,mayante
(Yadukulakambhoji) of Bhadrachala Rimadis and Maye tvam
yahi (Sudhatarangini) of Muthuswami Dikshitar are luxu-
riously decorated with rhetorical beauties. The sahitya of
the kriti: Tyagarajayogavaibhavam (Anandabhairavi) of
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Muthuswami Dikshitar has both the gopuchcha and the
srotovaha types of literary beauties within it.

Inthe sahityas of songs relating to deities associated
with dance like Nataraja, Krishna and Ganapati, jatis are
introduced. Such solkattu sihityas are interesting to hear.
Inthe song Natanamadinar (Vasanta) we have a beautiful
passage of jatis.

A kriti may be the product of inspiration or of conscious
effort. The technical beauties mentioned above are all
products of conscious effort. -

All these techmical and literary beauties are styled
non-essential, because, even if all these are absent, the kriti
will still be a perfeet composition. The non-essential angas
may be compared to the dazzling and attractive designs, and
the lace and embroidery work figuring in costly sarees. Tao
many of the non-essential angas tacked on to a kriti will
result in heaviness and the piece itself will not be able to
sustain the ornamental load.

Sinee the kriti composition alone is capable of being
embellished to such an extent as shown above, it is no
wonder that every composer during the Tyagaraja and
post-Tyagaraja period showed a definite bias towards this
type of composition.

As for the ganakrama of a kriti, the pallavi, anupallavi
and the chitta svara if the composition has one, are sung in
order and the part concluded with the pallavi. This is follow-
ed by the charana. After this the chitta svara is again sung
and the composition concluded with the pallavi. If instead of
the chitta svara, the composition has a svara sahitya, the
golfa part of this technical beauty is sung at the end of the
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anupaliavi and the sahitya part at the end "of the charana.
Each sangati is sung twice as a rule, in order. to enable the
listeners to follow the gradual changes of the dhiatu with
interest. A feeling of expectancy is aroused in the audience
as they listen to the sangatis. When one sangati is sung,
they eagerly await the next one, and so on. A feeling of
®sthetic joy and fulness comes to them when they listen to
the last sangati. At the conelusion of the anupallavi
and charana, the last sangati of the pallavi is sung, but
only once and the section or the composition concluded
(Example : Xannatandri napci, Devamanchari). In the
case of kritis wherein the peak sangati of the pallavi (1. e.
the sangati wherein the climax of the melodic beauty is
reached) is not the last sangati, but the penultimate sangati,
(Bxample: Bhajana seya rada, Nata ) the penultimate sangati
is sung at the conclusion of the anupallavi and the
charana. The pallavis of some kritis are provided with a
special sangati for being sung at the conclusion of the
anupallavi and the charana. In such cases, this special
sangati of the pallavi should alone be sung. at the conclusion
of the anupallavi and charana and the section or the composi-
tion concluded. In kritis like Najivadhara (Bilahari), some
of the later sangatis of the pallavi have small terminal phrases
which appropriately lead on to the next sangatis. In such
cases, the terminal phrase is sung during the repetition of the
sangati in order to naturally lead on to the next sangati.

In kritis with charanas of different dhatus, the singing
of -all the charanas is obligatory. Where the charanas have
the same dhitu, it is open to a singer to sing one, some
or all the charanas. Usually the mudra charana is sung ;
but some other charana may be sung in the place of the
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mudra charana, if the preferred charana has a theme appro-
priate for developing niraval or kalpana svara, or contains a
nice idea or rhetorical beauty. Where the sahitys happens to
be richly descriptive, as in the kriti : Lekana ninnu (Asaveri),
all the charanas are sung, even though in this piece, the dhatu
of the anupallavi and the four charanas happens to be the
same.

Halting on a note may be made at appropriate places in
the kriti. Besides adding to the euphony, the halting gives
breathing space to singers. Thc accompanying Violinist
also contributes his share to the general sffect. A valuable
opportunity is provided herain for the steadying of laya and
the mridangam player fills up this part with suitable rhyth-
mic display. In pieces in adi tila, the duration of the halt
may be about 3 or 1% avartas and in pieces of shorter
time-measures like riipaka or chipu, the duration of the halt
may be one or three avartas. The anupallavi of the kriti:
Ninu vina namadendu ( Navarasakannada) provides an
excellent example of a halting place.

Where appropriate, kalpana svaras alone or niraval
followed by kalpana svaras may be attempted. Appropriate
themes for niraval may be found in the anupallavi or
charana of a kriti. Such themes may occur at the com-
mencement of the section or in the middle of the section.

Group kritis

Those kritis, which are not separate and distinet units
by themselves, but form links in a chain of compositions
composed on & common theme are termed group Aritis.
Pieces like FEvart mate vinnavo and FEvarant nirnayin.
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chirird are separate kritis by themselves having a complete
sense.  But pieces like Kamalambam bhajare and Saroja
dala netri form units of a group of kritis forming a composite
whole. The former piece belongs to the Kamalamba
Navavaranam ofMuttuswamy Dikshitar and the latter to the
Navaratna malika of Syama Sistri. The number of indi-
vidual compositions in group kritis is usually either 5 or 9.

The following Table gives some of the prominent
group kritts :—

Table XIII
Name of the composer and \
the title of the group kritis. | s e
Tyagaraja’s
(1) Pancharatn m The wellknown composi-

tions, in Nita, Gaula,

Arabhi, Sriraga and- Varali,

of that name.

(2) Kovur Pancharatnam | A set of five kritis composed
in praise of Sri Sundares-
wara swamy of Kovur when
he visited that shrine.

3) Tiruvottiyur

A set of five kritis composed
Pancharatnam

in praise of Goddess Tri-
purasundari of the Tiru-
vottiyur temple during his

visit to that place.
Muthuswamy Dikshitar’s 3

(1) Kamalamba
Navavaranam

(2) Abhayamba
Navavaranam

9 kritis on Kamalambika.

9 kritis on Abhayambika.
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Table XIIl—contd.

Name of the composer and
the title of the group kritis

Theme

(3) Siva navavaranam.

(4) Panchalinga
Sthala kritis

(5) Nuavagraha kritis
(also called
Vara kirtanas)

Syama Sastri's
Navaratna malika

Vina Kuppayyar's
.Kalahastisa Pancharatnam

Venkatesa ”

9 kritis on Siva (Tyagaraja).

5 -kritis in praise of the
5 lingas:— Prithiri, Appu,
Teyu, Vayun, and Akasa,
enshrined respectively in
the temples at - Conjeeva-
ram, Tiruvanaikkaval,
Tiruvannamalai, Kalahasti
and Chidambaram.

In praise of the planets:—
Siirya (sun), Chandra
(moon), Angiraka (mars),
Budha ({mercury), Brihas-
pati ( jupiter ),  Sukra
(venus), Sanaischara(saturn)
and Rahu and Ketu (the two
chhaya grahas).

9 kritis in praise of Goddess
Minakshi of Madura.
5 kritis on Kalahastisa

Do. Venkatesvara

Like group kritis, there are also the group kirtanas.

Tyagaraja’s

Divyanama kirtanas,

Utsava sampradaya

kirtanas and Samkshepa Ramayana kirtanas are examples.
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The names of some of the proﬁninent composers of kritis,
their signatures ( ankitam or mudra) and the languages in
which they have composed are given in the following

table :—
Table. XIV.
! L . hich
Composer’s name. Signature. anguages 1n-whic
he has composed.
[ Tyagaraja ~ Tyagaraja Telugu & Sanskrit
3
Pl ‘ Muthuswiamy Guruguha Sanskrit, Telugu &
3 Dikshitar Tamil
§ Syama Sastri Syama Telugu, Sanskrit &
Krishna Tamil
Ramaswamy Dikshitar | Venkata Telugu and Sanskrit
Krishna
Margadarsi Kosala Sanskrit
Seshayyangir
Svati Tirunal Padmanabha | Sanskrit, Hindi and
or the equi- | Telugu and in
valent  of Manipravalam
v that name. | (Sanskrit- Malaya-
- 3 lam)
Anayya Umadasa Telugu and Tamil
Pallavi Gopilayyar Venkata | Telugu
Vina Kuppayyar
and Tiruvottiyur Gopala dasa | Telugu & Sanskrit
Tyigayyar
Subbaraya Sastri Kumira Telugu
Srinivasa Vijayagopala | Telugu
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Table'XIV — ontd.

Languages in which
he lias composed.

Composer’s name. } Signature.

Patnam Subrahmanya | Venkatesa | Telugu, Sanskrit &
Iyer: Tamil
Karur Dakshinamurti .|

Tyer & Devadu Iye: || Garbhapuri  Telugu

Mysore Sadasiva Rao ' Suddsiva Telugu & Sanskrit
Pallavi Seshayyar " Sesha Telugu
Ramaswami Sivan and |
Maha Vaidyanatha || Guhadis: Sanskrit, Teluguand
Iyer. J Tamil.
Gopalakrishna | opals |
P Bharati U Krishna or o Tanil
I Balakrishna I
|

The charanas of some kirtanas have jatis iniroduced at
appropriate places and they provide a welcome and pleasing
variety. Such passages of jatis are termed so/lutiu Csrad 9
sa@hityas on the analogy of solkattu svaras.

;l-diya pada gyw ursr (Sunkarabharana) of Gopala
krishna Bharati, some of the songs tiguving in the Avishna
lila tarangini of Niriyana Tirtha and reny Tivuppaaazh
hymns co-:tain beautiful solkattu sthityas. In the Tamil
song, Natana madinar (Vasanta) of Gopalakrishut Dhrati,
there is a whole passage of solkattu, and like « ehitta =var

it is sung at the end of the anupallavi and the charana.
13
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The Devaranamas of Purandara Das ave typical models
of devotional songs. They are the outpourings of a sterling
devotee during moments of intense religious experience.
Their language -is simple and can be understood by the
average person. They are pregnant with lofty ideas and
contain within them the quintessence of - the Upanishads.
They breathe the fragrance of bhakti. Clothed in delightful
music, they touch our hearts when heard.

As for the ganakrama of a kirtana, the procedure is the
same as that for a kriti with the sections: pallavi, anupallavi
and charanas. All the charanas are however sung herein, on
account of their devotional value. In the case of divyanama
kirtanas of the etadhatu type (1. e. wherein the pallavi and
the charanas are sung to the same dhitu ), the charanas are
sung continuously without reverting to the pallavi at each
stage. Sri Ramu Jayarama and Pihi Ramachandra
Raghava, both in Yadukulakambhoji raga, are examples of
this type.  Where the divyanima kirtana is of the dvidhatu
type (i. e. wherein the music of the charana is different from
that of the pallavi), the pallavi is sung at the conclusion of
each charana. Sri Rama Sri Rama (Sahina) and Pihi
Rumachandra pdalita Surendra (Sankarabharana) are
examples of this other type. It will be seen that in this
latter case, the dhitu as well as the matu of the charanas
naturally lead on to the pallavi. A sense of completeness is

felt only when the pallavi is repeated at the conclusion of
eich charana.

It may be observed in passing, that in cases of composi-
tions like Tyigardja’s Rama nunnu brovar a (Harikambhoji),
which lie on the borderland between a kriti and a kirtana, a
yerformer in a kachcheri will lay more emphasis on the
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excellences of its musical construction and will attempt a
beautiful niraval and kalpana svaras for the opening theme
of the. charana. The same piece when sung in a bhajana,
will be renderedwith emphasis on the spiritual contents of the
sahitya. The responses of the audience too, differ in the two
cases. In the kachchori, the listeners grow rapturous over
the stylish rendering, the thrilling niraval and the kalpana
svaras teeming with complex svara-group patterns. In the
bhajana, the audience listen to the piece with reverential
devotion and the spiritual strings of their hearts find a ready

echo.

Purandara Das, Bhadrichala Ramadas, Tallapikam
Chinnayya, Narayana Tirtha, Giriraja Kavi, Sadasiva
Brahmendra, Vijayagopilasiwmy, Ramachandra Yatindra,
Sarangapani, Tyagarija, Gopilakrishna Bhirati, Arunichala
Kavirayar, Kavikunjara Bharati, Madhurakavi Bharati,
Mambazhakkaviriyar, Ramalinga Swimi and Nilakanta
Sivan are some of the prominent composers of kirtanas.

R agam alika

Ragamilikas are interesting types as showing how
variety can be attained by couching the different sections
of a composition in different ragas. By the term ‘ raga-
malika’ is generally meant the composition of that name.
1t is a set piece like the varna or a kriti. There are also raga-
malika varnas, rigamilika kirtanas and gitas and svarajatis
after the modsl of a ragamilika. In manodharma sangits,
however the term r@gami'ika signifies the chain of kalpana
svaras sung in different ragas at the end of a pallavi. Also,
when a musician sings slokas, padyas, viruttams and the
stanzas of a Teviram or Tiruvichakam in different ragas,
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he is said to sing a rigamalika. Brief alapanas of different
ragas performed towards the close of a concert are also
referred to as a rigamalika. 5

RAGAMALIKA
I
| !

Kalpita sangita Manodharma sangita

( a regular com- :

» position in a : EES e
sg);;;ﬁ(;e tlg:g (¢) Kalpana (/) Alai;m.na (c) Singing
the sections Svaras sung of aseriesof  slokas or

of which arein 10 &seriesof desya ragas _viruttams
different ragas) I8, 8s part  and minor in different

: of the pallavi ragas perfor- ragas after

exposition med towards  the pallavi
in'a concert. the close of a in a concert.
concert.

The ragamalika ( garland of ragas ) proper is a beautiful
form consisting of a pallavi, anupallavi and many charanas.
The charanas are of the same length. The anupallavi may be
in the same raga as the pallavi, or ina different raga.
In the former case, the length of the pallavi and anupallavi,
together, will be found to be equal to the length of the charana.
BSometimes the anupallavi is dispensed with. All the sections
are in different ragas and the raga names are dexterously
interwoven with the words of the sahitya, without affecting
its meaning. Composers of ragamilikas have exhibited a cer-
tain cleverness in dissecting the raga names for this purpose.

The musie of the auﬁpallavi and the charanas is followed
by an appropriate chitta svara (solfa passage) in the respect-
ive ragas. This is again followed by a short complementary
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gvara passage in the pallavi raga. This bridge-like comple-
mentary svara passage serves as a connecting link between
the music of the anupallavi and the charanas on the one
hand, and the music of the pallavi on the other ; and the
. transition from one raga to another iz effected in a
“pleasing manner. This solfa’ link in the pallavi raga
is like the coda of Iuropean music and facilitates
the return to the pallavi. At the end of the compo-
gition there is a string of full avarta or half-ivarta svara
passages in all the ragas, but in the inverse order (viloma
krama). This coloured solfa passage sung at the end greatly
heightens the beauty of the composition. Longer rigamalikas
are divided into sections, each section being an independent
part. The sihitya of a rigamilika is usually of a'devotional
character. It may also'be on a love theme or in praise of a
patron. »

As for the order in which ragas should succeed one
another in a rigamilika, certain general principles are
observed. There are cases wherein the composer is tied
down to a particular order, irrespective of aesthetic considera®
tions, as for instance when he chooses tfo compose a raga.
malika embracing all the 72 melakarta ragas. Likewise in the
! inaragamalika varna also, the order of rigas is deter-
mined. But where the composer is free to choose his own
sabi rekept in view.

order, the following consid

From the stan ‘gg&gf %\&L\/ W <
a naturalness in t} iefice of rigas™A "Be_.p
should not he ¢ 5\1 CACC. X“‘E—'-—LL\‘”
raga to anothey fake yx_-.v. 1t is mf‘
this feeling of
in the pallavi

, there should be
of abruptness
jon from one
few to avoid

vars passage

the pallavi
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svara) is composed for being sung at the end of each
section. Ragas which possess one or more common svaras
and which are able to rouse similar or related rasas (feelings)
can suceeed one another in a fitting manner. Ragas which
from an @sthetic point of view can succeed one another in a
ragamilika are termed mitra ragas. .

Closely related ragas like Darbar and Nayaki, Bhairavi
and Manji, Ahiri and Vakulabharana, Sahdana and Dvijavanti,
Kedaragaul® and Niriyanagaula, Varali and Vijayasri cannot
come one after another. Any two contiguous ragas in a
ragamalika should be melodically distinct and clear-cut from
the point of view of the general listener. With a few excep-
tions, janya ragas belonging to the same mela will not occur
in suecession. Ragas of diametrically opposite rasas too, like
Athana and Punnagavarali will not occur as contiguous ragas.

Four will ke the minimum number of ragas for a
ragamalika composition. The maximum number of ragas is
sometimes defined by the theme chosen by the composer as
for instance the Pakshamalika, where the number of rigas
has to be 15, and the Nakshatramalika, where the number of
ragas has to be 27 and so on.

In a ragamilika the pallavi and the last charana should
be in auspicious ragas. Ragas which can be sung at all times
are generally preferred in a rigamalika unless the composer
is obliged to choose a particular set of ragas.

A person who wishes to compose a rigamailika may
choose the ragas figuring in any of the standard ragamalikas
and adopt either the same sequence of ragas or the inverse
order of their sequence. But Bhupila, which is quite a nice
raga for the last charana of a ragamailika composition, will
not be good as an opening raga for this form.
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Ragamalikas are lovely and enjoyable concert pieces.
Besides a high entertainment value, this form possesses
a lakshya value as well. The introduction of the raga names
sets at rest doubts regarding their correct etymology. For
example, from the Chaturdasa Ragamalika of Muthuswamy
Dikshitar, we learn that Sama is the correct name of the raga
and not Syama. The melodic individualities of some rare
ragas like Pratapa chintamani are revealed to us through
some ragamailikas.

There are some ragamalikas which lack in one or two
essential points relating to the lakshana of the form. The
raga names are absent in some, and a do not possess chitta
svaras. _

Raga kadambakam is the name for a ragamalika in

. earlier works.

Some of the well-known ragamalikas are :—

(1) Nitya Kalyani Ragamalika, a typical composi-
tion in 8 ragas by Sitaramayya.

(2) Pannagendra sayana, a beautiful ragamalika in
8 ragas by H. H. Swati Tirunal Maharajah of
Travancore. -

(8) Chaturdasa Kagumalika in 14 ragas by Muthu-
swamy Dikshitar.

In this ragamalika, the viloma krama chitts svara
has also a sahitya. ;

(4) Apurupa raga Chatushtaya Ragamalika (Siva
Bhupate— Desadi tala) in 4 ragas, and
Navaratnae  Ragamalika ( Karuninchumu
Lokadharc—Adi tala) in 9 ragas ; both by
Manambuchavadi Venkatasubbayyar.
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The ragas figuring in the C katusktaya ragamalika are:
Pmta!pa chintamani, Abhogi, Vl]a.yasri and Purnach&ndrlka :
and in the N waratna ragamalika, Nita, Todi, Bhalra.vi
Kambhon, Kalyani, Athana, Madhyamavati, Nayaki and
Surati. In these two ragamalikas, each section is an inde-
pendent unit by itself and is coneluded by singing the open- -
ing theme of the self-same section; when a section is

over, the next section is commenced without reveltmg to
the pallavi.

(5)  Amba mnnu nera nammiti, a rigamalika in 9
ragas. There are no chitta svaras in this raga-
malika and the two halves of each charana are
set in two different ragas. This composition
is by Chinni Krishna Dasa.

(6) Arabhimanam in Tamil, in 16 ragas by
Parangambadi Panchanadayyar.
(7) Paksha malika in 15 ragas.

(8) The 72 Melakarta Ragamdlika by Maha
Vaidyanatha Iyer.
(9) The 72 Raginga Rigamilika by Subbarams
Dikshitar and Krishna Kavi. }
(I0) Manaavedi, » rigamilika in 48 ragas by
Ramaswami Dikshitar.
(11) Navaratnn Ragemalika ( Garavamu ganna) in
9 ragas by Subbarama Dikshitar.
(12) ' Sriramana padma nayana hard, a ragamalika in
16 ragas by Tiruvottiyur Tyagayyar.
. NOTE.— The Satu riaga ratna malikae of Tyagarija

is a garland of 100 kirtanas in 100 different ragas a.nd is a
monumental composition.



105

In addition to the above composers, Parameswara Bhiga-
vatar and C. S. Krishnaswami Iyer also have composed
ragamilikas.

Ragamalika kirtana is a composition wherein the
pallavi, anupallavi and the charanas are set in different ragas.
A fine example of this type is the piece: Juya Jaya Gokula
pala wherein we come across the rigas: Bhairavi, At'h:%na,
Kambhoji, Kalyini and Surati. Nariyana Tirtha, the author
of the song composed it only in Kuranji riga, but it was
converted into a ragamilika by Tiruvottiyur Tyﬁvgayy'a.r.

The Tamil song, Enakkun irupodam ninaikka varam
arulvai, figuring in the prologue to Arunichalakkavirayar’s
opera, Rima nitakam is another example of a song which,
originally set by the composer in Saurishtra raga—Triputa
tala, has heen metamorphosed into a rigamilika in recent
timess. In this changed version, the pallavi is set in
Kalyini and the other sections in appropriate rakti
ragas. There are no chitia svaras. The rigamalika kirtana
of Sarangapani, Kanna tolli karuninchi brovimikae in
Adi tila, consists of a pailwvi, anupallavi and three charanas.

Each charana consists of four pidas and each pada is in a
geparate raga, the raga name being incorporated in the
sihitya of each pida. This composition stands as a unique
example of a ragamilika kirtana, whereinthe dhitu and the
mitu are by the same composer.*

Talamalika is o composition wherein the different
gections are in different tilas, but the entire piece itself is in
one and the same riga  Asin ragamailikas, In talamilikas also,
there should be a naturalness in the sequence of the talas.

We come across tilamdlikas in the sphere of manodharina
sangita as well. Herein the musician selects a pallavi and

14 -
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renders it in different talas, compressing or extending the
original mnsical theme according to the magnitude of the new
tila. It is only certain classes of pallavis that ave eminently
suited for this purpose. Tiruvottiyur Tyagayyar used to
delight his audiences by his talamilikas in pallavis.

Pancha talesvaram is a talamilika in five sections, each
section being set in one of the five margi tilas. Talarnavam
was a tilamalika and its sections, udgriha, dhruva, and
abhoga were in different tilas. The sahitya was either of
prose or poetry. This is an obsolete form.

Ragatalamalika is a rigamilika and a tilamalika rolled
into one. It is a very diffieult type of composition and only
composers of extraordinary skill and ecreative talents =an
attempt this type. In South Indian music, we have a grand
example of this type in the monumental Ragatalamalika
of Ramaswamy Dikshitar in 108 rigas and talas, beginning
with the words :— Natakadi vidyala. Each section, besides
belng in a separate raga and tila, has the name of the raga
and tila incorporated in the sahitya. Srivilase, Sriranga
prabundham and Umatilaka prabandham are varieties of
ragatalamalikas.

Ragamalikas and Rigatilamalikss are the longest compo-
sitions in Indian musie.

Pada

Padas (9% vgsw X ) are scholarly compositions.
The term y.ada was originally used to signify a devotional
song. It is in this semse, that we talk of the Kannada
padas of Purandara Dis (57%% <¥N%) and the Tamil padams

of Muttu Tandavar. In the musical parlance of the modern
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period, the term is restricted to the type of composition
which belongs to the sphere of dance music and which treats
of the varied aspects of nayaka-nayaki relationships.
Although strietly a dance form, yet the pada is sung in
concerts of art musie, on account of its musical excellence.
To understand a pada aright and to enter truly into its spirit,
one must have some knowledge of the nayaka-nayaki (lover
and the beloved) lakshanas

One of the outstanding features of Indian culture is the
development of the idea of sringara to a degree of perfection.
This accounts for the profusion of songs on the love theme
In fact there are as -many songs—on Sringira as on
bhakti (devotion). These two themes provided a fund of
material for the Indian composers to draw their inspiration
from. The characteristics of various types of nayakas and
nayakts are described in minutest detail in the standard
works on the subject. There are names given to the different
types of nayakas and nayakis. Before singing a pada, one
should visualise before his mind, the situation in which the
pada is sung, by whom it is sung and to whom it is addressed.
There are padas sung by nayakas, niyakis and cakhis.
Kshetrajna, the greatest composer of padas, has composed
padas for almost all the possible situations conceived of in the
sringara sastra.

‘Whereas the kirtana seeks to reach god through praise,
the pada seeks to attain the goal through love. The madhura
bhava method of approach to god is one of the primordial
concepts of the Hindu mind. The union of the individual
soul with the universal soul, the poetic coaception of love, the
ideal of spiritualized love, the sufferings of love, the expec-
tation of happiness or the failure to realise the goal are some
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of the themes found in the padas. The bhava of the dhatu and
the bhava of the sihitya balance each other and contribute to
the unity of the composition The sahityas of some padas
contain far-fetched ideas. Most of the padas treat of gaurava
sringara ( dignified love ).

The doctrine, that the worship of God in the nayaka-
nayaki bhava is one of the sreshta margus (dignified
methods) ‘found groat support during the medieval period
and the earlier part of the post medieval period. Padas were
composed in profusion mostly during these periods. All
pada compositions admit of a dual meaning: the outward
sringira meaning and the’ inner philosophical meaning
(bahir sringara and antar bhakti).  The characters : nayaka,
nayakt and sakhi stand vespectivly as the equivalents
of the Lord (Paramatma), the devotce (Jivatma) and
the Guru who leads the devotee on to the path of
mukti (liberation) by his sage counsel. The Gita Govinda
of Jayadeva which is the earliest work of acknowledged
merit in this direetion. served as a beacon-light to many
composers of padas. There is 2 belief that Jayadeva re-incar-
nated himself as Niariyana Tirtha and still later as Kshetrajna,
to write on the same thems, bui in differenf forms.

The feelings and experiences of & devotee in quest of
God and the feelings and experiences of a woman, yearning
for the naynka nf her cloice are corresponding ones and
these are immortalised in the padas.  The language though
simple, is pregnant with wesning.

Whereas the Telugu padakiras chose Krishna as their
hero, the Tamil padakiras chose Subrahmanya instead.
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There are padas of a purely sringira nature which will
not admit of any philosophical meaning by any stretch of
imagination. There are also the satirical padas and humorous
padas.

The padas of Parimalaranga contain rhetorical beauties
like yamakam ( S@ranganayanaro). The humorous padas
of Sirangapini contain many popular sayings. He has
written many padas on other themes as well. His 7 stmala
harinakshi &1 3% &ew~& (Kalyani - Adi) contains the
names of some ragas. The pada Avaluganti matala
YooK o83 e (Saveri - Triputa ) contains the names
of herbs. Padatinestamn %3838 =» contains the names of
trees. Kadapadati raniya ¥550~80°2c® ( Pantuvarali-Adi)
contains the names of places. Vurakanya tilaka $5% =g8e¥
(Gaulipantu - Jhampa ) contains the names of medicines.
Kankanamu gattinidu So¥ese X8t ( Gaulipantu - Adi)
contains the names of jewels.

The pada has the sections:— pallavi, anupallavi and
charana. There may be three or more charanas. There are

no sangatis and no terse sanchiras.  Sangatis if found,
are only later introductions. The music is slow and

dignified and flows in a natural manner. Its diction is
simple. The piece is replete with riga bhiva and a sustained
balance is maintained between the words and the dhatu
throughout. The charanas have the same music. Colloquial
words figure in the sihitya  The signature of the composer
may ocecur in the pallavi, anupallavi or the last charana.

In many padas it will be found that the music of the
anupallavi repeats itself in the second half or the last quarter
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of the charana, according as the charana is twice the length,
or four times the length of the anupallavi. Darijuchu
chunnadi in Sankarabharana and Aligite bhagyamaye in
Huseni stand respectively as examples of these two types.
In a few padas, the music of the first half of the charana is
found to be the same as that of the pallavi. E mata ladina
in Yadukulakimbhoji may be cited as an example.

Thus from the point of view of the dhdtu, padas may be
classified into :—

.

1. Where the music of the charana happens to be the
sum of the music of the pallavi and anupallavi.

2. Where the music of the anupallavi alone is repeated
in the charana.

3. Where the music of all the three angas is distinet.

As for the ganakrama of a pada, it is the same as that for
a kirtana with the divisions, pallavi, anupallavi and charana.
But in the case of padas like Yalane wvinipai (Kambhoji)
and Ayyayyo vegatayene (Nadanimakriya) it is usual to
begin with the anupallavi. The anupallavi followed by the
pallavi gives a *completed idea and this is a positive advan-
tage from the listener’s point of view. In addition, the music
of the anupallavi is relatively brighter, inasmuch as its
dhatu embraces the notes of the upper tetrachord and a few
notes of the higher octave. This in part serves to relieve

the monotony of the slow-time music characteristic of the
pada. y

* This procedure is sometimes adopted even while singing kritis

like Mariyadagadura (Sankarabharana) and Ela ni daya radu (Athana)
and for the same reason.
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Svarasthana pada is a composition wherein at the
commencement of each &varta, the svarakshara beauty is
met with. Sarangapani’s well-known composition in Kalyani
raga, Adi tala, beginning with the words: Dani prayamu
padarendlu is an example.

Group padas. Just like group kritis, there are the
group pudas. The classic instance is the Vijaya Raghava
Pancharatna, a set of 5 padas composed by Kshetrajna in
honour of Vijaya Righava Naik of Tanjore, a great patron of
music in those days.

The names of some of the prominent eomposers of padas,

their signatures and the languages in which they have com-
posed are given in the following table :—

Table XV

Composer’s name. Signature. Language.
Kshetraya ... | Muvvagopala Telugu
Sarangapani ... | Venugopala Telugu
Muvvalur ; - Telugu

Sabhapati Tyer } Rajagopala
Ghanam Sinayya ...| Mannaruranga ... Telugu
Subbaramayyar ...! Muttukkumira ... l Tamil
Ghanam | Muttukkumara or} ! Tamil

Krishnayyar the equivalent |‘ aml
Kavi Kunjara % 5w | o

Bharati Kavikunjara I Tamil
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Other prominent comoposers of Telugu padas are:—
Kirvetnagar Govindasamiah, Pedda Dasari, Parimalaranga,
Kasttriranga, Yuvaranga, Merattur Venkatarama Sastri,
Sobhanagiri Varu, Ghatapalli Varu, Bollapuramu Varu,
Jatapalli Varu, Inukonda Varu, Sivarimapuramu Varwy,
Venangi Viru, Mallikirjunudu, Virabhadrayya and Kavi
Matrubhutayya-

Mambazha Kavirayar has composed beautiful padas in

Tamil.
Javali

Contrasted with the padas, which are songs of divine
love or earnest and respectable love, are the javalis, which are
songs treating of light love. They are songs of an erotie
nature. The bright, attractive and catchy music in which
they are clothed is mainly responsible for their popularity.
The music is generally in madhyama kala. Javalis are in
common ragas and tilas. Some of them are in attractive
desya rigas like Pharaz, Janjhuti, Kafi,Behag and Hamir-
kalyani. There are jivalis sung by the nayuka, the nayaki
and the sakhi. The nayika-nuyuka conventions bereft of
their dignity to some extent, are seen in this form. The
language is usually colloguial and sometimes obscene.

The Javali had its birth in the nineteenth century. The
word jivali ean be traced to the Kannada word javadi, which
means a kind of lewd poetry. The fluency of musical flow is
a characteristic feature of jivalis. These love Iyrics are
clothed in a lighter and popular type of classical music. The
deep and penetrating character of the bhivas and dhatus, so
characteristic of the pada, is absent in this form. Some jivalis
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have sangatis- A few musicians occasionally sing kalpana
svaras for this amorous form. There are javalis in Telugu
and Kannada. This form corresponds to tne ghazal of
Hindusthani music.

Whereas the padanayaka is a dignified character, no
such convention is attached to the nayaka in javalis. The
theme of a nayaki pining for the lover of her choice is there
but both are human characters and are actuated by human
desires and motives. The sahityas of javalis do not admit
of the dual interpretation, agapporul (wel@urgser) inner
meaning and purapporul (L/,'_JTI-.JQLM@G;') outward or apparent
meaning, so characteristic of the padas and wherein human
nayakis and div'ne nayakas figure-

Some javalis like Paripovalera (Bilahari—Rupakam) of
Pattabhiramayya contain rhetorical beauties. Sivaramayya
has composed a javali introducing sentences and phrases in
English amidst Telugu words, and without offending the rules
of prosody. The following relevant portions of the composi-
tion will bear this out :—

Kharaharapriya - Adi
Pallavi.
Oh my lovely oo= - 23 a‘ﬁ:x)éees 1]
Charana.
2. RenBold gtep, is it fit to take ?
sit & while here - let me convince you |l
3. 258 35563 don't be angry
STV IWswe F+o ||
The javali has the sections: pallavi, anupallavi and

charana. There may be one or more charanas. Some jivalis
15
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do not have an anupallavi. The charanas have the same
dhatu. In a few javalis, the music of the charana is found
to be the same as that of the anupallavi (Ex. Innalla valegade
-Pharaz). Where the length of the charana happens to be
twice that of the anupallavi, the music of its latter part will
be found to be the same as that of the anupallavi.

The ganakrama of this form is the same as that of a sogn
with the sections: pallavi, anupallavi and charana.

Besides Dharmapuri Subbardyar (mudra: Dharmapuri),
Pattibhiramayya ( mudra : Talavanesa ), Chandrasekhara
Sastri of Bangalore (mudra: Balachandra) and Bellary
Raja Rao (mudva : Tirupatisa), Patnam Subrahmanya Iyer,
Sivaramayya, Ramnad Srinivasa Iyengér and Venkatagiri-
yappa of Hyderabad have composed javalis.

- Daru

Daru ( 5@ 5% ) is one of the types of compositions
belonging to the sphere of applied music and figures in
operas and dance dramas. It may be on a love theme or on
a historical or purdnic theme ; it may also be in praise of a
patron. The music is ordinarily in madhyama kala. There
is a profusion of words in the sahitya. Arunachala Kavi
rayar's darus figuring in the Rama Natakam are a class by
themselves. Bach daru contains a tamil proverb. Annaswami
Sastri's ‘' Kaminchi yunnadira sDod cHIyaT™ ¥
( Kedaragaula raga, Riipaka tala ) in praise of his patron, fhe
Zamindar of Udayarpalayam, is a well-known daru.

The word daru can be traced to the ancient form,
dhruva. The pravesika daru or the entrance song in dance
dramas is always a beautiful composition. Whereas kirtanas
are songs in praise of God, darus are songs narrating a part of
a mhory or an episode.
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The darus have the sections: pallavi, anupallavi and
charana. Some of them are in couplets or quatrains. Some
darus have jatis or solkattu (@#1695..®). The presence of a
number of charanas, the charanas being sung to the same
dhatu is a characteristic feature of darus. Some musical
dialogues are composed in this form. Merattur Venkatarama
Sastri has composed some beautiful darus in Telugu.

Jakkini darus are interesting compositions. The matu
of the first section consists entirely of jatis and we come
across sahitya in the second part. The occurrence of
madhyama kila passages adds liveliness to the piece. These
compositions belong to the medieval period and we find in
some of them, rare time-measures like Kuru jhampe
O 15 ls (10 aksharakilas for an avarta ).

Oradi kirtanai (pr9é &igs%r), Oradi padam (gred
wsw) and Oradi daru (37 s@5) are long forms of the
respective types and belong to the realm of applied musie.
These are Tamil forms and have the divisions: pallavi,
anupallavi and charana. The characteristic feature of
these compositions is the presence of unduly long charanas.
Excepting for the concluding part, the remaining padas of
s charana are sung to the same dhiatu. Since the interest
of the form centres mainly round its sihitya, the repetition of
the same dhatu does not bore a listener. The charanas of
some darus have madhyamakala sihityas. Long narratives,
picturesque accounts of the glories of the cities of ancient
India and description of battle scenes are fit themes for

these long forms.

The ganakrama of the daru as well as the above three
forms is the same as that of & kirtana.
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Tillana

The Tillana is an adaptation of the desya type, tirs
tillana. TIts tempo is usually madhyamakila and the music
is brisk and lively. The miitu consists of jatis interspersed
with svaras and ordinary words.

This lively form has the sections: pallavi, anupallavi and
charana. The sections have different dhitus. There are
instances of tillinas with a pallavi and anupallavi alone or
with a pallavi and charana alone. Such compositions, are as
complete as the dvidhitu prabandhas, ugibhogas and kritis
with samashti charanas. The pallavi and anupallavi usually
consist of jatis and the charana of words, solfa syllables and
jatis Some tillanas have beautiful sangatis. This form figures
in the post-pallavi part of a concert programme and invariably
in dance concerts. It is usual for a Harikatha performer to
sing a tillina immediately after the introductory part or the
purva pithika and before the commencement of the katha
proper, in order to create an atmosphere of liveliness If in
the course of his discourse, the Bhigavatar finds that a
section of the audience has gone a bit drowsy, he would re-
establish the atmosphere of liveliness by suddenly plunging
into a tillina of quick tempo.

The ganakrama of a tillina is the same as that of a com-
position with the divisions : pallavi, anupallavi and charana.

The tillina, Gauri nayaka (Kanada raga—Simhanandana
tala) of Maha Vaidyanatha Iyer is a scholarly composition.
The entire composition is in two ﬁva.rta.s,— the first avarta
consisting of words and-the second of jatis. The Kamba
Ramayana tillana of Kundrakkudi Krishnier is also &
scholarly composition,
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Javalis and tillanas are examples of smaller forms and
will not take more than four minutes to perform. They may
be in quick tempo or medium tempo.

In addition to the composers referred to above, Vira-
bhadrayya, H. H. Swati Tirunal Mahdarajah of Travancore,
Pallavi Seshayyar, Mysore Sadisiva Rao, Patnam Subrah-
manya Iyer and Ramnad Srinivasa Iyengar are some of the
great composers of this type of composition.

Tillana daru is a composition like the tillana with the
angas : pallavi, anupallavi and charana. But the major por-
tion of the matu consists of words after the model of a daru.
Krishnaswamy Ayya's Tillana daru in Surati raga, Adi tala,
beginning with the jatis * Nadiri dant tondari dani " is an
excellent example.

CHAPTER VI
FOLK MUSIC

Few countries in the world can claim to have developed
a system of art music. But all countries, including those
inhabited by aborigines have folk music and folk dance.
Folk music and folk dance have a distinct place in the cultu-
ral heritage of a country. They play an important part in the
life of the common folk. They come through anadi sampra-
daya. They developed spontaneously. The folk music of all
countries possesses certain common characteristics. Intended
as they are for being sung by rustic folk with untrained
voices, their compass is limited. They are characterised by
simple music and easy rhythm. Folk music is older than

art music.
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Under folk musie is included all the songs that do not
strietly come within the sphere of art music. Folk music
comes mostly through unknown authorshp as opposed to art
music which is the contribution of known vaggeyakaras.
Folk music is the foundation upon which the later classical
musie is built. Tyigarija amongst classical composers has
done a distinct service to South Indian Music by im-
mortalising many folk tunes current in his time, in his
operas, Divyanama kirtanas and Utsava sampraddya
kirtanas,

Folk music, called variously Qur agersrerw, urwrger
arerw, 1l 80 url®, QL url@, $Ba~weo and
g7 Ro is the music of the dumb millions of villagers.
It is the privileged possession of the masses of men and
women of a country. It affords endless solace to the weary
farmer and the labourer when they return home safer a eay’s
hard toil. It is the music which gives infinite delight and
pleasure to the housewife and the householder. It is the
music which is sung daily in the homes of hundreds of
millions of men and women, old and young. It is the music
of the masses. It is these rustic, uncouth village songs
that have a pedigree longer than that of classical music
Folk songs have a charm, all their own and please as the
moment we hear them. As examp'es of simple beautiful
melodies, they rematn unsurpassed. For a proper appreciation
of elassical music, one needs to know its seience. Classical
music is generally confined to the metropolis and to some
important towns and centres. Occasionally we hear classieal
music even in rural parts, but such parts always happen to be
either musical centres or are connected with the name of some
illustrious composer or musician who flourished there at a
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not far off date. To listen to folk songs in their
pristine purity, one should go to villages removed some 50 to
60 miles away from the railway station, or to places that have
not yet succumbed to the influences of modern civilisation.
Classical music is essentially intellectual music and is the

music of the upper ten thousand.

Folk songs are perhaps the one means of discovering the
real feelings and ideas of a people. Verses are added to, or
gubtracted from, as new ideas come in and old ones pass away,
The up-to-date inner feelings of a people always find express-
ion in their folk songs. Although these songs never rise to
the level of set literature, yet they are the faithful reflection
of all popular sentiments and beliefs.

There is a profusion of folk songs in the South Indian
languages. Their dhatus or musical settings have a peculia-
rity of their own. With the exception of the prati madhyama
(tivra ma or F sharp) all the other notes of the gamut figure
in them. Since the notes are, in most cases, sung in a
plain, unadorned manner and since the compass of most of the
tunes is limited, it is not possible to assiga specific ragas to
these songs. Some songs are very crude, uncouth and primi-
tive and comprise only three or four notes. But marriage
songs and folk songs of a refined mture are in well-known
old and popular ragas. The Kuranji raga has its origin in
in the kuram songs. Some songs are literally packed with
words. The music and the sahitya being simple, there
is no place for sangatis (variations) and vowel extensions.
The varek gamaka (grace) is present in some songs. The
compass of most folk songs embraces the upper tetrachord of
the lower octave and the lower tetrachord of the middle
octave. Songs are mostly in-couplets and quatrains and the
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division into pallavi, anupallavi and charana is noticed only
in a few instances. Of the time-measures, Adi, Rupaka and
Chapu inclusive of the Misra, Khanda and Tisra varieties
are frequently met with. Songs in tisra gati are also met
with. Though many songs begin in sama graha, songs
in the andgata graha are not uncommon. The tunes of
the songs used in sorcery, witch-craft, demon worship and
Kali worship are of an awe-inspiring character.

The theme of a folk song is never serious and the
language used not of a high order. The laws of prosody are
surprisingly enough adhered to. Some folk songs teem with
rhetorical beauties. The fantastic antya prasas present in a
few songs, add to their humour and general effect. So . etimes
we come across songs in the andidi (@ssr@) style. In
Bouth India, there is a folk song for every event in life.

The ideas in the sihityas of some fclk songs are highly
suggestive and thought provoking. There is the famous
story told of the great Tamil poet Kambar, that one evening
he heard the men working on a well sweep or picottah (5 2®)
sing a song and as the sun was sinking in the western horizon
they stopped with the line:'era@alZer Cule, sragw uafl ECr
(On the leaf of the bamboo §ree, the sleeping dew drops). The
poet was wondering what the succeeding line could be. He
brooded and brooded and nothing struck him. His curiosity
was 80 much roused that he resolved to spend the night in the
open and wait for the morn, when the men would come
back for the work. The morning came and the workmen,
fresh with vigour resumed their song. They continued,
craPeley CuCeo sriEw uafifCr, SEEGw uefl Sens QB
8 58CsnCGer (the sleeping dew drops, disappearing before the -
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sun). On listening to the second line, Kambar was filled
with amazement and wondered that the logical idea
contained in the second line did not strike him. The popular
saying: @pp0 url @im a@il urlgey (There is no
counter-song, to a well sweep song)?has come into existence
since that incident.

The folk songs of South India are a treasure-house of
historical and sociological information The occupational
songs, tribal songs, marriage songs, worship songs and
ballads especially contain a mine of information. Songs rela-
ing to palmistry and astrology and stanzas relating to the
curative properties of herbs and herbs useful for curing
particular diseases are interesting. On the lighter side,
we have the humorous songs, teeming with meaningless
alliterations, fantastic rhymes and lazy colloquialisms. The
unconneeted nature of the topics dealt with in the intermin-
able verses of folk songs is due to the fact that from time
to time new verses on‘current events and’incidents have been
ecomposed and added. For instance, in tho Muttu Virayi
Pattu there is a stanza containing a reference to the
Whiteman’s money ; in the Mutéalamman Pattu there is a
reference to the bamboo bobbins and links of a cotton mill.

In addition to being a stimulant to workers, occupational
gongs serve to regulate the work by their rhythm. When
the amount of work turned over during the duration of a bar
or avarta is known, it is possible to calculate the total
“amount of work that will be turned out at the end of the song.
For example, imagine a huge log of wood being pushed by
a batch of workers from one place to another.  Simultaneous
push by all, at the precise moment is very important for the
successful accomplishment of the task. The tune wused in

16



122
such cases furnishes the clue to the moment when they should
all apply force.

In the following simple tune, all the workers simulta-
neously push the log when the two underlined notes (shadja)
are sung :—

Kharaharapriya notes - Adi tala ( Tisra gati ).

|4 ‘ O ‘ O

SR, GrS, -8 R GrS,

From the distance travelled by the log in the space of
one avarta, it will be possible to say when the log will move
on to the required place. Rowing songs wherein the oars
are dipped into water by the crew at regular intervals and
pounding songs wherein the pestles are lowered at regular
intervals to crush the grain arelother instances of songs for
concerted action.

Labour songs serve to relieve the dullness and monotony
of the work and also lightens the strain to some extent. The
sahityas of some of these songs deal with the details of their
time-honoured occupations like mat-making ete.

Some folk tunes have specific names. When such a name
is mentioned on the top of a song every one knows how
to sing it. Such names as Xnand&kulippu, Nondichindu
and Lavani may be mentioned in this connection, Even in
cases where two or three different varieties of tunes exist
under the same name, the metre and the structure of the song
will give the clue to the particular tune that is intended.

L]
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The rural inhabitants of India are as proud of ‘their folk
music as their brethren in Bavaria or Ireland. The instru-
ments used by the rustic folk for accompanying their musie
and dance are crude ones. They are mostly percussion
instruments and wind instruments. Stringed instruments
like the Nanduni and Vina kunju are used ou the west coast.

The catchy nature of folk tunes has attracted the
attention of many a classical composer. They wrote their
own sahityas for those tunes and thus contributed to the im-
mortality of those tunes. The names of Tyigarija, Gopila-
krishna Bharati and Rimaswamy Sivan may be mentioned in
this connection. Many folk tunes have found a place in
Bhajana songs.

Classification.

From the musical point of view, folk songs may be

classified under two main heads :—

1. Those of a rustic nature—e,g., the agricultural,
craft, and occupation sangs.

Those of a refined nature—ec.g , the puranic songs
and marriage songs.

Songs of the former class are mostly found in rural parts
and are current amongst the lower strata of society. The
music though crude is nevertheless charming. Songs of the
latter class have a somewhat polished music and are in some
of the well recognised ragas. The Padyam (vsww), Lali
(evred), Nalangu (sev55)s Oonjal (ergsFev), Odam (pw) and
Suvvi (ﬁvﬂsﬁ"b) are all instances of this class.

Amongst the Badagas of the Nilgiris, one comes across
genuine examples of primitive musie,
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There are folk songs intended for being sung by :—

(1) Individuals, (2) Groups and (3) An individual
and & group alternately. Apt choric phrases for
the group will be found in this third ecase.

There are folk songs intended for being sung by men alone
and women alone aud also songs to be sung by both of them.

From the point of view of their subject matter, folk songs
may be classified into :—

1. Moral Songs.—Teaching morals and principles of

cthies and the way in which one should conduct on

egself in
society. -

2. Philosophical and proverbial sungs.— Teaching the
philosophy of life and containing adages, old proverbs and
sayings of great sages.

3.

Ceremonial songs.— Qrrigyss url @ser, FLB®BU
‘wrl@sar, Songs sung on occasions like birth, nimakaranam
( naming ceremony ), cradling, marriage, death ete.

The Badaga and Coorg songs of this class are especially
worthy of mention.

4. Labour songs.—Under this head come the occupa-
tion and craft songs, milkmaid’s songs, songs of the
cartpullers and drawers of water from wells for irrigation
purposes and generally the songs of the working classes.
The barge songs (uQarilgd url@aer) and the Malabar
boat songs come under this group.

Songs of this group are
generally in the valgar dialect.

The pestle songs (e evéesl
ur @) and the Vallaippattu (wei%riim @) sung by women
while pounding the grain are well-known.
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The music of the Doli bearers on the Tirupati Hills,
which consists of only three notes, is an interesting sxample
under this group, and ccntains traces of primitive musie.

5. Agricultural songs.—Under this head, come the
songs relating to rainfall, songs relating to the various
seasons of the year and songs sung on the occasion of the
sowing of seeds and planting of crops and the harvest songs.
The (2 58Uurl@) ploughwoman's song, vanlearls uTC @,
Sasrus url® sayiurl ® appl url® and gplerdur @
come under this group. In the wheat plains of the North,
singers and drummers are engaged during harvest time to
perform. The labourers working to the accompaniment of
music and rhythm turn out more work.

6. Cradle songs.—Mothers’ songs (lullabies) composed
for and sung to children. There are many such swing songs
(srse» gevv m 77 B) in the South Indian languages and
most of them are either in the Nilambari raga or in the
Anandabhairavi raga.

7. Devotional and Worship songs.—Songs of prayer
and songs in praise of the presiding deities of villages.

The Sopanam songs of the west coast and the Pujartp-
pattu (gerfe ur @) and the various songs sung im

Miriyamman and Kili temples are exarples.

8. Tribal songs.—Every tribe in India has its own
charasteristic song which relates amongst other things the
origin and history of the tribe, its great ancestors, its
hoary traditions, its time-honoured profession ete. etc. These
songs consist of a series of stanzas and the tribes take a
patriotic delight in singing them. In fact on the occasion
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of important a,;mna.l celebrations, the tribal song is given
precedence over others.

9. Craft songs.—The sahitya herein relates to the
technique of their calling, like the process of mat making etec.

10. Historical songs.—These are in the style of the
ballads and are of popular interest. Their themes relate to
historic events of great significance. Raja /‘esingu snngs,
Bobbili Pata, the powadas of Maharishtra and songs about
the conquest of India by the British are only too well-known.

11.  Epic und Puranic songs.—These are songs cele-
brating the valorous deeds of the great epic and puranic
heroes like Rama, Krishna and Murugan. There are
countless numbers of songs of this type current amongst tae
masses. Songs on heroic themes have a powerful appeal.

12. Songs in praise of local heroes —ZEvery important
village has its own hero and there are songs in praise
of such heroes. The Umayyan pattu and the Chandana
Devan pattu are well-known examples.

13. Congregational Songs.— Songs for groups: the
Kummi (@44) and Kolittam (Gsrevrc L) songs.

There are various types of kummis ranging from the
simplest to the most complieated. The songs for Pinnal
kolattam are interesting.

14. Riddle songs.— (48idur  @ser) which present
intelligent problems for solution during leisure hours.

15.  Satirical songs.— ufsrsiur” @asr and the @rev.
The satirical songs sung by the lady members of the bride’s
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party and bride-groom’s party during marriage dinners provide
a good deal of mirth and merriment. Women skilled in
singing such songs (¢#iws® wrl@®ser) are sometimes
specially engaged to sing on behalf of each party.

16. Songs for games.— The' Kazhakkodi and the
ammanai songs (songs for a game with three wooden balls.)

17. Songs reluting to cures of ailments.— Remedies
for the various ailments and the curative effects and medicinal
properties of herbs are mentioned in these songs.

18. Songs figuring in folk dances, folk dramas and
Jolk festivals.— The valandanai and oyil of Pudukottai, and
pallu, the songs of the gipsies, wandering minstrels and
fortune tellers, the songs heard during the javandarai festival,
the music of the nondi niatakam, kuluva natakam and the
kuravanji natakam (dance drama staged in temples), the
songs figuring in the kaikotti kali and tiruvatira kali of
Malabar, the gobbi dance, the garba dance of Guzerat, the
Rasa of Bengal and the songs sung during the performances
of bommalattam (wrduremas 5.5 or puppet show) and
torpavaikkuttu (marionette show or show with Jeathern
puppets) are all interesting.

19. The Arti songs of the different provinces of India
have fascinating melodies.

20. Miscellancous:— Under this head come all the
comic songs, baffoonery songs (srwrafll Lrl@, 2 s
wr®, Cavgdewslur®), musical dialogues and the various
popular reels and jigs. The spicy humour contained in some
of these songs will send listeners into roars of laughter. The

buffoon song * @reres wlwdenGe ep e Qalpas
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Gsar” is known throughout Southern India. The musical
dialogue between a kuravan and kuratti beginning with the
words :—"* Arupattu nalu muzham ” (9avss srey grys) is
interesting both on account of its catchy music and its erisp
ideas. The satirical extempore songs of the palanquin bearers
on the hills having a sharp revenge on stingy employers are
only too well known. The Themmingu (Thenpangu is the
more correct term), Teppin, Lavani, Kuram, Odam , and the -
other ‘ Every day songs’ of the unlettered folk which have

a mere ephemeral existence (often a few months or sometimes
a few years) and then sink into oblivion like “Sri Rama
Chandirane ” and *“ Andi Pandaram"” also come under this
group. Songs on nature themes (Qu paal @) also exist.

Chindu is =a highly popular form of folk musie.
It consists of several stanzas. The music of the different
stanzas is the same. There are several well-known
chindus having distinet tunes of their own. The Kavadi-
chindu (pilgrims’ song), Nondichindu, Surul nondichindu
(s@er Q@srerg 565 @), @@nw @65 and the Vazhinadai-
chindu (efse 585 ) are some of the varieties. The last
mentioned type helps one to get rid of the tedium of journey.

Characteristics. of Folk Songs,

1. The musical range o! the folk songs is generally -
within one sthiyi (octave) and it is so, because they are inten-
ded to be sung by village folk who rarely have the opportuni-
ties to develop the compass of their voices by the practice of
technical exercises.

2. Songs in the wrati madhyama ragas and apurva-
ragas are rarely met with.
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3. They are very simple and uncultured in their
poetical form.

4. The theme chosen is often commonplace.

5. The music is simple, homely and catchy and
impresses the moment one hears it.
' 6. Songs are generally in stanzas, each stanza having
the same music. Occasionally there is the division into
pallavi, anupallavi and charana. Songs with these divisions
must have come into existence only during the last five
hundred years.

7. Sangatis or variations and gamakas and other techni-
calities generally speaking, are absent. The varik gamaka is
however found in some songs.

8. A good number of songs are in sankirna ragas and
in very simple talas or time-measures. Some of the
recognisable ragas in folk music are Anandabhairavi and
Nilambari; and Nishadantya, Dhaivatintya and Pancha-
mintya ragas like Nadanimakriya, Punrnigavarali, Kuranji,
and Navaroj.

Primitive songs when heard give the impression that
they are being hummed to some inarticulate syllables.

The village folk have their own indigenous system
of dance, with appropriate music. In addition they have
their own erude bands consisting of metallic horns,  bamboo
flutes, castanets, sticks, cymbals and drums.

Musie plays as important a vart in the life of the common
folk as in the case of the refined folk- Although folk musie
may not move a person and lift him up to serene heights and
make him commune with Nature, i: has nevertheless an
unfailing charm. The wandering minstrels of India have

kept alive certain classes of folk songs. Singing games like
17
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the ammanai, provide a good pastime. The kolattam perfor-
mances given by young trimly clad girls, with their sticks,
about a span long and painted red and yellow are a treat to
the eye and the ear.

Girls and ladies playing kolattam are depicted in the
seulptures in (1) the mantapam in front of the Nataraja shrine
at Perur, (2) the southern outermost prakaram (corridor) of
the temple at Rimesvaram and (3)the Achutappa Bhupila
mantapam at Avadaydrkovil. The graceful postures of the
performers responding to the partners on their left and right
are worthy of special attention.

In folk songs, we come across pieces of varying grades
of musical quality — from the simplest sing song tune, to
the song almost bordering on art music. Nursery songs,
agricultural songs (27 2@l @aer gpgefwer), purinic songs
(yosrewd L7 @se), songs on village deities (Brr«Csamssar
wr®) and songs relating to pregnancy (@o?em_'lurn_'Q) and
games of girlhood, shepherds songs, potters songs, and songs
sung during husking of rice are instances of simpler folk
songs of varying grades of musical quality. Some folk songs
are literally packed with words.

The masses have been made familiar with purianic stories
through the form, odem or kappal (g or slue). The
The Ramédyana cdam is a well-’known composition familiar
to the ladies of the Tamil nidu. In the odam, the introduc-
tory part and the concluding part are sung in slow tempo and
the bulky middle part called mudugu (¢®®) in quick tempo.
The Rcya odam (778 g i) is an interesting composition
giving a catalogue of the well-known ragas. Some folk songs
contain a wealth of religious philosophy. There are also
martial songs.
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CHAPTER VII
MUSICAL INSTRUMENTS

India possesses a rich variety of musical instruments.
Almost all the types, representative of the stringed, wind and
Ppercussion groups are seen here. Gourds, bamboo, canes,
reeds, jack-wood, black-wood, earthen-ware, the skin of sheep,
calf, buffalo, varanus and silver, bronze, brass, copper and
iron amongst metals are the materials used in the manufac-
ture of musical instruments. The plant, animal and mineral
kingdom have contributed their share in the making of
musieal instruments. Ganakas being the life and soul of
Indian musie, instruments like the svaramandale and yazh
("-"T!}) which were not capable of producing gamakas, gradu-
ally fell into disuse.

The subject of instrumentation (i.e. the study of the
characteristics of various instruments) iz one of absorbing
interest. Instruments of varying degrees of loudness, com-
pass and tone-colour are met with. Instruments like the
gotuvadyam  provided with sympathetic strings and
with facilities for the accurate adjustment of sruti are
of interest from the acoustical and physical points of view.
The decorative work on some instruments contributes to
their dignity and aesthetic appearance.

Classification
Musical instruments, are generally classified into :—
(1) Stringed instruments where the sound is produ-
ced by setting in vibration, strings.
(2) Wind instrumente, where the sound is produced
by the vibration of a column of air in the tube,
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(3) Percussion instruments where the sound is
produced by the vibration of a stretched mem-
brane or skin or a piece of metal or wood. In
tala vadyas, the sound is produced either by strik-
ing, plucking morsing or stroking the drum-head.

Stringed instruments, (also ealled chordophones) are
the fata §@ vadyass and wind instruments (also called
@rophonies) are the sushirc gAY vidyas. Percussion
instruments of the drum class are called avanaddha
A7, vadyas (membranophones) and those of the eymbal
and castanet varieties as ghana =% vadyas (autophones.)
srogssmel, alkréismed, Csre) sma and sErrés@mal are
the respective names for these four types of instruments, in
Tamil.

L Stringed Instruments are of three kinds :—

(a) Those performed on by friction with a bow; ex. the
violin, sirangi, dilriiba, bilasarasvati (taviis or
mayri, wdearsuw ) and esvd].

Ravanastram, the earliest bowed instrument known
to human history had its origin in India.

(b) The plectral instruments, where the strings are
plucked by a plectrum or the fingers and played ;
ex. the vina, rudra vina, gotuvidyam, sitar
(also called sundari the beautiful) svarabat, (the
more correct name however is svaragat), sarode,
nanduni, guitar, mandoline and harp. The drone

instruments like the tamburi and ektir come
under this group.
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(c) Those struck with a hammer or a pair of sticks
either mechanically or otherwise; as the piano-
forte, svaramandala and the gettuvadyam.

Of the stringed instruments, some like the tambura,
tuntina, ektir and gettuvidyam are played on open strings
and the rest like the vina and violin, stopped and played. The
vina is an example of a stringed instrument wherein some
strings are played as open strings (ex. the 8 tila strings) and
the rest stopped and played (ex. the four playing strings).

N. B.—Playing on onen strings means causing the entire
length of the strings to vibrate all the time, as for instance
while playing the tambura. Stopping the strings means
‘causing a fractional length of the string to vibrate; for
example when a finger is placed on the finger-board of a violin
and the particular string bowed, the fractional length of the
string from the bridge to the point of contact of the finger
alone, vibrates.

The plectral and bowed varieties (swwhere the strings are
stopped) admit of two varieties :—

(1) Those with a plain finger-board as the sirode and
the violin, the strings being stopped by the fingers
or by a piece of wood held in the hand as in the
gotuvadyam.

(2) Those with a finger-board with frets as the vina,
sitar, dilriba and taviis.

The plectral instruments may again be classified into :—

(1) those wherein the left hand fingers are in direct
contact with playving strings as the sitar and
vina ; and
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. (2) those wherein the playing strings are in contact
with an intervening object or mechanism. held or
operated by the left handj; ex. gotuvidyam,
balakokil and bulbul tara.

The plectral instruments may also be classified into
those wherein a wire plectrum is used (ex. sitar) and those
wherein a horn plectrum is used (ex. svarabat).

The piano and the bulbul tara are instances of stringed
instruments provided with a key-board.

II- Wind Instruments are of two kinds:—

(a) Those wherein the wind is supplied by some
mechanical contrivance, commonly a bellows.
The organ and the harmonium are instances of
this class.

(b)) Those wherein the wind is supplied by the breath
of the performer.

Here again, we have the mouth-blown and nose-blown
varieties.

The mouth-blown varieties are of two classes: —

(1) Those which are blown through vibrating reeds
or tongues or mouth-pieces. The clarinet, oboe,
nagasvaram, mukhavina and the sandi are
instances of this class.

(i) Those wherein the wind is blown through orifices
in the wall of the instrument, like the flute.

There are instruments under this head whieh have finger-
holes like the flute and the nigasvaram and those which have
o finger-holes like the gaurikilam, tiruchinnam, ekkalam,
kombu, reed dulcimer, bhiri and the conch.
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In the tiruchinnam, the mouth-piece is cup-shaped.

The snake-charmer’s instrument, magudi (also called
bhujanga svaram) is an instance of a compound wind instru-
ment provided with a tune-pipe and a drone-pipe.

Wind instruments are either of the weod wind type like
the nagasvaram, clarinet or oboe, or of the brass-wind type,
like the tiruchinnam and kombu (metallic horn).

III. Instruments of Percussion are usually time-
keeping instruments. A few like the nagara and bheri are
used in war. These two instruments were also used in the
village look-cuts in former times, to warn the villagers,
whenever robbers and marauding plundevers were sighted
~at a distance. Some drums like the tamuku and parai
are used by the State for publicity purposes.

To the class of drums belong the mridanga, tabala,
nagira, tavil, dolak, damaru, mardalam, suddha maddalam,
udukkai, udal, davandai, and pambai.

Drums may be classified into:-—
(1) Those played by hand ; ex. mridangam.
(2) Those played by sticks; ex. damarum.

(8) Those played partly by hand and partly by stick ;
ex. tavil.

(4) Those which are self-struck; ex. the damaru and
budubuduke. .The instrument is rattled te.,
rocked to and fro, to enable the knotted end of the
string to strike alternately against the two faces.
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(5) Those wherein one side is struck and the other
" side is stroked ; ex. the perumalmadu drum.

Drums may further be classitied into:—

(1) Drums with a single face.

(2) Drums with plural faces.

The latter may be classified into:—

(1) Drums with a plain face as the udukkai and
panchamukhavadyam.

(2) Drums with complex faces i ¢. with two or three
concentric rings of skin; as the mridangam and
tabla.

The mridangam stands as the finest example of a double-
faced drum with complex drum-heads. On simpler drums,
characteristic rhythmic phrases or solkattu-patterns are
played.

Several kinds of cymbals are in use. These are
exclusively time-keepine instruments and are made of metal.
The jilra is a good example. 1t i: largely used in Bhajana
parties and Harikathas. Larger eymbals (Brahma tilam) are
used in temple cereinonies and bands. Different kinds of
castanets are also common throughout India.

Percussion instruments may be broadly classified into :—

(1) those with which a regular cross-rhythmical
accompaniment can be provided in concerts; ex.
mridangam, tabala, kanjira, tavil, dolak, ghatam
and jalra ; and

(2 those wherein such & thing is not possible; ex.
gongs, nagara and bheri.
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Tala vadyas may be classified into :—

(1) those which are indispensable in concerts like the
mridangam or tavil or tabla- These are the
pradhana tala vadyas.

(2) those which can be used at the option of the
performer or singer, like the kanjira, ghatam,
dolak and conch. These are the upa tala vadyas.

Tala vadyas may again be classified into :—

(1) those which can be tuned to a desired pitch; like
the mridangam and tabla; and

(2) those whose pitch is determined at the make, like
the ghatam.

Of the time-keeping instruments, the ghatam and
morsing are of special interest. The ghatam is the only
roythmic instrument without detachable parts and made of a
single material. In morsing, the projecting tongue is plucked
by the right hand and the mouth acts as the resonator. ’

Konugol is the art of reciting jatis in a pleasant manner.
This type of rhythmic accompaniment provided by man is a
peculiarity of South Indian music. In addition to the
primary rhythmic syllables like ta, di, tom, nam, other
euphonious and rhythmic syllables are used. The jatis are
recited sometimes in a prosaic manner and sometimes in a
musical manper. Konugol s0los when rendered by melodious
and impressive voices will be interesting to hear. Experts
in this art are able to recite jatis even in the sixth degree
of speed. This art affords plenty of scope for the exercise
of one’s creative faculty.

18 -
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Concert Instruments in general may be ola.ssi_ﬁed

into :—

(1) Sruti vadyas, which are instruments used only as
drones ; ex. the tambura and the ottu.

(2)

(3)

Tala vadyas, which are instruments used only as

rhythmic aeccompaniments :

as the mridanga,

ghatam, kanjira, tavil, dolak, morsing, gettu-
vadyam, jalra, chipla and silambu.

Sangita vadyas, with which musical pieces and
raga dlipanas could be played ; as the vina, violin,
gotuvadyam, flute, nigasvaram and jalatarangam

(udaka

vadyam).

All these three types of concert instruments are repre-

sented in the stringed, wind and percussion varieties.

The

following table gives examples for each of these :—

Table XVI

Variety l

Used as

Examples

Stringed

Wind

Percussion

U

i-—sruti vadya

—tala vadya
—sangita vadya...

—sruti vidya ...

—tala vadya
—sangita, vadya...

—sruti vadya ...
—tala-vidya
—sangita vadya...

.| tambura and ektar.
.| gettuvadyam.

vina, violin and gotu-
vadyam.

ottu. sruti upanga and
sruti box.

.| conch.

flute, nigasvaram.

.| mridangam.

jalatarangam, tabla
tarang and ghanta
tarang.
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Of the strings which are used for stopping and playing
musio, the string which gives the highest note is always
. reckoned as the first string and the other strings in the
decreasing order of pitch are numbered accordingly. In the
vina, the strings are always kept in medium tension and
played ; otherwise, the pich of the strings will get altered, every
time they are pulled or deflected for the purpose of producing
a gamaka. In the gotuvadyam and the violin - however,
where the strings are not pulled aside for the production of
gamakas, the stringsare kept in & high tension.

Other systems of Classification.

From the point of utiltty, musical instruments are
classified into : —

(i) those used in concert music ; like the vina, ‘gotus
vadyam, flute, mridangam and jalatarangam.

{ii) those used in temple music; like the metallic
horns, trumpets, -bhiiri, kudamuzha (@—@pwer)
and udal.

(iii) those used in martial music ; like the conch,
dundubhi and bheri.

(iv) those used in folk mustc; like the nanduni, nedun-
P kuzhal, kombu, potdrum and erude iron cymbals.

Musical instruments are either monophonous i.e. capable
of giving only one note at a time ( ex. human voice, flute ane
nagasvaram) or polyphonous i.e. capable of giving mord
than one note at a time (ex. vina, violin and jalatarangam).

Ooncert instruments like the vina, flute and gotuvadyam
enjoy the status of primary instruments; while others like
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the violin and sirangi are mere accompaniments. Primary
instruments are either performed solo or to the accompani-
ment of other instruments. Eminent violinists give solo
performances on their instruments. The violin on such
occasions attains the status of a primary instrument.

Evolution

Of the stringed, wind and percussion groups of
instruments, the percussion varieties are the oldest. We
come across wind and stringed instruments at somewhat later
stages of human history. Before the highest type of the
percussion group was reached, many forms of wind instru-
ments had come into existence: and like-wise before the
highest type of the wind instrument group was reached,

many forms of stringed %instruments had come into
existence.

The following instruments illustrate roughly thd main
stages of evolution under each group :—

Percussion group : —

(1) Stone-gongs and rude castanets.
(2) Metallic cymbals.
(3) Xylophones.

%

(4) Drums with an open frame e.g., thambattam,
magudam and kanjira.

(5) Pot-drums

(6) Wooder drums (coniesl drums) with skin on
one side,
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(7) Druins with skin on both sides like the dolak and
tavil.

(8) Drums capable of being tuned to a desired pitch as
the mridangam ; such drums have ecomplex drum
heads.

Wind group i—

(1) Horn, kombu, and long musical pipes without
finger-holes.

(2) Gourd pipes.
(8) Reed duleimer ; pan-pipes.
(4) Musical pipes with a few finger-holes.

. (5) Musical pipes of the flute species with 7 or 8
finger-holes.

(6) Musical pipes with mouth-pieces as the
nagasvaram and sanai,

(7) Wind ipstruments with a key board; ex. the
harmonium and the organ. These instruments
are of European origin and are only a few
centuries old.

Stringed group :(—

(Here the plectral varieties precede the bowed
varieties).

(1) Bow-string, pinaka, and the harp.
(2) The primitive lute.
(3) Ektar and tuntind with resonators.
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(4) Tnstruments performed on with a primitive bow
like the Ravana hasta.

‘ (5) Svaramandala.

(6) Vina with movable frets (eka raga mela vina).

(7) Vina with fixed frets e.g., the Rudra vina andjthe
Sarasvati vina (sarva raga mela vina).

(8) Mahanataka vina (gotuvadyam).

(9) Bowed varieties of the advanced type : the violin
and the sarangi.

10. The mechanically plucked or struck varieties

A

and provided with a key-board ; ex. the harpsi-
chord and the piano.

The remote ancestor of the piano, is the sata
tantri vina of ancient times, played by a little

hammer.

detailed study of a musical instrument can be

made under the following heads :—

1.

2.

4.

Its namej} significance if any, attached to the name.

The main head and the sub-head under which it can
be classified.

Polyphonous or Monophonous.
Maiterials used in 1ts manufacture.

Its varieties. The nagasvaram for example, admits
of the two varieties, timiri and bari.
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Its construction and the names of its parts.

7. (@) If a chordophonic instrument, the number of

10.

11.

12.

13.

()

(c)

strings used ; of the strings used, how many are
of metal or of gut or of silken thread wound by
silver coil. The gauge numbers of metallic
strings. The notes to which the strings are tuned.
The strings that are stopped and the strings that
are played as open stirings. If provided with tala
strings and sympathetic strings.

If an ®rophonic instrument, the number of its
finger-holes. If it is a keyed ( ex. clarinet), or a
key-less (ex. Indian flute ) instrument.

If a percussion instrument, the number of drum-
heads, and if the heads are simple or complex.
The dimensions of the drum-heads and if their
piteh can be increased or decreased.

Its compuss.

Technique and styles of play and the technical terms

used in this connection.

Possibilities in speed and limitations in the playing

of gamalkas.

Whether used as a primary instrument or as an
accompaniment or both.

Whether a concert instrument, or one used in temple
musie, martial music or folk music.

Whether practised extensively or cultivated only by

a few.
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14. Places noted for the manufacture of the instrument.

15. 1ts geographical;distribution.

16. 1Its origin and history. The various stages through
which it passed through before reaching the final
form. The names of the early pioneers and the
later specialists in this instrument. The various
works_in which it is referred to.

Orchestra

One of the note-worthy events in the history of Indian
concert music in recent times, is ths development of the
orchestra. Concerts by Indian orchestras have now become
popular throughout India. The possibilities of orehestral
music have however, not yet been fully explored.

Small orchestras in some form or other have been in
existence in India from early times. We hear of the brinda
ganam and wvamsaka brindam in early literature. The
naubat (literally nine performers) stationed in balconies over
the arched gateways of cities, palaces, mansions, mosques and
important mausoleums and tombs and the peria melam (the
Tanjore nagasvaram band) were later developments. It is
recorded that Emperor Akbar, took delight in performing
in the naubat. In all these cases, the instruments merely
repeated the chosen tune or tunes in unison and perhaps
oceasionally doubled them in the octaves. The number of
performers usually ranged from five to twelve.

But the idea of having a certain definite proportion in
the number of stringed and wind instruments with a view
to produce a beautiful, consolidated, pleasing and rich tonal
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volume, at the same time giving an effective and proper re-
presentation to the tone-colour effects of the different instru-
ments is a thing of recent growth. Orchestral music is
absolute music in its purest form. A classical piece like
the Sahana kriti, * Giripai nela’ of Tyagaraja may be heard
respectively from a vocalist, an instrumentalist and an
orchestra. Any rastka will immediately feel the enriched
effect in the last case, on account of the various qualities
of the tone of the different stringed and wind instruments
constituting the orchestra.

Indian musiec is essentially melodic in its character, and
melodic orchestration is therefore the only possibility if the
purity of the raga system is to be preserved intact. There are
compositions which are intended for being performed by
orchestras. Select pieces of the classical composers might
also be chosen and scored for the orchestra. The entire
orchestra is in theory a single instrument and the conductor
is supposed to play on that complex instrument. A piece
rendered by the same orchestra but under the direction of two
different conductors will produce different effects. The
conductor of an orchestra must possess plenty of musical
imagination and a natural feeling for orchiestral colouring.
He must have an accurate laya gnanam and a strong memory )
and be thoroughly familiar with the pieces; performed.
He must possess a keen musical ear and be able to identify the
tone colour of every instrument even while the full orchestra
is performing. Lastly, he must be able to interpret the pieces,
enter into the spirit of the compositions and work out the
ghana, naya effects properly.

A singer takes a certain risk when he gives beforehand

a programme of his concert, and includes in it such pieces as
19 .
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5
Nagumomu ganaleni (Abheri), {)grini telusu konti (Suddha
saveri) and Najivadhara (Bilahari). If by some accident he
catches cold or suffers from sore‘throat on the day of the per-
formance, he will not be able to do justice to pieces teeming
with madhyamakala sahgatis, But in the case of an orchestral
performance, there are no such problems. The performers go
on playing the pieces mentioned in the programme sincerely
and to the best of their ability. The surrounding environ-
ments and the whims and fancies of the listening audience
have only a negligible effect on them.

On account of their strength, orchestral concerts are
bound to have a mass appeal. Even the most difficult com-
positions can be made populur through orchestral renderings.
The senior performers with a good degree of technique and
creative faculty in them can plav alipanas, niraval "and
kalpana svaras and keep to the orthodox kacheheri plan.
The contrast of individual tone colour, the tonal balance and
the harmonious blending of the tone colour of different
instruments, all have a pewerful appeal. Besides, an orchestra
can conveniently accommodate, three or four upa tala vadyas.
The audiencc get an opportunity to know something of the tone .
colour, technique and possibilities of these upa tala vadyas.
To listen to them is both an education and an entertainment.
The upa tala vadyas can rightly find a place even in the
ordinary kachcheri. The seating plan of the performers on
such occasions presents an impressive sight. The presence
of additional rhythmic accompaniments has a healthy
influence on the mridangam player and he acquits himself
much better. A feeling of earnestness and an anxiety to give
their best are noticed in the performers on such oceasions. The
mridangam player instead of being worked right through, gets
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his deserved share of rest on such occasions, The combined
rhythmic harmony and the spicy rhythmical accompaniment
of the upa tala vadyas, while playing individually or
'collecti\./ely produces a delightful effect. Morsing is an
interesting upa tila vadya of the plucked type, and belongs
to the monophonous group. Capable as it is of being
tuned to the adhara sruti of the performer, it always proves
- a successful rhythmic accompaniment.

An orchestra is, in a sense a democratic institution. It
gives opportunities for even second class performers to sit
along with the first class performers and perform. The per-
formers in an orchestra should always be mentally alert.
They should quickly grasp and respond to the directions of
the conductor. The performances of orchestras, which have
no conductors to lead them, will be characterised by lifeless-
ness and a deadly monotony. For orchestras of less than ten
performers, there may not be the necessity for a conduetor.
For large orchestras, a conductor is absolutely necessary,
both for keeping up the precision in rhythm and for remind-
ing the performers of the correct sequence of sangatis,
especially when long pieces like Darini telusukonti ( Suddha
saveri ) and N&jiu&dhﬁra'(Bilahari) are played. Performers
need guidance because they play from memory and not with
music sheets before them. To listen to a Sata vadya
brinda gana will be a rare treat to the ear and an experience

as well.
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CHAPTER IX

TECHNICAL TERMS.

Adi guru, the first teacher who taught music in a syste-
matie form and wrote for this purpose, the graded
musical exercises: svaravali, alankaras, gitas etc.
(refers to Purandara Das).

Aditya, the name of the twelfth chakra in the scheme of
72 melakartas.

Agni, the name of the third chakra in the scheme of
72 melakartas.

Alpatva, a note sparingly used in a raga; (also see under
trayodasa lakshanas.)

Amsa, the note which brings out in bold relief the melodic
entity of the raga ; also referred to as jiva svara and
raga chhdyd svara. A raga may have two or more
AMS3 SVAras. )

Anagata graha, a case where the tala precedes the music.

Antara marga, see under trayodasa lakshanas.

Apanyasa, see under trayodasa lakshanas.

Arohi, see under varna.

Atita graha, a case wherein the music starts before the
commencement ¢ f the tala avarta.

Audava, see under trayodasa lakshanas.

Auduva, refers to the number of notes, five figuring in a
ragaj same as audava.

Avarohi, see under varna.

Bahutva, a note that is frequently used in a raga; (
under trayodasa lakshanas.)

also sec



169

‘Bana, the name of the fifth .chakra in the scheme of
|3 = 72 meiakartas

Blmshangq khanda, the name given to the third section of

: ;u. raganga raga lakshana gita, and which contains the
names of the bhashanga ragas derived from that mela.

Bhava 31q, soul of expression in musie.

Bhayakara, a corrupt form of ubhayakara ; vaggeyakara or
composer.

Brahma, the name of the ninth chakra in the scheme of
72 melakartas.

Chauka varna, a kind of varna (see under varna).

Chhayalaga raga, a raga wherein the trace of another raga
is perceivable occasionally.

Chinna melem, (< erCueri) the group of performers

& figuring in a South Indian dance concert; sadir.

- Chitta svara, a set solfa pasrage in the Luu and intro-
duced as an extra appendage for enriching the beauty
of the eom;osition.

Datu svara 312 =%, a pair of non-contiguous notes 7. e.,

a pair wherein an inteivening note or notes that can
validly occur is deleted ; thus the pairs: (¢)p g (b)) mr
and (¢c) g s sre datu svaras occurring in Sankard
bharana. The number f intervening notes deleted
in a datu svara may vary from l.to 4. The notes con-
stituting a datu svara may be related as samvadi
svaras or anuvadi svaras,

Datu svara prayoga, a phrase containing datu svaras.
All conceivable datu svara prayogas are not admissible
in a raga. Only those which reveal the raga bhava
are used and the rest ignored. In the wviriboni varna
(Bhairavi) the third avarta of the third ettugada svara
begins with & beautiful datu svara prayoga: ns| n gl
rmigpimdipnl]
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Desi sangita, ‘the modern music prevailing-in this land—
terrestrial music as opposed to celestial music.

Disi, the name of the tenth chakra in the scheme of
72 melakartas.

Druva rupaka, a variety of rupaka tala. A composition
iu this time-measure is set only in rapaka tila, but at
the commencemeni of each section of the ecomposi-
tion, therefare two drutas and two laghus followed by
the usual rlpaka tala dvartas ; ex. the gita Areyanaka
(Nita raga).

Dvi-anya svara bhashanga raga, a bhashanga raga with
two foreign notes ; ex, Hindusthan Behag.

Eduppu (#@2y), the equivalent of graha in Tamil; the
starting point of music in the tala avarta.

Ekanya svara bhashanga raga, a bhashanga raga with
one foreign note ; ex. Kambhoji.

Ettugada svaras, the solfa passages figuring in the latter
part of a varna. The concluding note of an ettugada
svara passage is usually a hrasva svara; dirgha svaras
and junta svaras will not he appropriste concluding
svaras in sucli cases.

Figure, svara-group of a definite pattern,

Gana gita, the music which is the contribution of composers
or viggeyakiras. This is arf music.

Gana-krama, the order in which the constituent angas of &
musical form should be sung.

Gandharva gita, the music which developed spontaneously
i. e., through anddi sampradaya (oysr & oz 97 srui).
This is older than gina gita.

Gayaka, a singer; voealist,

Ghana panchaka, the traditional five ghana ragas:—

Nita, Gaula, Arvabhi, Sriraga and Varali,
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P

.Graha, the starting-point or the eduppu (¢ &) of the music
in the avarta.

Graha, the note on which a raga commences; one of the

" thirteen lakshanas of a raga (also see under trayodasa
lakshanas.)

Heptatonic scale, sams as sampiirna raga ( having all the
seven notes.)

Hexa tonic scale, same as shidava raga (‘having six
notes ).

Indu, the name of the first chakra in the scheme of 72
melakartas.

Jiva svara, a note which reveals the individuality of g
raga. Such notes may or may not be nyfisa svaras.
In bhashanga ragas even anya svaras may be jiva
svaras ex Saranga: (same as amsa svara and riga
chhaya svara).

Kalahastisa Pancharatna, a set of five kritis in Telugn in
praise of Sri Kilahastisa, by Vina Kuppayyar.
Kalpayishyamana melakarta, sec under kalpita mela-

karta.

Kalpita melakartas, the name suggested by Venkatamakhi
for the 19 melas (out of his 72) which were already in
vogue and well-known. The remaining 53 melakartas
were grouped under : Kalpyamina-— in the process of
making i.e., becoming popular and Kalpayishya-
mana—to be made hereafter i.c., to hecome popular
at some future date.

Kalpita sangita, music already made ; refers to the compo-
sitions of viggeyakiras, as opposed to manodharma
sangita, which is music created estempore. .

Kalpyamana melakarta, see under kalpita melakarta.
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Karnatalm aangxta p;ta malm. tbe founaer' of Kama:tm

music; refers to Puiandara Das. :

Kltaplyadl Sankhva, gz i¥aey — the formula which
helps us to find the sevial number of a mela.kam
when its name - given. Onee the serial number is
found, it is easy to give its lakshans. The formula
is summed up in the phrases: kadmavd Ha,
tadingva TFH, znbdzpancha qiRq=,  yadyashta
IIaE. :

Kelikkai, a dance concert.

Koluppittal @sreariifsse, see under konugol.

Konugol, the name given to the art of reciting jatis in

- conformity to a tala in a musical manner.
Konuppittal (Csregiinlsse) or Koluppittal
(@sreriSsse)) is the practical art of reciting the
-jatis in the manner mentioned above.
: Konuppittal see under konugol.

Kovur Pancharatna, the 5 Iritis composed by Tyagaraja in
praise of Sundaresvara Swamy of Kovur. They are:
Sambho Mahadeva (Pantuvarili), I vasudha nivanti
(8Sahdna ), Kori sevimpa rare ( Kbaraharapriya ),
Sundaresvaruni (Sankaribharanam) and Nammi
vachchina (Kalysni).

Kvachit prayoga, a note or a phrase sparingly used in a
ragt — opposite of bahula prayoga.

Laukika ganam (Sifmmaa), seeular music.

Madhyamakala #wass or Tana am ( also called
ghanam) is a branch of creative music. In this style
of raga development, the music is measurad though
not into so many clear-ent avartas.

Madhyamakala sahitya qAaEREAnRT

— the portign of
8 kriti in madhyamakala.
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Mandra, see under trayodasa lakshanas.
Manodharra sangita, garssag — Creative music.

Musie that is performed in a concert is of two kinds :—

(1) The performer sings or plays the musical compo-.
sitions of great compc:ers i e, he reproduces musie
whieh has already been created or composed.

(2) The performer singz cor plays extempore musie
—the mucic being the offhand creation of his own
fertile imagination.

The latter is termed manodhurma sangita or creative
musie and is of five kinds-—
(a) Riga alapana, (b) Madhyamakila or tana,
(¢) Pallavi, (7) Svara kalpana and (¢) Niraval.
Composing musical compositions is no doubt creative
musie, but here the composer has unlimited time at
his disposal and is able to exercise a good deal of
thought, judgment, attention and skill in perfecting
them. In the instances of creative music cited
ahove, the music sung is erfcmpore and simply
flows spontaneously.
Marga sangita, the name given ‘o ancient music and
’ whieh is said to exist in Heaven : celestial music.
Matu, (979 ) the silitya or the words of a musical com-
position.

The matu may consist of :—

(1) The ordinary spoken words, as in the case of
the sihitya of a kriti, padam or javali.

(2) The svara-letters sa ri ga ma pa dha ng
interspersed with ordinary words as in a tillana.

(3) The tala-solfa syllables or jatis like taka-tari-
kit nGka-tom-janu etc. as in tillanas and

kaivara prabandhas.
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 (4) Phrases like a iya, ti iya, a iyam, vi iya ss in
- As a rule for every musical composition there is a
mitu. But compositions like the jatisvaram have
no mitu.
Misra raga, same as sankirna raga.

‘Muktayi svara, the solfa passage tha® occurs after the
anupallavi in tina varnas.

Musical fact. Any phenomenon or truth relating to musie.
That there are only seven svaras is a musical faet; that
when a note and its octave or its fifth are sounded
together, a concordant effect is p;oducéd, is a musical
fact ; that the vibration values of the notes, shadja and
panchama bear the ratio 2 : 3 is a musieal fact; that
the fifth harmonie, antara gindhara is heard from a
well-tuned tambura is a musical fact.
«=Muttamil, (@845 ), the three branches of Tamil learning :
literature, music and drama ( Que, P+, s1os6 )-
~Naubat, the band of players that sit on the elevations over
the arched gateways of palaces, mausoleums and tombs
and perform.

Navagraha kirtanas, a set of kirtanas on the Planets by
the composer, Muthuswami Dikshitar.

Navarasa, the nine kinds of feeling (emotion) :— sringédra
(love), hasya (langhter), karuna (pathos), raudra (anger),
vira (heroism), bhayinaka (fear), bibhatsa (disgust),
adbhuta (surprise), and santa (patience). Bhaktj
(devotion) is regarded as the tenth rasa.

Navaratna malika, literally a garland of nine gems; the
name given to the nine kritis composed by Syama Sastri

in praise of the presiding Deity of Madura temple:
Sri Minakshi.
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Navavarana kirtanas, a group of nine kirtanas in praise
of Devi by Muthuswamy Dikshitar. There are three
sets of these : Kamalamba navivaranam, Abhayamba
navavaranam and Siva navavaranam.

Netra, the name of ti.e second chakra in the scheme of 79
melakartas,

Nyasa, the note on which a raga ora phrase ends: (also see
under trayodasa lakshanas).

Pada jati varna, a kind of varna (see under varna).

Pada varna, a kind of varna ( see under varna).

Paddhati, ggi—Frocedure or metbod; ex. riga alipana
paddhati. :

Pan (ue# ), the equivalent of raga in ancient Tamil music;
also a song or tune.

Panchalinga sthala kritis, a set of five Lkritis in Sanskrit
by Muthuswamy Dikshitar in praise of the five Lingas:
Pritivi (Conjeevaram), Appu (Tiruvinaikkival), Teyu,
(Tiruvannimalai), “iyu (Kalabasti) and Akasa
(Chidambaram).

Pancharatna, literally five gems: refers to the famous five
compositions of Tyagaraja in the ghana ragas:—
Nata: (Jagadhinandakiraka), Gaula: (Dudukugala),
Arabbi : (Sadhinchene), Sriraga : (Endaro mahianubhi-
vulu) and Varali : (Kanakana ruchira).

Panniyam ( ez esio ¢ )y a shidava raga in ancient Tamil
musie. s

Patam qizs, jatis or tila mnewonics; tala solfa syllables.

Patantaram, repertoire.

Penta tonic scale, same as audava raga.

Periya melam (Gu#@u Querd), the nagasvaram set, con-
sisting of the jlayers of the nigasvaram, ottu (drone),
tavil (drum) and eymbals.
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Pidippu (Jguy) ﬁi‘gﬁg—Tbe name given to the more pro-
minent sancharas or raga ranjaka combinations of a
ré.ga. and which bring out its svartpa or identity ;
catches ; ealled pakad in Hindusthani music.

Prati madhyama karta, & melakarta taking the prati
madhyams or F sharp.

Prayoga malit—sanchira @9R: combination.

Purva mela, same as ptirva melakarta ( see below).

Purva melakarta, a melakarta belonging to the plirva half
or the first half of the scheme ‘of 72 melas; f.e., a
suddha madhyama karta. ;

Purva prasiddha meclas, the 19 or 20 wellknown melas
cwrent before the time of Venkatamakhi and referred
to by seholais as such.

Quadra tonic scale, same as svarantara riga.

Raga chhaya svara, same as amsa svara or jiva svara.

Ragamalika, a composition wherein the sections are in
different ragas, the tala being constant t..roughout.

Ragamalika kirtana, a composition of the kirtans form
wherein the seetions are in Jdifferent ragas ¢. q.,
Fnakkun iru  padam (ewéss Qa wsé ) of

Arunichala Kavivayar and Jaye Joya Gokula Pala

of Narayana Tirtha.

Ragamalika varna, » composition of the varna form with

the sections in different ragas e. g., the Naveraga
maltka varna and the Dinaragcmalika varna.
Ragana (¥ ) Matya tala, a tals which has the following
constituent angas : gurn, laghu and guru 7. e, 8]8;
an dvarta of this tala consistzs of 90 aksharakalas.
The ordinary Matya tala consists of IO |

. : : and an
avarta of this tala consists of 10 aksharakilas.
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Raga tala malika, a composition wherein each section is
composed in a separate raga and a separate tala.
Rasika, a cultured person: one who is able to genuinely
enjoy and appreciate good music; a person wlth an

accredited, refined and critical taste.

Resting note, a iote on which one "can rest or repose and
around which, one can {develop an ilapana. Every
resting note is a nydsa svara, but every nyasa svara
need not neaessarily be a resting note.

Rishi, the name of the seventh chakra in the scheme of 72

melakartas.

Rudra, the name of tha eleventh chakra in the scheme of 72
melakartas.

Rutu, the name of the sisth chakra in the scheme of 72
melakartas.

Salaga raga, same as chhayilaga raga.

Salanka raga, same as chhayilaga raga.

Sama graha, a case wherein the music and the tala begin
simultaneously.

Samvadi, cxact consonance; (also sce under vadi).

Sanchari, see under varna.

Sangati, a technical beauty met with in the kriti and a few
other types of compositions. It is the name given to
the variations developed, or built on a musical theme,
step by step.

Sankirna raga, a mixed ragat. ¢, a raga wherein traces
of other ragas are seen in a pronounced manner.

Sankrama raga, same as sankirna raga.

Sanyasa, one of the trayodasa lakshanas.

Sarva laghu, literally, laghu all through ; ; counting by sarva
laghu means, measuring time in an even manner te.,
reckoning b\' mere aksharakilas instead of reckonlng
by its constituent angas.

23
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Sata raga ratna malika, a garland of 100 kirtanas in
Telugu, in 100 different ragas by Tyagaraja.

Shadava, one of the trayodasa lakshanas.

Shodasangas, the 16 angas beginning with the anudrutam
(duration, one aksharakila) and ending with the
kakapadam (duration: sixteen aksharakalas).

Solfa passage, a musical passage which has no sahitya and
which is sung with the svara letters.

Solkattu (@sre.s ®), jatis; tala solfa syllables.

Solkattu svara (@srevs ® evarri), s passage of ohitta
svara interspersed with jatis and figuring in some
kritis; it is an additional appendage introduced to
enrich the beauty of a composition. The ganakrama
of this technical beauty ean be like that of a gvara
sahitya i. ¢, the passage with the jatis may be sung
after the charana, and the dhatu part alone may be

sung through the medium of solfa letters at the end
the anupallavi.

Sthayi, see under varna,.

Suddha madhyama karta, a melakarts taking the suddha
madhyama,

Suddha raga, a pure raga, i.c., unalloyed by tho presence
of traces of other ragas.

Sutra khanda, the name given to the first section of a
riginga riga lakshana fgita, and wherein the svaras
figuring in the raganga raga are given in the form
of mnemonies.

Svarakshara, a literary as well as a musical beauty met
with in kritis, varnas, padas and javalis. A svarakshara
passage is one wherein the solfa letters figure in the
whole or part of a sahitya and the particular passage
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is sung to the music signifiead by those letters. In
such s passage therefore, the svaras and the corres-
ponding sihitya letters happen to he exactly identical.

Svara sahitya, @ @ifgsg— A technical beauty figuring in
the kriti composition and wherein the chitta svara
passage is adorned with an appropriate sihitya.

Svayambhu svaras, over-tones or upper partials.

Symmetrical raga, a non-valua raga which takes the same
number and kind of notes in both its drohana and
avarohana. The symmetry can easily be perceived in
the arohana - avarohana graphs of these ragas.

Tala malika, a composition wherein the secttons are in
different talas or time-measures, the raga being con-
stant throughout.

Tara, one of the trayodasa lakshanas.

Tattakara ( 5685750 ), the name given to a passage of
tala mnemonies or jatis, illustrating a particular tala.
There are standard tattakiras for almost all the
time-measures used in sacred and secular music.

Tiram ( §pb ), & janya raga; also an audava raga in ancient
Tamil musie.

Tirattiram ( 5058 »® ), 2 svarintara raga in ancient Tamil
musie.

Tiruvottiyur Pancharatna, the five kritis composed by
Tyagaraja in praise of Sri Tripurasundari Amman of
Tiruvottiyur; they are: -

Sundari ni divya rigpamunn  — Kalyani.
Darint lelusukont: — Suddha siveri.
Sundart nannindarilo — Begada.
Sundart ninnu varnimpa — Arahhi.

Kannatalli ninnuy — Savert.
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Trayodasa lakshanas, the thirteen characteristics of a
raga, mentioned in the Sanskrit works on musie and
which established its svartipa or melodie entity :—
Graha, the note on which the raga commenced ; amsa,
the note which revealed the melodic entity or the
svariipa of the raga : also called the jiva cvara (soul of
theraga); nydsa, the note on which the raga was
concluded ; mandra and tdra, the lowest and the
highest notes respectively, beyond which the raga
sanchiras should not estend; alpafva, the note that
was used sparingly in the raga; bahutva, the note
that was wused frequently in the raga; apanyasa,
vinyasa and sanyasa, the ending notes of inter-
mediate phrases in the course of the riga dlipana;
shadava, constituted of 6 notes: audava, constitu-
ted of 5 notes; antara marga, the introduction of a
note or ehhayi, not belonging to the riga.

Tri-anya svara bhashanga raga, a bhashinga raga with
three foreign notes : ex. Hindustan Kafi.

Ubhayakara or bhayakara, dhatu-matu kira i.e., one who
has the ability to compose music and also set a
suitable sahitya to it: composer or viggeyakira.

Upanga khanda, the name given to the second seciion of
a riganga riga lakshana gita, and wherein the upinga
ragas derived from that mela are enumerated.

Uttara mela, same as uttara melakarta (see below).

Uttara melakarta, » melakarta belonging to the uttara
half or the second half of the 72 melakartas, ¢. e, a
prati madhyama karta.

Vadi, samvadi, anuvadi and vivadi.

Svaras are divided into four classes :—
Vadi, samyadi, anuvidi and vivadi.
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Vadi, is the principal or the predominant note of a
raga. The vadi svara is compared to a king.
This royal or regnant note is sounded several

times in a raga.

Samwvadi svaras are those between which there are
eight or twelve srutis In other words, if two
notes are related as shadja and panchama, or as
shadja and suddha madhyama, they are called
samvadi svaras. Sarmvaditva means the conso-
nance of the fifth or the fourth. The samvadi
svara is like a minister to the king vadi.

Shadja and Panchama, Shadja and Suddha Madh-
yama, Suddha Rishabha and Suddha Dhaivata,
guddha Gandhira and Suddha Nishada, Sadharana
Gandhara and Kaisiki Nishida, Antara Gan-
dhara and Kakali Nishada, Suddha Rishabha and
Prati Madhyama are samvadi svaras.

T"ivadi, if between two svaras, there is only one
sruti, these two notes are said to be vivadi to one
another : the vivadi note is like the enemy.

Anuvadi, svaras which are neither vadi, samvadi
nor vivadi are called anuvadi. The apnuvadi
svara is compared toa servant ; compared to the
samvadi svara, the anuvadi svara relatively speak-
ing, is somewhat less consonant.

Thus ‘ the sonant or the speaking note is the
vadi. The consonaunt note is the samvadi.
The note whieh clashes with it and produces
a discordant effect is the vivadi or the
dissonant note. The note which inrceases
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the beauty of the raga is the anuvadi or the
asgonant: note.’

Thus from the point of view of the interval
relationships of notes,"svaras have been classi-
fied into:— vidi, samviddi, anuvadi and
vividi. The simultaneous sounding of sam-
vadi svaras ( consonant notes or intervals)
results in a pleasant effect ; the simultaneous
sounding of vividi svaras (dissonant notes or
intervals ) results in a repulsive effect; the
simul taneous sounding of anuvadi svaras
results in an effect which is intermediate
between these twoj; i.e., neither wholly
pleasant nor wholly repulsive. These are
fundamental musical truths and hold good
in all systems of music.

Vaidika ganam ( ¥%m ey ) sacred music.

Varik, shake or kampita; shake of the interval and not

merely the tremolo of a svara sthina.

Varik style, s style of playing wherein the notes are seldom
sounded pure and wherein one gets the aural
impression of a series of musical curves.

Varna, the mode of singing (ganakriya) and is of four

kinds : — sthiyi, arohi, avarohi and sanchari.

Varna, an art musical form belonging to the sphere of
abhyasa gana. Varnas are of two kinds:— tina
varna and pada varna. In the former, the tempo is
madhyamakila and in the latter, chauks kila. For this
reason, pada varnas are also called as chauka varnas.
There are some chauka varnas by great composers
wherein sihitya is found only for the pallavi, anu-
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pallavi and charana, after the model of a tana varna—
the remaining sections being sung as solfa passages.
But a padavarna has always sahitya for the entire
piece.

Pada jati varna is a pada varna wherein we come
across jatis in some portions.

Vasu, the name of the eighth chakra in the scheme of 72
melakartas.

Veda, the name of the fourth chakra in the scheme of 72
melakartas.

Venkatesa Pancharatna, a set of five kritis in Telugu, in
praise of Sri Venkatesvara, by Vina Kuppayyar.
Vijaya Raghava Pancharatna, a set of five padas in
Telugu composed by Kshetrajna in honour of Vijaya
Raghava Naik of Tanjore, one of the royal patrons

of the seventeenth century.

Viloma krama, reverse order.

Vinyasa, one of the trayodasa lakshanas.

Virama, a synonym for the anudruta.

Visesha sanchara, a2 musical phrase, which is not in
accordance ~ith the arohana and avarohana krama of
the raga but which nevertheless comes in, for the sake
of enriching its beauty.

Visranti fazifa, a period of rest or silence in a musical
composiiion.

Vivadi, an inimical note ; also see under vadi. In Hindu-
sthani musie, the term vivadi svara is used in the
sense of varja svara f.¢., a note eschewed in"the raga.

Vuesi (é5), visarjitam.

Anuvadi, see under vadi.
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" Gramophore and the Radio, two of tie boons of modern
science, to humanity. Through the gramophone one
is able to listen to a piece of recorded music, any
number of times and through the Radio, one is able to
listen to music performed thousands of miles away.

Gramophone recording is a complicated process. At
one end of the recording apparatus is a microphcne
which picks up the music perforimmed in the chamber
and at the other end of the apparatus is the needle
which records the music as a series of wavy lines on
a revolving disc of wax. From this waxy dise, nega-
tives are taken and from these, the gramophone
records are made.

Some of the best specimens of world’s classical musiec
and folk music have been recorded on the gramo-
phone. Long after the demise of an illustrious
performer, one can still feast his ears with the
recorded music of that performer. Group kritis and
long compositions like the 72 Melaraga malika of
Maha Vaidyanatha Iyer can be recorded and made
available to music lovers through sets of records.
Some of the priceless musical legacies can thus be
preserved for posterity. One can delight himself with
gramophone music on mountain tops, in places where
electricity is not available and in dead spotsie.,
places where the Radio music cannot be heard.
A certain amount of self-education in music is also
possible through the gramophone. Thus in addition
td® entertainment, the uses of the gramophone are
mainfold. .

In Radio Broadcasting Stations, musicians perform in
sound-proof studios. The music performed in front of
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the microphone is transmitted and broadeast. Every
Radio Station has its own wavelength or wavelengths
for its broadecasts and by tuning the receiving set to
the particular wavelength, one is able to listen to the
programme from the concerned station.

Echoes, reflected sounds. When sound waves strike a

smooth, fixed and plane surface, they are reflected.
If the echoes are to be cudille, the person speaking or
singing should be at a place sufficiently far away from
the reflecting surface. lichoes can be heard in temple
corridors, hill sides and in the neighbourhood of big
walls. The phenomencn of clock-tower music being
keard as janta svaras from particular places in the
neighbourhood, is due to the fact that at those parti-
cular spots the person first listens to the direct sound
emanating from the clock-tower bells and immediately
afterwards, the same sounds reflected from a neigh-
bouring wall or building ; (one can experience this
phenomenon by standing near the Senate House,
Madras). In big concert halls, echoes are pereeptible
and in such cases, the defect can be rectified by cover-
ing the offending walls or surfaces with some sound-
absorbent material.

Harmonics.— When a stretched string fastened at both ends

b1

is made to vibrate, it first vibrates in its entire length ;
then in two segments : then in three -segments: then
in four and so on. As a vesult we hear certain sounds
in rapid succession superposed upon the prineipal
sound. The lowest note ., the note produced by
the vibration of the whole length of the string is the
Joudest and is called the fundamental or prime tone :
the others are called over-tones, upper partial tones
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or harmonics. A nbte not accompanied by its harmo-
nics is always thin and poor. In sanskrit, harmonics
are called anuranandtmake dhvani: FgOTHSAM:
Somanatha in his Raga vibodha calls harmonies as
svayambhu @I svaras. '
Mute, the metal clamp that is placed over the bridge in the
violin.. The mute grips the bridge. As a consequence
_of the bridge being gripped and loaded, not only isthe
_intensity of the sound reduced, but a new quality
is imparted to the tone, emanating from the violin.

Range of audible frequency, the maximum and mini-
mum limits of pitch beyond which it is not possible
for human ears to hear. In absolute pich, this
compass extends from a note of about 16 vibrations
per second to a note of about 20,000 vibrations per
second 7.e., over a range of eleven sthayis.

Resonance, reinforcement of sound. The phenomenon of
resonance is of great importance in the construction
of musical instruments and in the production of the
tone of the human voice. Musical boxes or resonance
boxes in stringed instruments, and the pipe or tube
in wind instruments are devices to reinforee the
gonerated sound. Without these resonators, the musie
_emanating from the strings or the mouth-pieces will
be feeble.

Sangita Mahal, concert hall; kachcheri mantapam.

In an ideal concert hall, the music is audible at gl] parts
of the hall ; even very fast music is heard with clear-
ness ; the tone colour of the several instruments is
heard in all purity; there is suflicient reverberation ;
there are no echoes. In an acoustically good hall
(srsie® 60 s Quords @arer webi ) there is
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no need for the singer to erert and he feels it &
pleasant thing to perform therein. In such halls, the
requisite musical atmosphere is created soon after the
commencement of a concert. The whole atmosphere
hecomes saturated with musical sounds. Concert halls
should be sound-proof, so as to ensure freedom from
extraneous noise or be situated away from the road-
side to ensure calm and undisturbed listening.
Concert halls are wusually rectangular shaped.
The Gewandhaus in Leipzig, Germany is a world-
famous coneert hall and it is a pride and & privilege
. for any musician to perform there.

Sound-post, the tiny little cylindrieal piece of wood
seen inside the violin, connecting the table and the
back. It not only supports the right foot of the bridge,
but also transmits the vibrations to the back. The top
and the bottom of the sound-post should be respectively
shaped to the arching of the belly and the back, so as
to ensure perfect contact.

Sympathetic vibration, a phenomenon noticed in the case
of columns of air, strings or other objects, under the
influence of a source of sound. If a string is set in
vibration, it will cause any other string to vibrate,
provided this other string is in close proximity and is
tuned to the identieal pitch of the generating string or
to any one of its upper partials. It is wellknown that
when ono of the sirani strings of a tambura is plucked
the other sarani string automatically vibrates. The
phenomenon of sympathetic vibration has been taken
advantage of in instruments like the gotuviadyam and
the sarangi and the subsidiary notes emanating from
the sympathetic strings add a richness to the musie.
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CHAPTER X

Description of Ragas.

Note.—In this chapter, lakshanas of 15 select ragas
are given. The ragas are presented in the order of the
melakartas. It is possible to describe each raga in terms of
its precise srutis ; but in conformity with the usual practice,
the svarasthanas alone are mentioned for each raga. To
enable the reader to form a fuller idea, a few prominent
compositions are cited as examples under each raga. The
sancharas given here are to be sung in slow time.

1. Todi @if

The eighth mela raga; second mela in the Netra (2nd)
chakra ( Netra-Sri ) : came to be called Hanumatodi for the
sake of the katapayidi formula. A mela claiming a large
number of janya ragas.

Arohana :— srgmpdns
Avarohana :— snd pmegrs

. Note.—The panchama varja shidavaraga (srgmdn s
sndmgrs) under this mela is known as Suddha todi-
The wellknown Ramiyana gita, Arere Dasaratha raja in
Dhruva tala is composed in Suddha todi.

Besides Shadja and Panchama, this raga takes the
Suddha Rishabha, Sidhirana Gandhara, Suddha Madhyama,
Suddha Dhaivata and Kaisiki Nishida.

Samplirna raga; a raga with a symmoatrier]l pair of
tetrachords, the tetrachords heinz saparated by the interval of
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a major tone ; go, mc and dha are the raga chhiya svaras;
ma, pa and n! are nydsa svaras. Janta svara combinations

likeggmmdd, mmddnn, ddnn ssand ditu svara

prayogas like ngrndnrndm, gmndmGr Sare
prominent. Panchama varja prayogas add beauty to the raga ;

dnsD and rsD are visesha prayogas. Sarva svara
gamaka varika rakti raga. One of the major ragas; well
distributed. Slokas, padvas and viruttams can be sung in
this raga. All great composers and minor composers of note
have composed in this raga. All types of compositions are
represented in this raga. A raga atfording scope for elabo-
rate Alapana. The tune called Mattakokilam is in this raga.
Compositions in this raga begin on the

Used in operas.
Can be sung at all times.

notes : sa, gu, ma, pa, dha and ni.
Todi Sitaramayya, a brilliant musician, is said to hive sung

this raga for eight days.

Venkatamakhi’s statement that Todi is an auttara raga
(i.e., came from the north) cannot be justified. Todi is one
of the scales obtained by the process of modal shift of
tonic to the primordial seale of Indian music 2nd the suddha
mela of ancient Tamil musie. The Sangito KRatnalkara

mentions this raga.

Sanchara;—

dnS-S:.r,an—dnﬁl'-x;S, ;ndpm—pdnstr
S‘s.nD-—dnér-'c 5 x-':.sr.n-»d nz-n"gmGr rS—snd

P-—GmP——dndP—«pmGrrS—-—sr_t!),c:lr.lerIt
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Some prominent compositions.

Type of

compo-  Pegimiine qm. NEERLe
sition.
Svarajati Rave Himagiri Adi  Syama Sastri.
Varna Kanakangi Ata  Pallavi Gopalayyar.
75 Eranapai Adi Patnam Subrahmanya
Iyer.
Kritt  Koluvamaregada Adi  Tyagaraja.
w  Kaddanavariki » "
o Chesinadella " "
. Dasarathe - 5
5 Endudaginado Chipu v
' Tappi bratiki Rupaka "
" Ninnu vina sukhamu ,, 5
§s Enduku daya Triputa .
" Emi jesite nemt " _
" Kamalambike Rupaka Muttuswami Dikshitar.
1 Ninne namminanu Chapu Syama Sastri.
" Amba nadu Adi  Pallavi Gopalayyar.
" Amba nannu ' Anayya
. Emant pogrdudu . Garbhapuri.
w  SriVenkateswaram Rupaka Ramnad Srinivasa
Iyengar.

" Gajanana anuchu —

sy

2. Mayamalavagaula #™HISTIRE.

15th melakarta raga ; 3rd raga in the ITI (.1gni) chakra;
(Agni-go). Mailavagaula was the original name of the raga.
Maya was prefixed to the raga name, after the advent of the
scheme of 72 melas; this was done inorder to obtain by the
application of the katapayadi formula, the number 15.
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Arohana : — srgm p dns
Avarohana :— snd pmgrs

Besides Shadja and Panchana the notes taken are:—
Suddbha Rishabha, Antara Gandhara, Suddha Madhyama,
Suddha Dhaivata and Kakali Nishada.

Samplirna raga j sarva svara gamaka varika rakti raga.
A janaka - raga claiming a large number of janya ragas.
A mela raga with a pair of symmetrical tetrachords — the
tetrachords being separated by the intervil of a major tone;
ga and 7 are jiva svaras; ga and pa are resting notes.
Fairly distributed ; can be sung at all times. A raga free
from all doshas. Compositions in this raga begin on the
notes, sa, gu, dhu and ni. The raga is of a soft and soothing
nature. One of the old ragas and is mentioned in the Sangita
Ratnakara. This raga corresponds to the Bhairava raga of

Hindusthani music.

This is the raga in which all students of Karnatic music

are taught their preliminary svaia exercises. Svarasthanas

with dual names are absent here. The only other mela
wherein svarasthinas with dual names do not come in is

Kamavardhani. There is only a semi-tonal difference

between the two notes of each of the four pairs: sr, g m,
pd, ns and the two notes of each pair are played on

contiguous svarasthanas on the vina. Further this raga

admits of janta svara and datu svara prayogas in quick time

and slow time: achala svaras and kampita svarass also

figure herein.
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Sanch&ra:_

srgmpdné—gmpdnsln'-s'u;n'dpdn$~—
sndnargrG—mgrS—sndPmG—gmpdn
;}'sndegrS—s.n.d'ner i

Some prominent compositions,

Lakshhana
gita
Kritt: Merusamana Madhyadi Tyagarija.
w  Tulust dalamulache Rupaka

w  Vidulaku mrokkeda Adi

} Ravikotiteja Matya —

"

.

w  Srinathadi Adi Muttuswamy
Dikshitar.

. Mayatita svaruping Rupaka Ponnayya.

,, Devadt Deva . Mysore Sadasiva

Rao.
3. Chakravakam =mRaEd

16th melakarta raga; 4th raga in the 11I (dgni) chakra ;
(Agni-bhu) )

Arohana :— srgmpdn s

" Avarohana :— snd PmMmgrs

Besides Shadja and Panchama, the notes taken are:
Suddha Rishabha, Antara Gandhira, Suddha Madhyaina,
Chatussruti Dhaivats and Kaisiki Nishida.
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Samipiirna raga ; sarva svara gamaka varika rakti raga;
ri and ni are the jiva svaras; g m R s is a visesha
sanchira ; i and pa are nyasa svaras. Fairly distributed.
Compositions in this raga commence on the notes sa, ga and
pa. Can be sung at all times, Tyagaraja brought this raga
to prominence. Vegavahini, a janya raga derived from
this mela, figures as the 16th mela in the obsolete nomencla-
ture for the 72 melas, under the name, T'oyavegavahini.

The illustrious singer of the last century, Maha
Vaidyanitha Iyer got his title, Muhi by singing this raga
in his 192th year, before an assembly of sangita vidvins.

Sanchara: .

srgmPm—gmRs-sndnsrGr—gm Pm—

gmpdnt-s.r‘S—.snan—fd nerr-ngs—
.Sn.s'r.sndl’mr—gmpdn.sAr.snde—gmpdnd

Pm—gmRs—snersn_tinP%dnern

Some prominent COm.0silions :

Varna: Jalajakshi Adi Patnam Subrahmanya
Iyer.
Kriti: Sugunamule Riupaka Tyagaraja. v
,, Btulabrotuvo Triputa '
w  Inkddoya Adi Patnam Subrabhmanys
Iyer
. Ftulavrasi Triputa  Patnam Subrahmanya
] Iyer.
. Ni manaving Rapaka  Karur Devudu Iyer.

. Yudukula ti/oka  Adi "
Nive palinchara  Ripaka  Karigiri Rao.

Tiruppugazh: Apakara Jhampa Arunagirinather.
{Chaturasra.)

%
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4. Bhairavi 3

Janya raga: derived from the 20th melakarta - Nata-
bhairavi.

Arohana :— srgmp dns

Avarohana:-— sndpmgrs

N.B.- The Dhaivata in the archana is Chatussruti
Dhaivata. A janya riga with a Arama sampurna arohana
and avarohana; and a raga wherein the accidental note is
incorporated in the scale itself.

Besides Shadja and Panchama, the notes taken are:
Chatussruti Rishabha, Sadhirana Gindhara, Suddha Madh-
vama, Suddha Dhaivata, Chatussruti Dhaivata and Kaisiki
Nishada.

Ekanya-svara bhishanga raga; the only accidental note

Chatussruti Dbaivata, occurs inthe combinations pdn S;
pdn sR ,pdnduS anisndn S, Occasionally the

phrase p d n s N rendered in madbyamakila, takes the
suddha dhaivata. In the combination pd nd p, both the
dha notes are suddha. Usually in bhishanga ragas, anya
svaras are not ny@sa svaras ; but Bhairavi is an exception.
Even here it oceurs only as a hrasva nyisa—P d N d,
dnsrsNd, rNd

Most of the compositions begin on the nishida svara and
a few on the rishabha or dhaivata ; i, ga, mu and nf are the
riga chhiayd svaras j ri, m, pa, ni and chatussruti dha are
nyasa svaras; g, ma and #é are kampita svarasr s rm Gr g
is a visesha prayoga. ’
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Janta svara pra./yogss like rr g g mm g g and ditu
svara prayogas likengrg sr, nrsrnS, prSndP,
mndP, m pGr s are prominent. Sarva svara gamaka
varika rakti raga ;—the best of the rakti ragas. An evening
raga according to some scholars ; but can be sung at all times.
One of the major ragas; well distributed. Slokas, padyams
and viruttams can be sung in this raga All great compo-
sers and minor composers of note have composed in this raga.
All types of musical compositions are represented in this raga.
A major raga admitting of elaborate scope for ilipana. Used
in operas. This raga corresponds to the Tamil pan
Kaustkam.

History: Centuries back this raga was an upinga raga.
The use of the Chatussruti Dhaivata in the arohana-krama
combinations was gradually acquiesced in by scholars and
by the time of Venkatamakhi, it became a regular bhishinga
raga. This is one of the old ragas and is the Tth of the
nineteen prasiddha (prominent) melas mentioned by old
scholars. This raga is mentioned in the Sungita Ratnikara,
Sangita Makaranda and Sangita Samayasira.

Sanchira:—

rgmp *dnSsn “D—*dnsrsrsN *d—ns
rsR—rgmGrSN “d nsngrgsr—nsnrsr
nS—pdpdpM—pRSrndP—pmNdP-mnd
PmpGrn—-rgmpdpGrSmrgmGrsl.\l*l_)——fu
rsR—P *dnsrSi
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Some prominent compositions,

Gita: Sri Rama Dhruva . -
Svarajati: Kamakshi Chapu  Syama Sastri.
Varna: Viriboni Ata Pachchimiriyam
Adiyappiah.
Kriti; Koluvaiyunnide Adi Tyiagaraja.
# Chetulara 4 »
Sri Raghivara " .
. Upacharamulanu 5 -
. Raksha bettare ' 5
. Tanayunt brova - .
' Upacharamu Riipaka '
" Tanayande Chéapu 5
(Nauka Charitram.) .
o Chintaya ma Rupaka Muttuswamy
Dikshitar.
o Balagopala Adi o
" " Maha Tripura Riupaka Pallavi Gopalayyar.
" Ni padamule Adi Patnam Subrah-
manya Iyer.
" Iica nannu brova " Pallavi Seshayyar.
" Sri Parthasaradhe Khanda- Mvsore Sadasiva
Triputa Rao.
" Arukku ) Chapu  Gopalakrishna
Bhirati.
" Tuli seydidu Ripaks Ramaswamy Sivan.
end
Ash‘apadi: Srita kamali Triputa Jayadeva.
Tarangam : Jaya jaya Riipaka Nirayana Tirtha.
gokulapala
- Govinda ghataya Thampa .
Padam : Mundati Triputa Kshetrajna.
- Velavare Adi Ghanam

Krishnayyar.
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5. Kharahaxabriya T

22nd Melakarta raga ; 4th raga in the IV (Veda) chakra.
(Veda-bhu).

Arohana :— srgmpdn;

Avarohana :— sndpmgrs

Besides Shadja and Panchama, the notes taken are:—
Chatussruti Rishabha, Sidhirana Gandhara, Suddha Madh-
yama, Chatussrati Dhaivata and Kaisiki Nishada.

A mela raga with a pair of symmetrical tetrachords—
the tetrachords being separated by the interval of a major
tone. Samplirna raga ; sarva svara gamaka varika rakti raga;
ri, gu, dha and ni are the raga chhaya svaras; the
pratyihata gegd gamaka lends colour and svariipa to this
raga; fairly distributed ; can be sung at all times. A mela
raga with a large number of janya ragas. Compositions in
this raga commence on the notes sa, ri, pu, and ni. We
owe this raga to Tyagaraja. He is the only comroser to have
composed many beautiful kritis in it and thereby brought
it to prominence. This raga corresponds to the Kaphi
raga of Hindusthani music. With the emergence of Khara-
harapriya, the svarupa of Bhairavi became clearly defined.

Srirdga, a janya of this mela figures as the 22nd mela
in the obsolete nomenclature for the 72 melas.

Note :— There is an appropriateness in the raga name,
Hurapriya (i.e., pleasing to, or liked by Hara or Siva)— Khara
being the Katapayadi prefix. This raga approximates to the
ancient sama gana scale, the primordial scale of Indian
music and the scale in which Siva delights in.
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Sanchara :—

rzumGr—-Ndpdnde‘Gr—rgmpdnS.
snd PmGr——rgmpdné.un D——-pdn;l.lk—-
dnsrGGgr—gmGgrR—RSsnD—pdnsrgr
sNd—pdpdnsNndP—mpdndpmGR—Nndd
ppmmggrR—Sx}c_l—qarsR—ndpdndeGr
S—ndnsrS

Some prominent composttions.

Kriti: Chakkani raja Adi Tyagaraja.
o Nadacht nadacht " .
" Kort sevimpa ,, “
i Vidamu seyave - ve

i Pakkala nilahadi Triputa

tx}

" Rama nisamana  Rupaka "

S Sankalpame Adi Patnam Subrahmanya
Iyer.

S Tyagaraja ” Tiruvottiyur
Tyagayyar.

The raga of the kriti : Rimaniyeda is only Dilipakam
and not Kharaharapriya.

6. Mohana Higat

Janya raga; derived from the 28th melakarta Hari-
kambhoji.

Archana :— srgpd s

Avarohana :— sd pgrs
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Besides Shadja and Panchama, the notes taken are:
the Chatussruti Rishabha, Antara Gandhara and Chatussruti
Dhaivata.

Audava raga; varja raga; the notes ma and nt are
varja. Symmetrical raga. Upanga raga; ri. ga and dAa are
the raga chhaya svaras; ga and pa are resting notes. Janta

svara prayogas like, g g p p d d s s and datu svara prayogas

like dgrsdp, drsdp, gdpgrandrpgrs are
prominent. Sarva svara gamaka varika rakti raga; one of
the major ragas and gives scope for elaborate alipana; can
be sung at all times, but still night time is best suited. One
of the widely distributed, popular ragas. Slokas, padyas and
viruttams can be sung in this raga. All types of compo-
sitions are represented in this raga. Used in operas. Useful
for varnana or description. An auspicious raga. Compo-
sitions in this raga commence on the notes «a, ga and dha.
Corresponds to the BAup of Hindusthani musie.

The oldest raga known to man. This penta-tonic scale
is found in the music of the different nations of the world,
including the music of the primitive tribes. This is accoun-
ted for by the fact that the notes figuring in this raga are the
earliest notes met within the su—pa series (cycle of fifths).
There are many folk songs in this raga.

Sanchara:
gpdSs—pdsrGgr—srgpGgr—srgR
.s——dl-xls.de—pgpds'l";Dp—gpgngr—-—sr

nglr———srgR-—-c_!:rsﬂd'c'!ul_);r—pgpdstn



Some prominent compositions.

Gita: Vara vina Rupaka —
Svarajati: Samidayamera Adi =
Varna: Ninne kort e =
2 Sarastjakshi Ata Vina Kuppayyar.
Kriti: Buvanuta - Adi Tyagaraja.
\‘ e Nanupalimpa o »
= Mohanarama % ”»
2 Endukobaga 3¢ »
o Rama ninnu K -
5 Evarura Chapu »
s Maruvaku daya  Adi Karur, Dakshinamiirti
Sastri.
2 Pedda derudant 2 Mysore Sadasiva Rao.
= Nenarunchara o Karigiri Rao.
o En palli oo Arunachala Kavirayar.
3 Arumarundoru Ripaka Muttu Tandavar.
. Sannidhi Chapu Kavikunjara Bharati.
Tarangam : Kshemamkurw ., Narayana Tirtha.
Javali Mohumella Rupaka Pattabhiramayya.

7. Kambhoji shid
Janya raga; derived from the 28th melakarta, Hari-
kambhoji. -
Arohana:— srgmpds

Avarchana :— snd Pmgrs

Besides Shadja and Panchama the notes taken are :
Chatussruti Rishabha, Antara Gandhara, Suddha Madhyama,
Chatussruti Dhaivata, Kaisiki Nishada and Kakali Nishada
also in certain combinations (sce next page).

.
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'Shﬁéav‘&-smpﬁrna. ~raga,; Varja raga; ni is varja in
- the arohana. Ikanya-svara bhashinga raga, the foreign note
being the kikali nishada; this note oceurs in the phrases:

snpds and sn p d s. Dita svara prayogas like
rpmgs, rm g's and d @ r 8 are commmon. Phrases like

(aymgs () pdM (c) mgpdsand ({)srgs are
ranjaka prayogas. The notes i, ttfia and 5z (both the varieties)
are raga chhayd svaras; ga, ma, pe and dha are nyasa
svaras ; ¢@, pa and dhia are the notes on which one ¢an rest and
develop an dlipana. Sarva svara gamaka varika rakti raga.
Of the rakti ragas, this is widely known and sung. Well
distributed. Can besung at all times.” One of the major
ragas and affords®scope for elakorate dlipana. Slokas, padyas
and viruttams can be sung in this raga. All great composers
and minor comyposers of note have composed in this raga.
All types of musical composilions are represented in this
raga. Useful for singing sikityas relating to varnana or
description. An auspicious rage. Useful for being sung at
‘ the commencement of concerts. Used in operas. Composi-

tions begin on the notes : <@, go, me, pa and dha,

This raga is mentigned in thu Saugita Ratnakara,
Sangita Makarendo and Sangilegs ¢ ¢ara. The names,
Kambodi and Kamboji oy e works,

NRE

Sanchara:

srgmpd?S

ddsdS-mgp
26 3
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auDpderemprSendP-dodrsNdP_dmC
—pdé;*n*nl’dds'dé—-mgpd.s——;ndl‘mgR
s——srngngSll.ld.P——(_lrsl_u_l‘Pc.er G-—pd
Se'nPdds |

Some prominent_compositions.

Gita :  Bhuvanatraya Dhruva Paidala Gurumurti
Sastri.
Varna: Taruni ninnu bisi Adi Fiddle Ponnuswamy.
= Inta chalamu Ata  Pallavi Gopalayyar.
‘, Sarasija nabha Ata  Vadivelu.
i Pankajakshi pai Adi Ramaswamy Sivan.
= Kamalakshi Jhanipa Kundrakkudy
Krighnier.
Kriti:  Marimari ninne Adi Tyagaraja.
" O Rangasayi " .
= Evari mata % &
» Ma .j‘.(n”ki » i
% Sri Raghuvariprameya e
o Sri Subrahmanyiya Ripika Muttuswamy
Diksh
& Kasi Visvesvara Ata %
s Devi ni pada Adi  Syama Sastri.
= Koniyadina e Vina Kuppayyar.
~ Marimari ninne Rupaka Karur Dakshini-
miirti Sastri.
3 Nive nannu Adi  Kundrakkudy
Krishnier.
= Nadamads { Kha_ndn Pipanin
: Chapu Mudaliyar.
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»  Kanamal vinile Khanda chapu Muttu Tandavar.

o Tiruvadi garanam Adi Gopilakrishna
Bharati.
6 2 Ashtapadi; Nibruta Triputa  Jayadeva.
Tarangam : Alokaye Adi Narayana Tirtha.
Padam : Yalane vanipai Triputa Kshetrajna.
Javali ; Emi mayamu  Ripaka  Pattabhirimayya.

8. Khamas &A™y

Janys raga:; derived from the 28th melakarta Hari-
kambhoji.

Arohana:— smgmpdn s

Avarohana :— end pmgrs

Besides Shadja and panchama, thjs raga takes the
Chatussruti Rishabha, Antara Gindhara, Suddha Madhyama,
Chatussruti Dhaivata, Kaisiki Nishida and Kakali Nishada.

Vakra shidava-sampurna raga ; arohana alone vakra;
eka-svara-vakra arohana. Varja raga ; ri is eschewed in the
arohana. Ekinya-svara bhiashanga ragsa, the only foreign note
being the kakali nishada which occurs in the combination

s n S. Diatu svara prayogaslikesmgmr g ; r, p ' ns
dnpd andmndnP lerd colour to this raga. sgm,

m ¢ s and p d m are visesha sancharis. pdesndisa
very rare prayogs figuring in some compositions. The notes
m: dha and nt are raga chhiayd svaras: ma is a good
nyasa svara. Fairly distributed. Can be sung at all
times. Slokas, padyas and viruttams can be sung in
this raga. ©One of the most pleasing desya ragas.



; :ft'he weli known tune, pancfm chamarum 18 hhamas In the
'nompommns in thisraga, there is no sanohma. below the
mandra. sthiyx mshﬁ.da 7 e :

Ongms.lly thls was an upmga. raga, The two kriti's' of
Tyagaraja in this raga do not use the kikali ni, This note
appeared as an inter-loper with the composers of javalis and
its use came to be graduzlly acquiesced in by scholars, Now
it is a full-fledged bhashinga raga. An alapana of Khamis
can very well be made without vesorting to the kakali
nishada prayoga. The names Kamdads and Ka,mzi,chz are
found in gome early v\oLLs -

Sanchara :

mgmnD—-dnSsnndnpdnSs*nS——dn

erSsnD—dnSs*n«smgmrgsrs nS—dn
S—snnddppm—gmpS-f—pssnnddp——pmpd
dpmgM-—mgrgs |

Some prominent compositions.

Samba-
sivdyanave

Svarajaii ; { } Adi - Chinnikrishne dasa.

Kriti: Sujana jivana Riipaka Tyagaraja.
oo Sildusle Adi i
3 Sarasasama »»  Svati Tivanal.
e Igaparam tarum »  Nilakanta Dasar.
& Paramadshuiamaing % Mysbre Sadisiva Rao

& Na tarama ninny " n



- ':Ed#mga Adi’ Pallavi Seshayyar.
Brochevarevarture 5 Viasudevachar.

‘. ® FParka parka Ripaka Gopila Krishna
e e Bharati.
e Teruvil varano . = Muttu Tandavar.
» . Shadanana Adi  Panchapakess
& Sastriyar.
Manasika .
. puja Paramatmunt  Rupaka Vina Kuppayyar
kzrtana
; Javalz : Apudu manasu »» Patnam Subrahmanys
S Iyer.
5 Marulukonnadira Adi Ramnad Srinivasa

Iyengar.

Kommaro vani =
Chanaro Riupaka —_
Matiada baradeno ~ Chapu Naraharichdar.

9, Sankarabharana SFMRU

'99th  melakarta raga; to suit the katapayadi formula
‘ Dhira’ was prefixed to the name of this meh ;s 5th raga in
the V ( Bana ) chakra ( Bana-ma ).
One of the melakartas with a large number of janya
ragas.

" Arohana:— srgmpdn;

. Avarohana :— snd pmegrs

Besides Shadja and Panchama, the notes taken are:—
Chatussruti Rishabha, Antara Gandhara, Suddha Madhyama,
Chatussruti Dhaivata and Kakali Nishada. .

A raga with 2 pair of perfectly symmetrical tetrachords-—
the tetrachords being separated by the interval of a major tone.

_Sampiirna raga. Some scholars give a shidavs avarohana to
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this raga by deleting the nishida. Nishida uarja prayogas
like s D p are no doubt common in this raga, but t!nst alone
is not sufficient reason for fixing the avarohznaas s B p m
g r 8. The phrase snd p occurs in this raga extensively,
and hence the avarohana is to be deemed samptirna only.

Sarva svara gamaka varika rakti raga. All the svaras in
both the &rohana and the avarohana are riga chhaya
svaras; ri and dha occur as dirgha and kampita svaras.
One of the major ragas and affords scope for elaborate
alapana. Janta svara prayogaslike s srr g g m m PP

and ditu svara prayogas like rnedn pdmpgmrg$

are prominent in this raga. s n p is a visesha sanchira and
occurs rarely. The phrase D, M, R tactfully introduced in
the last ettugada svara of the Sankaribharana varna,
Chalamela, suggests western influence. Well distributed.
The opinion of the ptirvacharyas ( old seholars ) is that this is
an evening raga; hut it can be sung at all times. Slokas,
padyas and viruttams can be sung in this raga. Same as the
pan, pazham panjuram (ueds wpw ug#sw) of Tamil
music.

All great composers and minor composers of note have
composed in this raga. All types of compositions are repre-
sented in this raga. Figures in operas. The phrase s nd p

in the lower octave is generally avoidad, lest it should suggest
the vaga Navaroj. Compositions in this raga begin on the
notes: *a, ga, ma and na

Sankaribharans Narasavye, one of the musical gems that
adorned the Tanjore Sumasthinam in the 18th century \as
an adept in this raga.
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This raga corresponds to the Bilaval of Hindusthani
music. Excepting for the slight sharpening of the sixth
(dbaivata), this raga is the same as the major diatonic scale
of European music. One of the old ragas. This is the
nishada murehhani ( Ranjani) of the ancient scale, shadja
grama. This raga is mentioned in the Sangita *Ratnakara,
Sangite Makaranda and Sangita samaya sara.

Sanchara:—

SPpmgmrgmpDnS—s'nédnpDnS»—
SsnsrrsN—srgmG:G;mgRSn-srgmP’
I'n.g!.tSn—-.s'g.R.r‘Sn—;n;dnpDnS——gmp
Dna'l"éndl’-——;DngRng—-srng—-—

pdnsrgmP—-mgRsneDnS |

Some prominent compusitions.

Gita: Are Dasaratha Simmhanandana —
Varna: Sami ninne Adi Vina Kuppayyar.
" Chalamela Ata Svati Tirunal
Kriti: Enduku peddala Adi Tyagaraja.
- Mariyada gadura " #

Eduta nilachite " "

I varaku jachinadt " "
Svara raga sudha " ”
Emi neramu B »
Sundaresvaruni " »

Bhaktt biksheg Ripaka . .
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* Kriti:  Manasu svadina Chapu Tyagaraja.

5 Buddhi radu " n
it Enduki chalamu o 4
% Akshaya linga w  Muttuswamy
Dikshitar.
- Sarojadala netri Adi Syama Sastri.
et Devi mina netre ¥ b
, ~ Bagumiraganu Riipaks Vina Kuppayyar.
e Mahima teliya »  Anayya. ;
i Sri Hari pada Ata Tallapakkam
Chinnayya.
“ Nrityati nrityati Adi Svati Tirunal.
"Pada: Dari juchu Chapu Muvvalur Sabhapati
Iyer.
" Challa nayenu Triputa Ixshetra]na..
% Evvade bhama Misra laghu &
Valla nalla nilavu Adi  Ghanam Krishnier.
1"th Ashtapadi Pasyati disi dist Triputa Jayadeva,
Tarangum : Sri Vasudeva " Chapu Nardyana Tirtha.

10. Arabhi AT

Janya raga; derived from the 25th melakarta, Dhirs
Sankaribharana.

Avohana :— srmpds

Avarchana :— snd pmgrs

Besides-Shadja and Panchama, this vaga - takes the
Chatussruti Rishabha, Antara Gandhdra, Suddba Madhyama,
Chatussruti Dhaivata and. Kakali Nishdda.

Audava-samplirna raga; varja raga; ga and ni are
eschawed in the drobana j upanga raga ; ghana raga; gamaka
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varika raga ; the notes, 7i, ma and dha are the jiva svaras;
ri and pa are nyasa svaras; i and dha are kampita. Janta

svara combinations like p p d d s 8 r r and nishidda varja

combinations like s sdd pp m pmgr r are very
characteristic in this raga. M, g r 8 R is a ranjaka prayoga.
One of the celebrated ghana panchaka ragas and is the third
in the group. A raga which shines more by its madhyama-
kala sancharas. The notes ni and ga are used sparingly in
this ragaj they will not occur as dirgha svaras; they are

weak notes and are not stressed. In the phrases, s n D and
M, g r s R, the ni and ga are just touched these two notes
are not nyasas. There are some compositions wherein the
ni is totally eschewed. Can be sung at all times. The pan
pazh mtakka ragam (ups 88 rraw) corresponds to Arabhi.
Fairly distributed. Compositions begin on the notes 71, pa
and dha. Auspicious raga. DBenedictory verses are sung in
this raga.

Sanchara:
rmde—m-pdsx;—-;nD*—dds.s'l:ék R—
MgR—srsnD—ddRr—ddSs—ppDd—mpds

ddppmpmgrr«srsnp—c.i(.lrrstH

Some prominent compositions.

Gita: Kere Sri Rama Triputa —

Varna: Sarastjamukhi Adi  Pallavi Turaisamy
Iyer.

Pancharatna: Sadhinchene *,,  Tyagardja.

E14
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Kriti: Ambaninnu “Adi  Tyagaraja.

i Sundari ninu Chiapu "

- Namoralanu Adi .

» Chalakalla ” "

s Chutamu Rupaka -

" Nadasudharasam - "

. Srt Sarasvait . Muttuswamy

- Dikshitar.
s Pahi Parvata Adi  Svati Tirunal.

11. Kedarm %3#,

Janya raga; derived from the 29th melakarta, Dhira
Sankarabharana.

Arohana :— smgmpn s

Avarchana :(— snpmgrs

Besides Shadja and Panchama, the notes taken are: the
Chatussruti Rishabha, Antara Gandhara, Suddha Madhyama,
and Kakali Nishada.

Vakra audava-shidava raga; irohana alone is vakra;
eka-svara vakra arohana. Varja raga: ri and dha are varja
in the drohana. Upanga raga: Ghana raga and belongs
to the dvitiya ghana panchoka group. Gamaka varika raga;

ma and 5t are the rage chhayi svaras. sgm p, p S ;i n p,
srrGe, and Pnmg are visesha sanchiaras and give '
beauty to the raga. The use of the dhaivata in this raga is
not in confermity with the strict lakshana; ma can occur
neither as a long note nor as a nyasa svara. Can be sung at
all times ; but morning is decidedly better. Useful for singing
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invocatory songs and verses, and nandi, slokas, padyas, and
viruttams at the commencement of an entertainment, drama,
opera or religious discourse. Compositions in this raga
begin on the notes; sa ga, pu and ni.

A raga with a limited scope for alapana. This raga
shines more by madhyamakila prayogas. Can be sung
with good effect in the rigamalika section of a pallavi.

This raga is eminently suited for being sung at the
commencement of concerts. On account of the presence of
tivra Ssvaras the requisite musical atmosphere is soon

created.
Sanchara:
‘PPPS.n‘——smng,m—gmpnéén-é,l.nd
,;Fi,é——-sz'-x:(i,s.—-énl’,m~gmpné,nP,m—-pésI
nP,m-—-mggrrS——srrGS,——sr}l_’——;.)r_nsmgm——
ps.nP,m—mggrrS——srrGS u

Some prominent compositions.

Pada jati Ento vaibhavamu  Adi  Kupdrakkudy

varna: Krishnier.
Kritt: Rama nipai 5 Tvagaraja.

" Marache vadana " o

5 Anand.a natana  Misra eka Muttuswamy
Dikshitar.

. Bhajana sayave Rupaka Anayya.

" Samayamide " Patnam Subrah-
manysa Iyer.

Nive na jivamant . Pallavi Seshayyar.
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Kriti Durusuga kripa  Rupaka Karur Dakshinamiirti
Sastri.
- Paluke bangara  -Chapu Bhadriachala Ramadas.
W Anjadiru nenjame » Gopila:krighna. Bharati.
” Ellorum varungal  Adi "

12. Suddha Saveri FEERU

Janya raga; derived from the 29th melakarta Dhira
Sankarabharana

Arohana :— srmpds

Avarohansa :— sdpmrs

Besides Shadja and Pauchaﬁm the notes taken by this
raga are : the Chatussruti Rishabha, Suddh& Madhyama, and
Chatussruti Dhaivata.

Audava raga; varja raga; the notes ga and ni are
varja. Symmetrical raga. The symmetrical positions of the
notes in the purvanga and uttaringa may be noted. Upanga
raga. Janta svara combinations like, rr mm pp dd,

mmppddss,dd ssrrmm and ditu svara prayogas

likedrsdp, mdpmR s add beauty to the raga; ¢ and
dAa are jiva svaras and nyasa svaras. Sarva svara gamaka
varika rakti raga. TFairly distributed. The second jama
(9-12) is appropriate for singing this raga. Pieces in this
raga commence on the notes: sa ri, and dha. One of the
minor ragas and;does not lend itself for an elaborate alapana.
The Durga of Hindusthani music is this »aga.
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This raga is found in Chinese music. The Devakriya
of the Dikshitar sampradiyam i's the same as the Suddha
saveri raga. Being the panchama murchhana of Mohana,
this pentatonic scale occurs in the music of South-east Asia,
Java and other neighbouring islands.

Sanchara:

srmpDdp—Mpd Ss—ddssrr—
.sl.'x;:k;—»»Dpd;‘;Dp—M,pd.st—mdme,s
——rmpD——x"x.';Dp—-mpd;ddpp—mdpmrmrs

—r mmerst—ddrradSu

Some prominent compositions.

Gita:  Analekara Triputa —
Kritt: Kalaharana Riupaka Tyagaraja.
" Darint telusu Adi -
W Lakshanamulu " "
Sri Guruguha Riipaka Muttuswamy

Dikshitar.

Sri Vatukanatha Misra eka v
Sri Raghukulabdi Triputa Pallavi Seshayyar.

Samaja varada Ripaka Ramnad Srinivasa
Iyengar.

Ennattuklkudavi Adi  Anayya.
13. Bilahari fa=gq

Janya raga: derived from the 29th melakarta, Dhira
Sankarabharana. Bilahuri and Balakart are the older

names of this raga.
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Arohana: — érgpds
Avarohana :— snd pmgrs

Besides Shadja and Panchama this raga takes the
Chatussruti Rishabha, Antara Gandhira, Suddha Madhyama,
Chatussruti Dhaivata, and Kakali Nishada ; and the Kaisiki
Nishada also.

Audava-samplirna raga ; varja raga ; ma and nf are varja
in the drohana. Ekanya-svara bhashinga raga; the foreign
note met with in this raga is the kaisiki nishida, which
comes in the phrases pdndP,pdnp and pndp:
i, dha and ni are the raga chhiyd svaras; pa and 7¢ are
nyasas ; ma and ga are not nyasas ; ma and nf are not kampita
svaras. Janta svara combinations like ss rrgg PP and
datu svara combinations like d g rs ndp, p;' sn d p and

r gd pare common ; s n Pisa visesha sanchira, Gamaka
varika rakti raga. This raga inspires joy, courage,
enthusiasm and heroism and easily cures people suffering from
melancholy. Vira rasa can be depicted by this raga. Used
in operas. Morning raga. Well distributed. Compositions
in this raga commence on the notes : a, ga and pa.

A closely allied raga is Desakshi. The individuality of
Desakshi is established by its characteristic phrase in the
tara sthayi.

The arohana and avarohana of Bilahari sung in the
viloma-krama (inverse crder) results in Garudadhvani

srgmpdn s—sd P g r s—Janya of the 29th mela.
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Sanchara :—
srnggr—gpdS;nndS—pd's.r.glPx.n.g;'
S—sndP—dgrsndP—drSsndP-pdpd
*ndPmgR—rgddPmgRS—snndSi

‘

Some prominent compostiions :

Jatisvaram; S, r G P Adi —
Varna: Intachauka ,» Vina Kuppayyar.
Kriti: Na jivadhara . Tyagaraja.
' Doruguna itu . .
" Kanugontini % "
. Kortvachchity " "
. Intakannananda Rupaka '
" Tolijanmamuna Jhampa -
" Narasimha Chapu "
" Nive gant " .
5 Sri Balasubrahmanya ,, Muttuswamy
Dikshitar.
" Kamakshi Adi "
" Puridanamichchite Jhampa Patnam Subrahmanya
Iyer.
' Ento brahma- Ripaka Chinni Krishna
nandamu Dasa,
" Inta paramukha Adi Vina Kuppayyar.
Sarasa dala Riipaka Tiruvottiyur

Ezhundale

Tyagayyar.

Chiapu Arunichala
Kavirayar.
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Samvida Manninil Chapu Arunsachala )
daru : Kavirayar.
Kritt  Mal maruganai Adi Ramaswamy Sivan.

Tarangam: Puraya mama ,»  Nariyana Tirtha.

Javals Pari povalera Rupaka Pattabhirimayya.
14. Purvakalyani ga&eami

Janya raga; derived from the 53rd melakarta, Gama-
nasrama.

Arohana :— srgmpdp;

Avarohana:— sndpmgrs

Besides Shadja and Panchama, the notes taken by this
raga are: Suddha Rishabha, Antara Gandhara, Prati Madh
yama, Chatussruti Dhaivata and Kakali Nishada.

Vakra shadava-samplirna raga; Aarohana alone vakra :
eka-svara vakra arohana. Varja raga; ni is varja in the aro-
hana. Upédnga raga ; gamaka varika raga ; r1, ma, dha and ni

are the riga chhiya svarasys d pm g r and s d sare ranjaka
prayogas. The phrase p d s occurs rarely. Inthe phrase
g md m g r s, the dha is slightly flattened. Themes of
an entreating nature can be powerfully depicted in this raga.
Used in operas. Desiya raga. A characteristically evening
raga. Compositions in this raga eommence on the notes-
sa and pa.

The raga Gamakakriya which figures as the 53rd mela
in the asampurna mela paddhati is the same as this raga.
Purikalyani is another name for this raga.
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Sanchara :—

trgmPm—gmggrrS—splrng—mgr—

gmdmgrS———ng,m—-dps.nl.'é—;n;;.gl"'(.}

dpm—gmpdndpmgr—gmpdpmgr—dmgr
—gmpdPpmgr—pmggrrS—3sndp—snrS

ergrG—pmgr—gmpmeggrr SH

Some prominent compositions.

Tana varna: Ninnu kort Ata = Sonti Venkata
subbayya.
Kriti : Paripurna Ripaka Tyagaraja.
. Paraloka Adi "
- Mwnaksht memudam Muttuswamy
Dikshitar.
Ekamranatham . .t

Ninnuvinige mart Misra eka Syama Sastri.

" Parama pavana Adi Ramnad Srinivasa
Iyengar.

. Maruva niku ’3 Pallavi Seshayyar.
O Rama ni nama - Bhadrichala Rimdas.

Z\’andaﬂﬁr} T g . - {Gopilnkrishna
Charitram : Satre vilagi Biipaks Bharati.

Javali: Nimatalemayenura Adi Pattabhi Ramayya.
28
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15 Kalyani =i

65th melakarta raga; (to conform to the ka.ta,payfu;li -
formula, the term ‘ Mecha’ was prefixed to the name of this
raga) ; 5th raga in the XI (Rudra) chakra ; Rudra—mﬁl. The
most popular and well-known prati-madhyama raga. A
melakarta claiming a large numnber of janya ragas. In thle
obsolete nomenclature for the 72 melas, the 65th mela is
named Santa kalyani.

Arohana 1— srgmpdns

Avarohana :— sndpmgrs

Besides Shadja and Panchama, this raga takes the
Chatussruti Rishabha, Antara Gandhara, Prati Madhyama,
Chatussruti Dhaivata and Kakali Nishada.

Samplirna raga. Sarva svara gamaka varika rakti raga.
In both the arohana and avarohana all the svaras are raga

chhayd svaras. Jania svara prayogas like,r rg gmmd d,
ggmmddnn mmddnnrrand ditu svara

prayogas likem grndnrndm, gndmgr are
prominent.  Though w prati-madhyama raga, madhyama

varja phrases like g g d d n n r r lend beauty to the raga.
Combinationslike d nr gmdnrndm g r n where

both the shadja and panchama notes aro deleted, add beauty
to the raga. Gamakas of the Spuritam and Tripucheham
variety, lend colour to thisraga. A majestic raga. One of
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the major ragas and affords scope for elaborate alapana.
Well distributed. Can be sung at all times ; but the effect is
decidedly better when sung in the evening.

All great composers and minor composers of note have
composed in this raga. All types of compositions are repre-
sented in this raga. Useful for singing slokas, padyas and
viruttams. Figures in operas. Compositions in this raga
begin on the notes, so, 7, ga, pa and ni.  This raga is the
ma murchhana of Sankaribharana. The scale of Kalyani
( Yaman that of Hindusthani music ) is met with in
Hungarian music. This is the earliest prati madhyama riga
known to musical history and is the ga miirchhana of sa
grama.

Sanchara:

gmpdn-S-—éndngr»-gmpanPm.—pd

gmgnDPm—ddﬁmGr—nrgmnggrr

sndrS i

Some prominent compositions.

Gita: Kamalajudala  Triputa —

Varna: Vanajakshiro Adi —
. Vanajaksht Ata Pallavi Gopalayyar.
Kriti: Nidhi chala Chapu Tyagaraja.

Etavunara Adi .
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Javali
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Sive Pahimam Adi
Nammt vachchina Ripaka
Bhajana sayave -
Evaramadugudura ,,
Sundari ni divya  Adi
Amma ravamma Jhampa

Kamalambam Adi

Bhajarere Chapu

Tyagaraja.
”
Muttuswamy Dikshitar.

Tallt ninnu nera Misra laghu Syama Sastri.

‘ Birana vara Riipaka
1 Himadri sute

Ninu vina gati Adi

”»

Nidu charana

Nija dasa varada

"

Sarasvati Riipaka
Devi Meenakshi "
Parengum Adi
Ettatkkandu Rupaka
Taiyale unnai Adi

: Entati kuluke

"

i

Subbardya Sastri.
Pallavi Gopilayyar.

Patnam Subrahmanya
Iyer.

Tiruvottiyur Tyigayyar.
Singaracharlu.

Ghanam Krishnayyar.
Subbarimayyar.

Pattibhiramayya.
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APPENDIX

Name of the
raga

Abheri
Abhogi
Abiri

Amritavahini
Amritavarshini

Anandabhairavi

.

Andolika
Arabhi
Ardradesi
Asaveri
Atina
Bahudari
Balahamsa

Bangala

Janya ragas.

Serial No.
of its Arohana—Avarohana.

melakarta
22 sgmpns—sndpmgrs

srgmds—sdmgrs

srsgmpdns—snDpMg
[rs

strmpdns—sndmg rs
sgmpns—snpmgs

sgrgmp*dps—sn*dpmg
rs

srmpné—éndmrs
srmpdé—.sndpmgrs
srgmpds-ln‘s—;;dpmgrs
srmpd‘s—-sn:c,pdmprGrs
srmpné—-—énmepGrs
sgmpdns.—;snpmgs
srmpds.——:;ndpmrmgs

srgmpmrps—snpmrgrs



15
16

17
18
19
20

22
23
24

25

27
28
29
30
31

32

Name

Bauli
Begada

Behag
Bhairavam
Bhairavi
Bhipalam
Bhiishavali
Bilahari
Bindumalini

Brindavana-
saranga

Chandrajyoti
Chhayanata
Chhayatarangini
Chintamani
Chittaranjani
Darbar

Desakshi

Desyatodi
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Melakarta Arohana—Avarohana
No. .

15 srgpds—sndpgrs .

29 sgrgmpdpt;—;Ndng
[rs

29 sgmpndn;—;ndpmGr!
17 srgmpdné——;megrs
20 srgmp‘dné—.sndpmgrs
8 srgpd;—édpgrs

64 srgmpd.s—-.sndpmgrs
29 srgpd;—éndpmgrs
16 sgrgmpn;;—.sns.dpgrs

22 srmpns—snpmrgs

41 srgmpd;—s.dpmgrs

34 srgmpmp;—;ndnpmrs
a8 srmgmpn;-——éndpmgrs
56 srpmp*dns'—s.pdpmgrs
19 srgmpdn—ndpmrgrs
22 srmpdn;—s.Ndpmrggrs
28 srgpd's—.sndpmgrs

8 sgmpdns—sndpmegrs
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34
35
. 36

37
38

39
40

41

42

43

44
45
| 46
47
18
49

Name

Devagandhari
Devakriya
Devamanohari

Devamrita-
varshini

Dhanyasi

Dilipakam

Dipaka

Dvijavanti

Gamakakriya

Gamanakriya
Gambhiranata
Ganavaridhi
Garudadhvani
Gaula
Gaulipantu
Gauri

Ghanta

Melakarta Arohans—Avarohana.
No.
29 srmpds—snDngRs‘
22 srmpns—sndnpmgrs
22 srmpdns—sndnpmrs
22 srgmndn;—'snrdpmgrs
8 sgmpné—'—;ndpmgrs
22 srgrmpndnpdns.;—;nd
[pbmgrs
51 sgmpdps;—éndnpmgrs
28 srmgmpdg—;}udpmgr
[gs
53 srgmpds.—:;ndpmg’m
[Rs
53 srmpdn;—.’;ndpmgmrs
36 sgmpns.—-;npmgs
34 smrgm[)dué——q.dnpmrs
29 srgmpdns—'adpgrs
15 srmpns—snpmlgmrs
15 srmpns—sndpmdmgrs
15 srmpn;—.sndpmgrs
8 sg*rgmpndns-—‘;ndpm

223

[grs
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Name Melakarta * ~  Arohana—Avarohans -

No.
Gopikivasantam 20 smpndnd s:—;; ndpmg 8
Goi)riya 62 srgmdn::r—s-ndmgrs
Gujjari 15 ~srgmpdnz;—-;.dnpmgrs
QGumma kambhoji 15 srgpdnd s—s ndpmgrs
Gundakriya 15 srmpn é“énpdpmgrs
Hamirkalyani 65 spmpdn é——f's ndpgmgrs
Hamsadhvani 29 srgpn .s——;s npgrs.
Hamsanadam 60 srmpdn s—s ndnpmrs
Hamsanandi 53 srgmdns.—s-ndmgrs
Hindolam 20 sm gmdn s—sndm gs
Hindolavasanta 22 sgmpdnd s—s ndmgrgs
Hindusthan kipi 22 srmpn s~—s ndnpmgrs
Huseni 22 sRGml)nclné—'sndp)Ig
[rs
Isamsanchari 28 .srgmpdn b—“S ndpmrm
‘ [grs
Jaganmohini 15 sgmpn s—s npmGrs
Janaranjani 29 srgmpdpn s—s dpmrs
Janjhuti 28 fls rgmpd n—d pmgrs
mdpds
Jayamanohari 22 srgmad s—-s Rdmrs
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No. Name Melakarta Arohana—Avarohans
No.
68 Jayanaraysni 22 srGmpds—sndpmgrs
69 Jayantasena 22 .sgmpds—sndpmgs
70 Jayantasri 20 sgmdns—sndmpmgs=s
71 Jingla 0 srgmpdndps—sndp m
. flgrs
73 Jujshuli 233 smgmpdns—sndpmgs
73 Kaikavasi 60 srgmpdn s—sn pmgrs
74 XKalagada {18 srgpdun s——-s ndpgrs
75 Kalanidhi 22 srgmspmdus"—s.ndpm
lers
76 Kalav_a.ti 16 srmpds.—sdpmgsrs
77 Kamalimanohari 27 sgmpn s—snd pmgs
78 Kambhoji 23 21*gmpd;—-sndpmgrs
79 Kanada 22'srngn5‘-sn1;Vmep
iGmrs
80 Kannada 23 sgmpmdns-—-s‘ns.me
) p [Gmr 5

81 Kannadabangila 13 srmgmpds—sdpmgr s
82 Kannadagaula 22 srgmpns—sndpmgs
83 Kapirnariyani 28 srmpdns—sndpmgrs

5 srgmpdns—sndnpdm
rgs

(3]
o

84 Karpitaka byag

29



86
87
88
89

90
91
92
93
94
95

96

97
98
99
100

101

Name

Karnataka kapi

Katana kutiihalam

Kedaragaula
Kedaram

Khamas

Kirandvali
Kokiladhvani
Kolahalam
Krishpaveni
Kuntalavarali

Kuranji

Kutithalam
Lalita
Madhyamivati
Malahari

Mailavasri

Malavi

Melakl.rﬁ
No:

22

29
28

28
29
15
28

29

236 S

" Arohana—Avarchans

srGmpdn n—sndhm,g
[mrs

srmDngps—sndpmegrs
srmbns———sndpmgru
SmgmpHns—SNpmgrs

smgmpdns—sndpmg
[rs

srgmpdn;—épmgrn
srgmdnd;—;ndnpmgrl‘
spmgmpdn;—s.ndpingrs
srgmpn;——;np.mgrs

smpdndl;—;ndpms

sx.:srgmpd——dpmgrsna

srmndpns'———s.ndpmgrs
srgmdns'——;ndmgr ]
srmpn;——'anpmrs
srmpds.—s;dpmgrs

sgmpndn pdns.—-s.ndp
[mgs

srgmpnmdns—)' ndonp
mgmrs
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No. Name Melakarta Arohana,:—A\)arohsm
No,

102 Malayamarutam 16 srgpdn s'——s ndpgrs

103 Mallika vasantam 15 sgmpn s—-s' ndpmgrs

104 Mand 29 sgmpds-—sndpmgrs

105 Mandari 51 srgmpns-——.snpmgrs

106 Mangalakaisiki 15 smgmpmdns—snd pm
lgrs

107 Manirangu 23 srmpn;—;npmGrl

108 Manjari 22 sgrgmpndns—;ndpm
[grs

109 Manji 20 srgmp*dn;x-—;andpmpg

[rs

110 Manohari 22 sgrgmpd s—-s dpmegrs

111 Margahindola 22 srgmpdn s—sndm gs

112 Mechabauli 15 srgpd s—snd pmgrs

113 Mechakangi 53 srgmpdpns—snpd p. m
lgrs

114 Megharanji 15 8rgmn s.——é nmgrs

115 Mobhana 28 srgpds——sdpgrs

116 Mukhari 22 srmpnds—sndpmgrl

117 Nabhomani 40 srgrmps~sadpmgrs

118 Naidachintimsni 22 sgmpndn s—s ndpmegr
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No. - Name Melakarta Arohana—Avarohana
No. -

\
119 Na&adanamakriya 15 srgmpdn~—-ndpmgrs:_1~

120 Naidatarangini 22 spmrgrs—spndpmgrs
121 Nagasvaravali 28 sgmpds—sdpmgs
122 Nalinakinti 27 sgrmpne—snpmegrs

123 Nairiayanagaula %8 srmpndns—sndpmegr

TS
124 Nariyani 28 srm p’;s‘;-s‘%ndpmrs
125 Nata 36 srgm)dni"r—éupmrs
126 Natakuranji 28 srgmdns—sndmgs

127" Navarasa kalinidhi 28 srmp ;:Hn.s-s dpmgrs

128 Navarasa kannada 28 sgmyp s'-—s' ndmgr ‘s

129 Navaroj 29 p dn srgmp—mgrs
fn dp
130 Nayaki 22 srmpdNdps—sNdpmr
[Grs
131 Nilambari 29 srgmpd gxné—énpmgr
5

132 Padi 15 srmpn;l-.sﬁpdpmrs

133 Palamanjari 22 sgmd s——s ndpmGmrs

134 Panchama rigs 22 srdpns—-'ssndpmgrs



No.

Name

185 Pantuvarali

136 | Paraju

137
138
139

140
141
142
143
144

145
146
147
148
T49
150
151
162

Pratapa varali
Pravilajoti

Punnagavarali

Piirnachandrika
Plrnalalita
Plirnashadjam’
Purvakalyani

Parvi

Pushpalatika
Rigapanjaram
Ram# manohari
Ranjani
Rasavali
Ravichandrika
Rev agupti
Ritigaula

Melakarta
No. -

51
15
28
28
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Arohana—Avarohana

srgm'pd n;—-;ndpmgrl
sGmpdn;—.-;ndpmgrs
srmpdp;—;dpmgrs
srmpﬂns.;x;ndnpmgs
flsrgmpdn-—-udpmgrsé
srgmpdp;—;npmrgm
o [rs
sgrmps—sndpmgrs
srgmN;—'snpmGrs
srgmpdpévéndpmgrs-
srgmpdndé——éndpmd
‘[mgrs
srgmpns.—snpmgrvs
srmpdnd.s.——;ndmts
srgmndnds.—t;ndpngI'
srgmd.s—.sndmgsrs
srmp&ns',—-édpmrs
srgm&nds'—-s'ndmg’rs
srgpdé—.sdpgrsl

sgrgmndmnns—sndm
[gmpmgrs



Neo.

153
154

155

156
.157
158
159

160
161

163

164
165

166

167

Name
A
Rudrapriva
Sehana

Baindhavi

Salagabhairavi
Sama
Saramati

Saranga

Saranganita
Sarasvati

Sarasvati
manohari -

Saurashtram

Saveri

Siddhasena
Sindhu kannada

Sindhu mandari

280

Melakarta
- No.

Arohana—Avarohana

922 srgmpdns—snpmGrs

[9]

8 srgmpmDns sndpm

[GmRgrs

22 ndnsrgmpdN—dDmEl'

&ndnl

22 srmpds—sndpmegrs

28 srmpds—sdpmgrs

20 srgmpdns—sndmgs

65 stgmpdus-—sndpmrg‘m

[rs

15 srmpds—snsdpmegrs

64 srmpdé——éndpmrs

28 srgmds—sdnpmgrs

17 srgmpdns—s‘nmegm

1

r

Rs

strmpds—sndpmgrs

22 sgrgmpds—sndmpmr

[grs

28 smgmrgmpdps—sndp

fmgrs

29 srgmos—sndpgmdpm

[rs



Ne.

168

169
170
171
172
173
174
176
176
177

178
179
180
181
182
183
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Name Melakarta Arohana—Avarohana
No.

Bindhu 15 szmpdn;—;npdpmgs

ramakriya
Srimani | 2 sr!gpd;——.undpgrs
Briraga 22 srmpné-—énpdnpmrgrs
Sriranjani 22 srgmdn‘s—‘sndmgrs
Srutiranjani 61 srgmpdn—ndpmgsrs
Suddha bangdla 22 srmpd;—.sdpmrgrs
Suddha desi 20 srmpdns-—;ndpmgrs
Sudiha dhanyisi 22 sgmpnp §—s n pmg s
§:i-ha raga =7 srg:‘xpr).s .supmgrs
Badhi tar pgini ’8 srgarmpdoud o E} ndnp

Ligrs

Suddha siveri 2 srwpd ;s - ;sxi ‘mr 3
Suddhso simantini 8 srgmpd ;-~ s lrmgrs
Suposhini 28 srsmpnds.f ;&dnpmrm.s
Bupradipam 17 srmpdns:—-.sndpmgmrs
Surati 28 sfmpn;s—.sndpmgmes
Svambh:_mhnni 22 ggmpdn é—ls ndpmrs
Svaraveli 28 smgmpndné—s;.npdmg
Svaravedi 28 smgmpndn s=8n dn ;Ern:

lgs
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No i N"&ma Melakarta ‘-Arohana—Avarohana
‘ No.
oy i
186 Tivravahini 46 grgmpdpns—sndpmg
‘ : [rgmrs
187 TUdayaravi- 22 sgmpns—snpmgs
chandrika

188 Umibharanam 28 srgmpdns—sn pmrg[m
rs

189 Valaji 28 sgpdns—sndpgs

190 Vasanta 17 sgmdn r;—-.s ndmgrs

191 Vasantabhairavi 14 srgmdn éwé ndmpmgrs
‘ nDpgrsn

192 Vasanta varali 24 srmp dn—{
ndpmgrsn

193 Vegavahini 16 srgmpdnd.s—'sndp mgrs

194 Vijayanigari 58 srgmpd s.—~é dpmgrs

195 Vijayasri 41 sgrgm pns'--—;n pmgrs

19'6 Vijayavasanta 54 smpdn s-——s npmegs

197 Viravasantam 24 sgrm P x:s—.s ndpmgrs

198 Vivardhani 28 srmp é—.s n d pmgrs

199 Yadukula 28 srmpd.s—‘sn(;pm grs
kambhoji

200 Yamunikalyini 65 srgpmpdé»;dpmpgrs




'svaya.mbhu svaras,
ma.d 'yama sruiu.

fe sh ﬂ :
Ti‘ayo&asa Iakshanas, (2) Shodasangaa, (8)
Katapayddi sankhya, (4) Tala dasa pranas,
5) Group kutis, (6) Svaraksharam, (7) Mani-
¢ pmval& sﬁhltya (8) Trikila sadha.kam

g Explain the followmg ol
- (a) Katapayidi sankhya (b) ’\Ieh mnemonics

{¢) Asampurna mela {d) Vivadi mela.
Menncm the three cha.ra,cterlsnc fea.tu).es of a mela-
o ~karta. :

i by Expl@m the sta.tement ‘that in the seventy-two
melakarta scheme:— ;
(@) the plrvinga notes remain constant within

- each chakra,
{b) the utta.mnga notes repeat in the same order in
the gix melas of each chakra.
6 Wha.\‘. do you nmiean by the.statement that the note
- ma is the bisecting line in the melakarta scheme ?

T Name the chakras wherein both the notes, chatussruti

. rishabha and sadharana gandhara are met with,
. 8. , Name the purvangn svaras figaring in the II, V Ix
§ - and XII Chakras ?
: ‘G!ve examples of janya ragas which ﬁgure as melas
* in the asampurna mela paddhati.
0. Name & plrva mela whose uttarénga svaras are the
Brah game as those of the mela, Namanarayani.
o S Name an uttars’ mela of the bhu-type and which
o ‘ takes the 17 of the V. chakra and the ga of the VI
1 lee the sva.ras taken by the six melakm'ta.s of the




13.
14.

15.
16.
17.

18.
19.
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What are the serial numbers of the melas taking the
suddha 77, antara ga and prati ma. o

Mention the serial numbers of the melas signified
by the following phrases:— )

(o) Netra - bhw (b) Disi-pa (c) Agni - ma

(d) Veda - sri (e) ra gi mi dhi nu

(f) ri gi ma dha na

Find the serial number of the skta-type mela of the
VI chakra and the go-type mela of the X chakra.

Give the names of tne VI and X1 chakras and name
the svaras figuring in their purvanga.

Find the serial numbers of the followigg mela-
kartas :—

Jhankaradhvani, Nasikibhushani, Manavati and
Dhavalimbari. (The application of the katapa-
yadi formula should be clearly shown).

To which chakra does the 58th melakarta belong ?
Name its corresponding suddha madhyama karta.

Determine the serial number of the mela which
takes :—

(a) the ptuvinga of Mararanjani and the uttaranga

of Navanitam.

(0) the uttaringa of Nasikabhushani and the

purvanga of Ripavati.

Name the chakra to which the mela, Jalarnavam
belongs. )

Draw a dizgramn of the Vina finger-board and mark
ou it the svarasthinas for the 62nd melakarta.

Mention the serial numbers of the suddha madhyama,
melakartas taking the shatsruti 77 and kikali ns.

Give the serial nwinbers of all the uttara melas taking
the ehatussruti dAa and kaisiki ne.

Determine the serial number of the mela Dhatu-
vardhani. Name the tila, the aksharakila value
of whose avarta is equal to % of this number.

Name the chakras to which the uttara melas of the
following melas belong :— Senavati, Gayakapriya
and Vagadhisvari,

Determine the serial numbers of the purva melas of
the foilowing:— Pavani, Namaniriyani and
Sucharitra.



7,

28.

30.
31

32.

33.

36.

37.
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Namo the melas from which an audava raga taking
besides sa and pa, the notes antara ga, suddha ma
and chatussruti d4a can be deemed to be derived.

Mention the svaras taken by :-—

(7) the 5th mela in the Veda chakra.

(b) the 2nd mela in the Rudra chakra.

Give the names of two melas, the difference of whose
serial numbeps will be equal to the serial number
of the mela Gavambhodhi.

Name two melas, the product of whose serial numbers
is equal to the serial number of Niganandini.

Name the svaras taken by the mela, whose serial
number is equal to the rost of the serial number
of Mararanjani

Calculate the serial number of the mela that would
result when the »¢ of Gamanasrama is raised a
semitone and its ma lowered a semitone.

Give the names of two melas, the difference of whose
gerial numbers is equal to the serial number of
the mela Salagam. .

Determine the serial number of the mela that would
result when the ga and ma of Kharaharapriya are
raised a semitone.

Calculate the serial number of the melakarta in the
Aditya chakra taking the notes suddha dhaivata
and kaisiki nishiada Name the tala whose
aksharakila - value for an avarta is equal to one-
fourth of this number,

What are the possible melas that can be assigned to
the audava rigan sgpdns—sndpegs and
taking the notes, antara giandhira, chatussruti
dhaivata and kaisiki nishada.

How do you account for the existence of two
nomenclatures for the 72 melas ?

Raga :—

38.
39.
40.
41.

Classify the janya ragas.

Classify the varja ragas.

Classify the vakra ragas.

Is it possible for a janya raga to take all the seven
notes in both she arohansa and avarohans and still



“accidentals if any, in the following
miiente the sanehams wharem thay :

- () Bhairavi, ) ,Kam‘bhou '-(c)A Bﬂahm'x.
;Expia.m the origm of bhishanga ragas? -
.,Hmvf do ym‘z.v account fm;vthes umvcrs&l oc.curmnoc :

s
e,

e ~melas for bha.shanga. ragas. 7 !
48, Some scholars are of tha viewthat * janya r&gas mlght
A g be allocated tusthe earliest ;mssible melas in the

 scheme of 79, Examme the soundness of thlsf
: atement. ;
49 In addition to -the Jahuka-] anyo system, from what-
_other points of Vlew have mgas in genera.l been
‘olassified 2
80, Give exampies for*tha followmg kmds of :&gaa =
(1) An audavwampurl:a. raga deriveﬂ from tho
2.5 99th mela.:
(2) An upinga rags &enved flom the 28th mela.,
© . (3).A zaga wherein ‘cu-mm rasa is the dom!nantv
. feeling. . :
(4) A raga which has no sa.ncham below the
- mandra sﬂmyx nishada. = s =
(5) An early morning raga. . f“
6) An etening raga. e i
7) A mela raga popula.nsmi by Tyngu_ &
 {B) A raga whose individuality is easi!y ravanled
by ma&hymka: agnolmm i




53.

54,

60.

61.

62
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In the ragas, Bhairavi and Bilahari, give four phrases
of your own, containing the accidentals.

Write six musical phrases of your own in each of
the following ragas :— '

(a) Chakravakam, ' (b) Mohana, (¢) Khamas,
(d) Sankaribharana, (<) Kediram (J) Purva
kalyani ‘

Give short sancharas in each of the following ragas
s.ndhmention a few prominent compositions under
each :

(2) Kambhoji, (b) Suddha saveri, (¢) Kalyani.

Give the janaka ragas for the following janya
ragas :

(¢) Mohana, (#) Arabhi, (c) Bilahari.

‘Write the arohana and avarohana of a sampurna-
audava raga, wherein the 4th and 7th notes are
deleted.

What will be the resulting raga when the ga and ni

of Todi are raised a semitons.

What will be the resulting raga when the 7i, ma
and dha of Mayamalavagaula are raised a
‘semitone.

What ragas are useful for being sung at the com-

mencement of concerts and why ?

Name iwo janya ragas belonging to the same mels
and the arohana and avarohans of one of which
happens to be the avarchana and &rohana of the
other.

Write the aroliana and avarohana of an audava-
shadava raga and wherein the ga is deleted in the
arohana and the ni is deleted in both the arohansa
and avarohana

Name two ragas wherein the gandhara happens to
be & resting note and around which you ean
weave apn dlipana.

(a) In the ragas Bhairavi and Kambhoji, name the
notes on which you can rest and develop an
alapana. Give a few illustrative sanchiras
under each.

(b) On which svaras do compositions in Bhairavi
and Sankarabharana commence ?
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68. Point aut the visesha sanchiras in the following
ragas and cite the ‘relevant portions of composi-
tions wherein they occur :— s,
(a) Sankarabharana, (b) Purvakalyéni,
(¢) Chakravikam, (d) Kedaram.

64. Give two rakti prayogas for each of the following

ragas:— ‘
(a) Bilahari, (b} ‘Bhairavi, (¢) Kedaram.

65. Give an example each for the following :— 3
(@) a ragn whe -ein ga is both a jiva svara and &

nyisa svara

(b) a raga wherein ga is not a nyisa svara.

66. In bhashinga ragas, ig it possible for anya svaras to
be nyasa svaras as well ?  Explain.

Tala:

67. Explain the terms :—
(u) Khanda guti, (&) Drutalaya, (c) Atita graha,
(d) Nissabda kriya.
68. Explain how each of the seven principal talas
admits of 25 varieties. )
69. Are talas other than the 35 stladi talas used in
Karnatic music ? If so, name them.
70. Mention five talas used in Karnitic musie, wherein
the dvartas consist of seven aksharakilas each,
71. Distinguish between :
(a) Desidi and Madhyadi talas.
(6) Tisra Chipu and Misra Chipu talas,
72. Name a tala whose aksharakila-value for ‘an avarta
iz equal to the serial number of Kharaharapriya.
Musical form : .

73. Give some examples of :
(1) Instrumental forms.
(2) Musical forms -which contain jatis in their
dhatu.
74. Explain the significance of the sahitya of an ordinary
lakshana gita and a riginga riga lakshana gita.
75. (1) What are the constituent’angas of a tana varna ?
(b) Estimate the value of the varna composition as
compared with other musieal forms, )



76.

.
78.

79

81,

82,

83.

85.
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If in a tana varna, the order of the ettugada svaras
is changed and given to you, can you re-arrange
them in the order intended by the composer ?
If you can, how will you proceed ?

Point out the utility in practising tina varnas.

What do you mean by techni-al beauty in a musical
composition ? Illustrate your answer with
examples. .

Give the lakshana of a kriti compcsition and point
out how composers have at:iempted to beautify
this type. Illustrate your answer with examples.

Point out the extent to which a performer can display
his creative talents in kritis and varnas.

(a) What is a rigamilika ? Write its lakshana.

(¢) Enunciate the principle, if any, underlying the
order aof succession of ragas in rigamalikas.

(c) Mention the names of some wellknown raga-
malikas. Write short notes on them and also
give the names of their composers.

(d) What is the : inimum number of ragas that
should be present in a rigamalika.

An unfamiliar ragamalika eqmposition, conforming
in full to the lakshana of the form, is given to
you, but with the order of the charanas changed.
Can you re-arrange the charanas in the order
intended by the composer ? If so, outltne the
procedure that you will adopt.

(a) Write short notes on the mitu of a pada, javali,
pada varna and daru.

(b) In what compositions do you get the jatis or the
tala-solfa (rhythmic) syllables ?

Mention the names of composers, who :—

(1) signed their compositions with their own
name;

(2) signed their compositions with names other
than their own;

(3) did not introduce any mudra at all.

Comment upon the nature of the sahitya in the
following types of compositions : —

(z) Pada varna, (0) Pada, {¢) Ragamalika,

(d) Javali, (e) Tillana.
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86. Mention a composition having two pallavis. :
87. In what types of compositions is the anupallavi
a dispensable anga.

88. Mention the names of four prominent composers
of (a) kriti, (b) varna, (o) ragamalika and (d) pads.

89. Explain the following :—

(a) Chitta svara, (b) Ettugada pallavi, (c) Solkattu
svara, (d) Svarikshare, (¢) Sangati (f) Upanga
khanda. i

90. Name the forms wherein the sihityas relate to
nayaka-nayaki theme. Write brief notes on
them. .

91. Name a form wherein the signature of the composer
may occur in the pallavi or anupallavi. :

92. Write the lakshana of the forms: Padam, Tillana and
Javali. Mention the names of prominent com-
posers of these three forms and point out the
signatures adopted by them.

93. Write short notes on :—

(@) Navaratnamailika, (/) Tillina daru.
(¢) Kalahastisa Pancharatnam (d) Navavarana
kirtana, (e), Svarasthina padum. ;

94. Are there instances of tunes having specific names ?
If so, name them. Give two of those tunes in
notation,

95. From the compositions familiar to you, give an
example each for the following :—

(a) Where the commencing notes of the pallavi
and theranupallavi are an octave apart.

(b) Where the above notes bear the samvadi
relationship.

96. Suppose you are given the bare sihitya of a musical
composition, how will you proceed to determine
whether it is that of a svarajati, varna, kriti or
padam.

Folk music.

97. What are the characteristics of folk-songs and how
would you classify them ?
98. Mention the ragas and talas figuring in folk songs.

‘



99.
100.
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Write a short essay on the musical aspect of folk
songs.

Suppose a gramophone record of a song is played to
you, how will you determine whether it is a
specimen of art music or folk music ?

Musical Instruments:

101.
102.,
103.
104,
105.

106.
107.

108.

109.

110..

111,
112.
113.

Name the three main heads under which musical
instruments are generally classified.

Briefly classify the stringed instruments.

Briefly classify the wind instruments

Briefly classify the percussion instruments.

Classify the bowed and plectral varieties of
instruments.

Classify the fretted instruments.

Name the instruments used in Concert music,
Temple music and Martial music.

Write short notes on : —

(a) Chinna melam. (¢) Naubat.

(b) Periya melam. (d) Sarva riga mela vina.

Give examples for the following :—

(a) A wind instrument without finger-holes.

(b) A percussion instrument capable of being tuned.

(c) A stringed instrument with two bridges,

(d) A stringed instrument provided with guts and
metallic strings.

(e) A_stringed instrument with metallic strings

alone.
(f) A plectral instrument wherein the . playing
fingers are not in contact with the strings.

Name two plectral instruments used in South Indian
concerts.

Mention the instruments figuring as accompaniments
in concerts of Karnatic music.

Is the compass of the Vina or the Violin altered by
tuning it in madhyama sruti ?

Distinguish between monophonous and polyphonous
instruments. Give two examples under each,



. Give two examples for each of the following :—

(a) A stringed instrument with a plain finger
board.

(b) A frotted instrament of the bowed group.

Ac) An instrument with a compass of more than
three octaves.

115. Name the instruments on which one can play " simul-
taneously in two oectaves.

116. Mention the names of two sruti vadyas.

117. Name the wind instruments used in concerts of
Karnatic musie.

118. Point out the utility of the sound post and the
mute in the Violin.

119. How do you account for the  fact, that when the
sirani string of a correctly tuned tambura is
plucked, the other sarani string vibrates of its
own aceord ?

General.

120. Explain the different’ branches of Manodharmsa
sangita ?

121. Discuss if Karnatic music has profited by coming
into contact with other systems of musie.

122. Give examples of South Indian ragas figuring in
other systems of musie.

123. Mention the important factors that contribute to
the exeellence of a eoncert.

124. What is the compass of a well cultivated human
voice? Name a concert instrument whose com-
pass is nearly the same as that of a well cultivated
hnman voice.

125. If in his usual pitch, the highest note that a singer
can reach is the tara sthayi madhyama, what is
the highest note that he can reach in the madh-
yama sruti ?

126. Point out the requisites of an ideal concert hall.

127. Write a short essay on the utility of the gramophone.

128.

A person 4, driving a motor car along a road, hears
the note of the horn of another motor car driven
by B in the opposite direction, and finds that the
note of his motor-horn and that of B’s are related
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as Shadja and Chatussruti Rishabha respectively.
After some distance, .| hearsthe note of the horn
of another motor-car driven by C' in the opposite
direction and finds that the note of his motor-
horn and that of C's are related as Shadja and
Antara Gandhara respectively, If B hears the
note of the horn of (’s motor-car, how will the
note strike him ? Esplain.

129. In a music school there were three classes in
Insirumental Musie, teaching Violin, Vina
and Sitair. To a visitor, who visited the three
classes in succession, the srutis of the three classes
impressed him as Shadja, Chatussruti Rishabha
and Sadharana Gandhira respectively. If he had
visited the classes in the (ollowing order, iz,
Vina, Sitar and Violin, how will the Sruti notes
of the three classes haveimpressed him ? Explain.

130. A Vina specially made, has five strings passing over
the finger-board. The four strings are tuned as
in the ordinary vina and the fifth string is tuned
to the Shadja immediately below the note given
by the fourth string. What will be the compass
of the instrument ? Explain with a diagram.

PASSAGES FOR SIGHT SINGING.
1. Bhairavi — Rupaka.

R S,n dp m pdn §
mpdns-ng-l'-;ndp mandP,
N,} sndp mgmp mgrs

Ndp mndp ‘mgrs n d n S,
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