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CHAPTER |
RAGA

Music is an integral part of India’s culture, It is the one
art which is in evidence in all the strata of society. Indian
music is one of the living systems of music in the world.

Indian music is a typical example of Modal music i. e.
music based on modes. The individuality of a mode is esta-
blished by notes of defined frequencies in its composition.
It is not the interrelationship between the notes that
establishes the raga, although this interrelationship is there,
but the relationship of each note to the basic tonic note.
"This tonic note may be actually heard through a drone or
even in its absence, a trained ear is able to recognise the
raga bearing in mind the presumed tonic note. Memory
thus plays an important part in Indiad Music.

Raga is the pivotal concept of Indian music, This
concept is India’s proud contribution to world’ music. This
concept is of interest to scholars of comparative musicology
all the world over. The ideal of absolute music is reached
in the concept of raga. The attainment of ragajnana is the
ultimate aim of all musical studies. The whole strefture of
Indian music i8 built around the concept of raga. Indian
melodies of the classical type are based on ragas. As for
folk melodies, a good number of them will be found to be in
some recognisable raga or other. Some folk melodies are
in mixed ragas i.e. one part of the stanza being in one raga
and another part in another raga. The origin of ragas
Jike Kuranji and Nadanamakriya can be traced to folk
melodies. .
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Ragas are aesthetic facts and can be perceived by trained
ears. Ragas derive their individuality through notes of
defined pitch entering into their ~formation. It is the
horizontal arrangement of particular tones and semitones in
conformity to recognised aesthetic laws that establishes the
rupa or form of a raga. Ragas reveal themselves through
the twin channels of Kalpita sangita and Manodharma
sangita. Kalpita sangita means music already made.
This music includes the musical compositions already
composed. Both rhythmical music and compositions like
the Chitta tanas which are not strictly rhythmical will
come under its scope. Manodharma sangita is music
improvised on the spot. It admits of the divisions : Alapana
inclusive of Tana or Madhyamakila, Pallavi exposition,
Niraval and Svara Kalpana. Musical compositions - and’
alapanas are concrete manifestations of the abstract raga.

Manodharma sangita or creative music is the distinctive
feature of Indian music. It is this that imparts a dynamic
character to Indian music. In a concert we hear not only
the compositions of great composers but also the performer’s
creative music—music improvised by him and rendered on
the spot. Thus we enjoy in a concert not only the creative
talents of the musician but also his powers of interpreting
the conWositions of great composers. Performers are the
links between audiences and composers. Alapana is un-
measured music. Alapana had its origin when slokas and
viruttams came to be sung in a raga.

Raga Sphutam (s0& svyLib) is the process of discover-
ing the individuality of a raga i.e. finding its jiva svaras,
nyasa svaras, rakti prayogas or pakads, amsa swaras or
resting notes, vakra prayogas etc. A raga once conceived
attains its full stature usually at the hand$ of a subsequent
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composer or composers. Thus the nadatma form of a raga
* is a process of gradual unfoldment.

The rich treasure-house of ragas is the glory of Indian
music. The ragas form the basis of all melody in India.
Raga is the quintessence of Indian music. In the formation
of ragas, all possible combinations of notes for creating

. emotional effects have been utilised. Ability on the part
of a person to recognise, distinguish and sing or play ragas
indicates a high degree of musical culture. Ragas are
based on ranjakatva.

A riga might be defined as a melody - mould or
melody-type. It consists of a series of notes, which bear
a definite relationship to the adhara shadja and which
occur in a particular sequence. The introduction of nofes
eschewed in a raga will prove fatal to its melodic indivi
duality. Ragas give pleasure to the listener and are
beautified by svara- varnas, Raga alapana’ is the
presentation of phrases admissible in the raga in such a
manner as to bring out its distinctive characteristics.

The various factors that go to build the melodic
individuality of a raga atre described in detail in Book III.
The first detail that a student should become familiar
with, concerning a raga is its arohana and avarohana and
the melakarta to which it belongs. If the raga in question
is a janaka raga, its arohana and avarohana will, as already
mentioned, be sampurna.

The arohana and avarohana constitutes the briefest
description of a raga and is like a theorem in geometry.
It gives in a concise form the outline or frame-work
of the raga. It defines the contour of the raga. The nor-
mal sanchiras that the raga admits of are directly revealed
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hy the arohana and avarohana. Sometimes- a rare prayoga is
incorporated in the arohana and avarohana (Ex. Nata raga) *
and in a few instances. the arohana - avarohana instead of
being in a concise form is slightly expanded and presented.
Janta svaras, dirgha svaras and kampita svaras figure in the
arohana and avarohana of some ragas. All these features
serve only to reveal better the melodic individuality of those
ragas. Instances of such ragasare however not many,

Raga Classification

Riagas are classified into Janaka ragas and Janya ragas.
This is a highly scientific system of classification and is
based on the genus—specie system. The terms janaka raga,
melakarta raga, mela raga, karta raga, sampurna raga,
parent raga, fundamental siga, root ,raga and primary
raga are all synonymous and mean the same thing,
Likewise janya ragas are known by other names as
derivative rigas and secondary rigas. Janaka ragas
possess the full complement of the sapta svaras in both
the arohana and avarohana and the notes ascend and descend
in a regular order. In addition, the svaras are of the
same kind in both the arohana and avarohana. These are
the three characteristic featuses of janaka ragas. There
are 72 such janaka ragas arranged in a definite, serial order.

A janya raga is a raga, which is said to be born or
derived from a melakarta riga. Every janya riga has
its parent $cale or janaka raga. A janya raga takes the same
svaras as the svaras taken by its parent raga. The mention
of the name (or serial number) of the janaka raga therefore
gives the clue to the svaras taken by the janya raga, Thus
when it is said that Mayamalavagaula is the janaka raga of
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taken by Malahari
raga are the same as the svaras taken by Mayamalavagaula-
Occasionally janya rigas take one or two foreign notes
(notes foreign to their parent ragas) for the sake of enrich-
ing their beauty (see post).

\

The student will do well at this stage to become
familiar with the following janaka ragas :—

TABLE 1

Giving the svaras taken by some prominent melakarta
ragas together with their serial numbers :—

> Meﬁ?rm Name. * Svaras.

8 Hanumatodi sTigm pdng s
15 Mayamalavagaula S 11 gemy p di ng s
16 Chakravikam sTigemy pdam s
17 Suryakantam stgempdsngs
20 Natha Bhairavi sTagmmpdims
22 Kha.raharapriya s ro gy my p ds ny s
28 Harikambhoji S Iz gemy pdsnyg s
29 Dhira Sankarabharana | s rz gam; p de 02 s
S1 Kamavardhani s 11 g2 mep dp ng s
65 Mechakalyani S Iz g2 mo p da Ny s

* Numeral 1 denotes the Komala svara and

svara.

Numeral 2, the Tivra
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Classification of Janya Ragas

1. Varja ragas. Varja ragas are those janya ragas
whereini one, two or three notes are deleted eith&r in the
arohana or avarchana or both. From the number of
svaras present in the arohana and avarohana, janya
ragas are classified under eight heads. The terms, sampurna
(all the sapta svaras being represented), shadava (six svaras
only being represented i. e., one note being wvarja) and
audava  (five svaras only being rtepresented i. e.,
two notes being varja) are used to describe the arohana
and avarohana in this connection. The tara sthayi shadja
is excluded in calculating the number of svaras present
in the arohana and avarohana of ragas.

Auduva is the earlier form of Audava
The *eight kinds of varja ragas are ; —

1. Shadava - sampurna
2. Audava - sampurna
3. Sampurna - shadava
4, Sampurna - audava
5. Shadava - shadava
6. Shadava - audava
7. Audava - shadava

8. Audava - audava
Every one of the 72 melakarta ragas admits of all these
eight varieties of transilient ragas. The possible number
of audava-shadava-sampurna combinations is 483 and this
muitiplied by 72,  gives the colossal figure 34,776, which
is the possible number of varja ragas of this class, derivable
from all the 72 melakarta ragas. .

* Varja ragas of the svarantara- type i. e. with only four notes
are explained later.
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Note.— Even as a minimum of three straight lines is
required to enclose a space, a- minimum of five notes is
required to give an individuality to a raga. Thus a svaran-
tara-svarantara raga, though a theoretical possibility must be
ruled out from the pale of practical music.

In the arohana and avarohana of the audava or
svarintara type, contiguous notes will not usually occur as
varja svaras. But Kuntalavarali smpdnds-sndpm
s —28), Megharanji (srgmn s-snm grs —15), and
Purnashadjam (srgm N S-sn pm G rs~—22) are happy
exceptions. The contiguous notes r and g in Kuntalavarali
and p and d in the other two examples are varja svaras. The
distribution of warja svaras has much to do with the
melodical richness of a raga. The extent and nature of
varjatva in varja ragas are clearly revealed by the graphs
of those ragas.
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II

The eight kinds of varja raga with examples.

Kind of Janya-raga and

the. Number of svaras
present in its:

Examples

zd Arohana Avurohang Name of the raga It:vzgrxo()}k:]:x:);&
-1 | Shadava-Sampurna Kambhoji §'s. rgmpds ]
6 7 lsnd pmgrs
'
” Bilahari { srgpds
2 Audava-Samguma 1A b sndpm grs
rabhi {s rmpds
sndpmgrs
3 | Sampurna-Shadava | Bhairavam [stgmpdns
7 6 . sdpmgrs
- Garuda- {s‘?rgmpdns.
4 | Sampurna-Audava dhvanif Lsdpgrs
7 5 . {g rgmpdns
Saramati sndmgs
¢ dod
5 | Shadava-Shadava Sriranjani { frgmcns
6 6 sndmgrs
6 | Shadava-Audava Natakuranji {5 rgmdns
6 5 sndmgs
- ‘Malahari {§ tmpds
| Audava-Shadava { sdpmgrs
.5 6 . -
Sarasvati { srmpds
sndpmrs
3 Mohana {s'rgpds
Avudava-Audava | sdpgrs
5. 'Y Suddha- stmpds
r siveri{s‘dpm'rs

Serial No.

jof its meta-

|
l

karta
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Varja ragas may again be classified into wupanga

ragas and bhashangal ragas and these again into wakra or
non-vakra:—

Il Vakra ragas Janya ragas whose arohana or
avarohana or both take a crooked or zig-xag course are
called vakra ragas. Graphically represented, the arohana
and avarohana of non-vakra ragas will be found to be
regular]y ascending and descending straight lines or curves;
but the graphs of vakra ragas will present indentations
and reveal their tbrtuous character.

In vakra ragas, during the course of the arohana of
avarohana or both, a prior note will be found to repeat itself.
Instances of vakra ragas without the repetition of a prior
note are rare. Kathanakutuhalam is an example of this
Jatter type, wherein the arohana is : srmDngp 5.

" Vakra svara is that svara in the arohana or avarohana,
at which a change in the course takes place. It is the
svara at. which there is the interruption in the regular
course of the arohana or the avarohana as the case may be.

Vakrantya svara is the svara at which the vaksatva
or the change in the course ends and the original course is
resumed. Thus in the Arohana of Kathanakutuhalam (see
above) the ni is the vakra svara and ga is the vakrantya
svara. Sometimes the vakrantya svara may be the note
next to the vakra svara ; for ex. dha in the arohana of
Kuntalavarali: smp dnd$ (herein ni is the vakra svara
and the dha following. it is the vakrantya svara). Thus the
range of vakratva may -be a semi-tone as in Kuntalavarali
or the interval of a Panchama as in Kathanakutuhalam.

2
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TABLE III

Examples of vakra ragas.

. Serial
Eﬁ";;ggf I\gg.ngi;ts Arohana and avarohana | Remarks.
raga. ' o
- R sgrgmpdp$ Arohana
Ao | 2 |, -
al Sndpmgrs albne vakra
sTmpnS$ Avarohana
Sriraga 22 '
Snpdnpmrgrs |alone vakra
“’ sTgmpmDn$
Sahana 28 . L ' Both vakra
Sndpm G mR.grs

Note that in Sriraga, the vakra svaras are pa and ri and
the vakrantya svaras are ni and ga respectively. Saranga
is an instance of a vakra raga wherein the vakrantya svara
is the anya svara itself.

Classification of Vakra ragas

1. Sampurna Vakras or Vakra Sampurnas.

Vakra sampurna ragas are those wherein the arohana
and avarohana are sampurna and either or both of them
are vakra. Examples.

(a) Kathana kutuhalam (srmDngp$-Sndpmgrs)
Arohana alone vakra,
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(b) Karnitaka byag (srgmpdn$ - Sndnpdmgrgs)
Avarohana alone Vakra

(c) Sahana (srgmmenS-sndpmeRﬂrf)
Both vakra i. e. Ubhaya vakra.

2. Vakra varjas

. Vakra varjas admit of the divisions, Vakra Shadavas
and Vakra audavas.

Vakra shadava ragas are those wherein the arohana and
.avarohana are shadava and either or both of them are vakra
. Examples :

(a) Nalinakanti (27) (sgrmpn$ - $npmgrs)
Arohana alone Vakra.

(b) Devamanohari (22) (srmpdn$-Sndnpmrs)
Avarohana alone Vakra.

(c) Bangala (29) (srgmpmrp’s -Snpmrgrs)
Ubhaya Vakra.

Vakra audava ragas are those wherein the arohana and)
avarohana are audava and either or both of them are Vakra.
Example : :

Hindolam (20) (smgmdn$-5ndmgs)
Arohana alone vakra.

From the point of view of the number of varja svaras,
if the arohana and avarohana of a raga are not symmetrical,
the arohana apd avarohana will be described separately
as in the following Examples : :

(a) Kedaram 29) smgmpn$-3npmgrs)
Vakra audava - Krama shadava raga.
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(b) Begada (29) s grgmpdps-$NdpMgrs)
Vakra shadava - Krama sampurna raga.

(¢) Janaranjani (29) (srgmpdpas-$dpmrs)
Vakra sampurna - Krama audava raga.

(d) Suddha bangala (sympd3-35dpmrgrs)
Krama audava - Vakra shadava raga.
Ubbaya vakra

Herein both the arohana and avarohana are vakra.
hese may again be sampurna, shadava or audava.

Ubhaya vakra ragas may again be classified into :-

(i) Those wherein the number’ of vakra svaras in the
arohana and avarohana is equal.

Nilambari raga which has one vakra svara in the
arohana and one vakra svara in the avarohana is an
example. )

Nilambari (29) (srgmpdpnd -Snpmgrgs)

(ii) Those whefein the number of vakra svaras in the

arohana and avarohana is not equal.

Ex Ritigaula raga which has two vakra svarasin the
arohara and one vakra svara in the avarohana.
(sgrgmndmnn$ - Sndmgmpmgrs).

From the number of vakra svaras present, vakra

rigas may be classified into :—

1. Ekasvara wvakra raga i.e., with one vakra svara
in the arohana and one vakra svara in the
avarohana.-
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Ex. Nilambari S rgmpdpnsd- Snpmgrgs)

2. Dwisvara wvakra raga i.e., with two vakra
svaras*in the rohana and two vakra svaras in the
avarohana.

Ex. Suposhini (srsmpnd$ - Sdnpmrms)

3. Trisvara vakra rGga i.e., With three vakra
svaras in the arohana and three vakra svaras in
the avarohana.

4. Chatussvara vakra raga i.e., with four vakra
svaras in the drohana and four vakra svaras in
the avarohana.

There are vakra ragas with an eka svara wvakra
arohana alone (Kuntala varali: smpdnd$ - $ndpms)
or an eka svara vakra avaroharia alone (Suddha bangila
stmpdS-5dpmrgrs) or a dvisvara vakra arohana
alone :—

Ex. Anandabhairavi (sgrgmpdps-Sndpmgrs.)
or a dvisvara vakra avarohana alone :—

Ex. Sriraga (stmpnS-Snpdnpmrgrs)

In the case of those ubhaya vakra ragas wherein the
number of vakra svaras in the arohana and avarohana differs,
the arohana and avarohana are described separately. Thus
Sahana furnishes an instance of an ubhaya vakra riga with
an eka svara vakra @rchana and a  dvisvara vakra avarohana :
srgmpmDnd - $ndpmGmRgrs. The same rule
applies to Dwisvara, Trisvara and Chatussvara vakra ragas.

5. Upanga Vakra ragas and Bhashanga Vakra ragds_
Suddha bangala.and Manjari are examples of the former
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class and Saranga and Chintaimani are examples of the
latter class.

The number of vakra ragas is unlimited.
Upanga - Bhashanga.

. Upanga vagas are those janya ragas, which
take only notes, present in their- respective parent ragas
Malahari; Suddha saveri, Arabhi, and Mohana are examples.

Bhashanga ragas are those janya ragas which in
addition to the notes pertaining to their parent ragas,
take one or two foreign notes as visitors. These nsmng
notes come only in particular sancharas and serve to
increase the beauty of the raga. The svarupa of the
raga is revealed better by these foreign notes. Thus in a
bhashanga raga, both the varieties of a svara occur, the
variety pertaining to the melakarfa being called the svakiya
svara and the visiting note, the anya svara. In Bilahari and
Bhairavi, the Kaisiki nishada and chatussruti dhaivata are
the respective anya svaras; the svakiya svaras for the
two ragas being kakali nishada and suddha dhaivata
respectively.

’

Barring a few instances like Bhairavi, the anya svara
as a rule is not a nyasa svara in bhashanga ragas.

The member of Bhashanga ragas used in Karnatnc
Music is twenty-five.
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TABLE 1V

Varja ragas

I
Upanga B Bhaslhanga
T 1
Vakra Non-vakra Vakra Non-vakra
Or,

Varja ragas
I

Vakra Non-vakra

. |
Upanga Bhashanga Upanga ‘Bhashanga
*Varja ragas may further be classified into :—

1. Arohana (alone) varja 2. Avarohana’ (alone)
varja and 3. Ubhaya (both) varja.

Varja ragas

|
Arohana Avarohana Ubhaya
alone varja alone r'arja Varja

shadava-sampurna  sampurna-shadava shadava-shadava

audava-sampurna sampurna-Audava shadava-audava

svarantara- sampurna- shadava-

sampurna svarantara svarantara

audava-shidava

audava-audava

audava-svaraniara

svarantara-shidava

svarantara-audava

svarantara-svarantara



16

CHAPTER I
TALA

The tila system is perhaps the most difficult and .
complicated branch of South Indian music. There is no
comparison to it in the other musical systems of the world.
The time-measures used by all the nations put together
will form but a small fraction of the innumerable varieties
of rhythm used in South Indian music. A Tamil writer
emphasizes the intricate nature of the tila system in the
following stanza:

O garm suyeysh Feuent Hpang.ey
ST YR QU 1D BT 8T --HET (B S5
GeounulSiohen 7 auy ayib Gsﬁzsuqmril STy |

DHUWISTETD ST VTLH.?

Meaning : “If one can see the form of the southern
breeze, the form of Siva, the form of scent, the form of
Manmatha (Cupid), the form of the flute tone and the form
of the Vedas, one can sce the subtlety of the tala.”

The development of tala mnemonics and the art
of drumming have contributed to the high development of
the tala system. It should be remembered, that when
a mridangam player accompanies a musician (vocalist or
instrumentalist) in India, he does not merely beat the sarva
laghu, but provides a cross - thythmical accompaniment
based on the style, movement and rhythmical construction
of the pieces rendered.  This ‘rhythmical harmony’ provided
by the mridangam player contributes to the excellence of a
concert of Indian music.

~ The ancient books on music refer to the classification
of tilas into margi and desi and enumerate the classical 108
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talas. Latterly a system of 35 talas developed and Puran-
dara Dasa gave prominence to this simpler system by compo-
sing alankaras, gitas and suladis in them. While the 108
talas make use of all the shadangas, the 35 tilas use only the
laghu, drutam and anudrutam. In addition to these, a
system of tilas known as the Nava sandhi talas ( peusv b S
srerhgsr ) has been in use in temple rituals from ancient
times. There is also the Chapu tila with its varieties and
the Desadi and Madh'yadi talas. The scheme of the 35 talas
is explained here. The other talas are explained in Books
111 angd V. ’

Law of Homogeneity

Of the sapta talas, the Dhruva, Matya and Ata
alone admit of a plurality of laghus. And within each
one of the varieties of these talas, the laghu retains its
homogeneous character. That is, if we take the Tisra jati
Dhruva tala, all the three laghus figuring in the tila are of
the tisra type,—not that one can be chaturasra and the other
khanda and so on. In the same manner, Khanda jati
Matya tala means, both the” laghus therein are of the
khanda variety ; likewise Sankirna jati Ata tila means the
two, laghus therein are of the sankirna variety and so on.
Thus in tilas consisting of more than one laghu, no two
varieties of the laghu can come in one and the same variety
of the tala. In other words the laghu retains its homogeneous
character within the tala.

Presumptions regarding the seven talas. ‘

Unless otherwise stated, the following presumptionsr
hold good :—
3
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Dhruva tila means Chaturasra jati Dhruva tala.

Matya tala means . Matya tala.
Ripaka tala means .,, Rupaka tila.. *
Jhampa tala means Misra jati Jhampa tala.
Triputa tala means Tisra jati Triputa tala.
Ata tala means Khanda jati Ata tala.

Eka tila means Chaturasra jitiv Eka tila.

The Scheme of 35 Talas

Briefly stated, the 35 talas result by the change of
the laghu jati in the sapta talas. The student will do
well to ,.re@l 10 his mind, the sapta talas and their con-
stituent angas giveh in Table VIII on P. 77 of Book L
Now taking the Eka tzla, if the chaturasra laghu is respective-
ly substituted by the tisra, khanda, misra and sankirna
laghus, we get four new varieties of the Eka tala, the
aksharakala value of the avarta varying in each case on
account of the substitution “of the laghus of different magni-
tudes. Thus the Eka tdla on account of the five laghu jatis
admits of five varieties. In the same way, the other six
talas also admit of five varieties each and we thus get in all,
the 35 talas from the seven principal talas. There are the
35 Alankaras to illustrate the 35 talas and these are given in
Chapter 1V of this book.

It should be remembered that the five angas : Anudru-
tam, Drutam, Guru, Plutam and Kakapadam do not admit
of jati bhedas and hence their values remain conmstant
throughout. '
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In Table V given on Pp 20-23, the 35 talas are given
with their technical names, signatures and total aksharakala
value for an avarta in each case.

Arrangement of the 35 Talas

In the Table, under each tala, the various fime measures
are presented in the increasing order of their magnitude.i. e.
in the sequence of Tisra, Chaturasra, Khanda, Misra and
Sankirna.

It is also possible to think of an alternative arrangement
for the 35 talas. The jatis under each tala may be presented
in the traditional order of Chaturasra, Tisra, Misra, Khanda
and Sankirna.- In this arrangement, the serial numbers of
the tala will differ from that of the previous arrangement.
For instance the twelfth tala in the first arrangement will be
the Chaturasra jati Rupaka tala. In the second arrange-
ment, the twelfth tala will be the Tisra jati Rupaka tala
and so on. ’

A third possible arrangement is to group the talas of
identical jatis and present them in the usual order. In this
arrangement, the Dhruva, Matya, Rupaka, Jhampa, Triputa,
Ata and Eka talas of Chaturasra jati will rank first, and
then the same talas of Tisra jati and then the same order
of talas in Misra jati and so on.

Nomenclature for the 35 Talas

*There is an empirical nomenclature and a mnemonic
nomenclature (based on katapayadi sankhya and bhuta
sankhya) for the 35 talas. The former is given in the Table.
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TABLE
EXPLAIN
Scheme of the

"The Sapta talas.
. 1
1
i
. ' 2
1. Dhruva sy 3
158
|4
|
) U s
(6
1
‘ 7
1I. Matya -
o 18
i 9
L 10
I( 11 L
III. Rupaka I 13
Er ¥ ﬁ
! 14
L 15

. No. |

12’

Their varieties and

Tisra
Chaturasra
Khanda
Misra
Sankirna
Tisra
Chaturasra
Khanda
Misra

Sankirna

Tisra

Chaturasra

’ Khanda
Misra.

Sankirna

*On account of the

gati bhedas, these 35 talas give rise to 175
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v
“ING
Thirty-five Talas

tala. This is explained in Book 111

technical names Signature. T(;;ar];nk;}"/":?{:ﬁla
‘Mani . sally, O I, Iy| 33243+3=11
Srikara ggs |1, O I, 1, | 4+2+4+4=14
Pramana B | 1, O by 1| 5+24545=17
Pirna g1, O 1 b T4247+7=23
Bhuvana 538 [ lg O 1y g \ 9-2+9+9-29
Sara Eoie! I, O Iy : 31.2:3=8
Sama S I, O 1, ‘ 4+2-+-4=10
Udaya asch | 1, O 1y | 542+5=12
Udirna s88 | 1, O I, | 74247=16
Rava s | 1, O I N 94249=20
‘Chakra B O I ' 2:3=5
Patti 188 O |, ; 24+4=6
Raja =z o I 245=1
Kula % o I, [ 2+7=9
Bindu Hoks O g \ 2+9=11
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The Thirty-five

The Sapta Talas. | No.

Their varieties and
(1 16 | Tisra —
1 .
‘ 17 | Chaturasra —
IV. Jhampa
Snoh P {I 18 Khanda —
’ 19 | Misra . -
{| 20 | sankirna —
(| 21 | Tisra —
* 22 | Chaturasra —
V  Triputa ]
8He i 23 | Khanda —_
} 24 | Misra —
L/ 25 | sankirna —
o (| 26 | Tisra —
’ 27 | Chaturasra. —
V1. Ata R
: ®o B 28 | Khanda g
\ 29 | Misra S
Ll 30 | Sankirna —
(| 3l | Tisra —
’ 32 | Chaturasra —
L 'fslf(a 4 33 | Khanda sco
t 34 | Misra —
1
Ul 35 | Sankirna —
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Talas (Continued)

Total aksharakala

Technical names Signature for an svarta
Kadamba EfA P 1, \J O 34142 =6
Madhura fm8 1, \J O 44142 =1
Chana S 1s W O 54142 =38
Sura & 1,0 74142 = 10
Kara ¥ 1, U 0O 94142 =12
Sankha dowl I3 D O 34242 =7
Adi w8 |, O O 4+2+42 =8
Dushkara %8 Is O O 5+2+2 =9
Lila B I, 0 O 74242 = 11 .
Bhoga 6 1, 0 O | 9+2+2=13
Gupta B2 13 I3 O O 33242 = 10
Lekha s I, 1, 00 4144242 = 12
Vidala 8¢ 15 13 0 © 5454242 =14
Loya s |, I, OO T+T74+2+2 =18
Dhira 88 1, 1, O O 4 9494242 = 22
Sudha @Y, 3 )
Mzna =8, 4
Rata L IER 5
Raga o 1, 7
Vasu %, 9
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The 35 talas are analysed and presented according to,

the magnitude of their avartas in Table VI. Tt will te seen
from 'this Table that the tala wilh the;maximum number of
aksharakalas (29) for an avarta, is the Sankirna jati Dhruva
tala and the tala with the minimum number of aksharakalas
(3) for an avarta, is the Tisra jati Eka tala. It will also be
“seen that there are a few talas whose avartas consist of the
same number of aksharakilas. These talas however differ
from one other on account of their varying constituent angas
resulting in different modes of counting and the stresses
falling at different places in the avarta. For example, the
Chaturasra jati Matya tala, Misra jati Jhampa tala and Tisra
jati Ata tala all consist of 10 aksharakalas €ach foran
avarta ; yet they differ from each other on account of their
modes of reckoning and the beats falling on different points
of the avarta. )

TABLE VI
The 35 Talas : Analysed
Total l ‘
ig?:af?r— Tala 1\ Its jati. Signature.
an avarta. 1
29 Dhruva ‘ Sankirna ly O 14 1y
23 | Dhua | Misna Lo,
22 Ata . Sankirna Iy 1, 0 O
" 20 Matya Sankirna | 1, O 1,
13 Ata - | Misma I, 1,00
17 Dhruva | Khanda I O 1y 15
16 Matya i Misra o
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Total ;’ ‘
o
iﬁ:“ﬁ; | Tila Its jati. ‘X Signature.
an fvarta }
14 {Dhruva Chaturasra | Iy O Iy 1,
Ata_l Khanda ' I I3 O O
13 Triputa Sankirna Iy O O
\[ Matya Khanda ls O I
12 4 Jhampa ~ Sankirna ls \LJ O
Ata Chaturasra s by O O
Dhruva Tisra ls O 1y 1y
. qupaka Sankirna O 1y
Triputa Misra I, O O
[Matya Chaturasra . O 1,
10 . Jhampa Misra I, \ O
Aya Tisra Il I3 O ©
Ripaka Misra O I;
9 Triputa Khanda I; O ©
Eka Sankirna lg
Matya Tisra I3 O I,
S < Jhampa Khanda |, ) C
i | Triputa Chaturasra e O O
Rapaka Khanda o |,
7 ! Jhampa Chaturasra L.\ o
, Triputd Tisra I, O O
L Eka Misra 15
6 { Rapaka Chaturasra O I,
\ Jhampa Tisra O, W O
5 { Rapaka Tisra [
L Eka Khanda . | I
4 Eka Chaturasra Iy
3 Eka Tisra Is
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CHAPTER Il

MUSICAL FORM

Music that is heard in an Indian coneert falls under
two heads :—

(1) Manodharma sangita and (2) Kalpita sangita.

In the former, the performer sings or performs his
own improvised music—music improvised on the spot with-
out any previous thought. This improvised music is of
five kinds :—(1) Raga @lapana, (2) Madhyamakala or Tana.
(3) * Pallavi exposition (4) Svara kalpana and (5) Sahitya
prastara or Niraval (fpeusd). In kalpita sangita, the
singer or the performer reproduces the composmons already
created or composed by other composers or even by himself.
Kalpita sangita is older than manodharma sangita. The
forms of manodharma sangita are dealt with in detail in
Bock 1V.

Kalpita sangita comprises all the musical composi-
tions. A musical composition is a piece of music set to time.
It is an exposition of the raga in conformity to the chosen
rhythm. Slokas, charnikas, padyas and viruttams are
only instances *of literary forms sung to music. They are
not set to time.

A musical composition can be compared to a building.
What the bricks are to a building, the component svaras

* The Pallavi theme itself with its sangatis (having alleady
been compoesed) belongs to kalpita sangita. It is only the exposition
of the Pallavi that w-sutuhs mancdh rma sangita. Pallavis like
“cariga pa gai ene” (Mohana) which are msp»red by particular
accasions and sung oii-hand may be classed under manodharma sangita.
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are to a tune. The different graces linking up the svaras
contribute to ornamental effect. These graces can be compared
to the cementing medium holding the bricks together and
also to the outer decorative work. Just as there are small
buildings and big buildings, there are short compositions
like “the gitas and long compositions like the varnas.
Ragamalikas and Kritis abounding in technical beautiescan be
compared to artistically designed, lixuriously decorated and
lavishly furnished buildings.

The author of a musical composition is called a
Vaggeyakara. ’
Classification

South Indian music in the course of its long history
has evolved many musical forms. These might be studied
under the heads of (1) Gita prabandhas (vocal forms)
(2) Vadya prabandhas (instrumental forms), and (3) Nritya
prabandhas (dance forms). Indian music being of the melodic
type has evolved many vocal forms. These vocal forms fall
under two divisions : sacred forms and secular forms.

Musical forms might also be studied under the heads
of :—Art/music, Sacred music, Dance music, Opera music,
Martial music aud Folk music.  The several forms under
these heads possess distinctive characteristics of their own.
Some forms like the kriti and varna contain numeroug
examples while others like the ragamilika and tillana contain
fewer examples.

Musical compositions can again be classified into
those belonging to -(1) Pure music and (2) Applied music.
Applied music embraces all compositions wherein music is
applied or used for a specific purpose. The sahitya is an
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/

) important factor in this group of compositions and the music
which clothes the szhitya serves merely as a vehicle for the
better and effective interpretation of the ideas enshrined in it.
Religious music, dance music, andopera musicand the music
of the yaksha gana, kalakshepa, nondi nataka and
nritya nataka (Bhagavatha mela nataka and Kuravanji
nataka) are examples of Applied music. Some of these
compositions have brilliant music in them and deserve
to be placed side by side with specimens of art music. '

In compositions belonging to ‘the sphere of pure music
the main concern of the composer is the portrayal of the
raga bhavh, in all its visages and melodic richness. The
sahitya, in such cases merely serves as a vehicle for singing of
the music. Music herein is the primary thing and is enjoyed
for its own sake. These compositions constitute the
repertoire of performers (vocalists and instrumentalists)
in concerts.

Musical compositions may also be grouped under the
heads of art music and folk music. All that is not folk
music belongs to art music and wvice versa. In this wider
sense of the term, art music includes sacred music, opera
music and dance music also. The term art music, in practice
however is restricted to manodharma sangita and to com-
positions belonging to the realm of pure music and which
evoke gana rasa (aesthetic delight) in the listeners.

Musical compositions can again be studied under the
keads of sacred music (vaidika ganam) and sectilar music
(laukika ginam). Examples of abstract music and pure
instrumental music figure in both the groups.
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TABLE VII
Classifications of Musical forms
1 .

Music

Manodharma Kalpita
sangita sangita

| o |

I* | | [ | |

Raga Madhyama Pallavi Svara Niraval i

alapana kala or  exposi; kalpana 1

tana tion )
_ ,
I | | | |

Art music  Sacred Opera Dance Martial Folk
' music music music  music music

| -
Technical Melodic
I
Musical Forms

| \ |
1 I 111
R R
| | |
i Pure music Applied Vaidika Laukika
; music ganam ganam

i
i

|
Instrumental  Dance forms

Vocal forms
forms

| i
Sacred Secular
forms forms
Under each head, we will first study the major forms

and then take up the minor forms.
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Compositions belonging to the realm of art music
are classified into :—

1. Technical 2. Melodic

The former group comprises the svara exerciscs.
alankzras, gitas, chitta tinas, varnas and other exercises
which serve a specific technical purpose and help the student
to acquire proficiency in the technique of rendering vocal
"music and instrumental music. These compositions constitute
the vocalises and are aptly grouped under abhy@sa ganam.
The melodic group includes ‘kritis, kirtanas, padas,
javalis, ragamalikas, tillanas and other compositions per-
formed in a concert. These compositions are grouped
under sabha ganam (concert pieces).

The distinctive features of the compositions belonging
to the technicul and melodic groups may be summed up as
follows :—

Technical Melodic

1. The music is the 1. The music and the
more important factor and szhitya are of equal im-
the sihitva is a mere mne- portance and sometimes the
monic aid to remember the szhitya contains beautiful
music ideas and sublime thoughts.

The sahitya -herein may
have a value independent of
its music.

2. The compositions 2. The one idea in the
are illustrative of some mind of the composer in
musical law, fact or techni- composing pieces coming



“ cal principle, For example,
the purposeof the alankiras
is to illustrate the 35 talas ;

the purpose of the lakshana °

gitas is to enumerate the
lakshana of the raga; the
purpose of the sutra gita
is to present in a concise
form the structure of the
ganas and the kinds of
ragas derived by the process
of modal shift of tonic
from a basic scale ; the
purpose of the Murchchina-
karaka mela ragamalika is to
enumerate the melas derived
. through the process of
modal shift of tonic from
tach one of the 72 mela-
kartas and so on.

3. Music here is the
product of conscious effort.
The composer takes the
paper and pencilin his hand
and writes the music.

4. The appeal is more
to the intellect.

5. The composer con-
ceives of the dhatu first and
then thinks of an appro-
priate szhitya to it.

31

under this group is the. pre-
sentation of the raga bhiva in
all its rich colours.

3. The music herein may
be the product of conscious
effort; more frequently it may
be the product of inspiration.

4. The appeal is equally
to the intellect and emotion.
Sometimes we feel as if lifted
to a higher plane. :

5. The dhatu and matu
are in many cases, simultane-
ously conceived (Ex. Tyaga-
¥aja’s kritis).
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6. The range of the 6. The compass of the
compesitions under this music here, rarely exceeds two
group sometimes goes up to  octaves.
three octaves. It is possible sometimes

to learn by rote compositions
under this group.

Heavy, Medium and Light Music.

Classical music admits of the divisions : Heavy. Medium
and Light. Pallavi exposition and -advanced Kritis are
examples of heavy classical music. Simpler kritis and javalis
are instances of medium classical music. Divyanama kirtanas
and simple darus are instances of light classical music.

Art music —Technical Group.
GITA.
T S BErcnEo AERHgSsT w Bl

(The union of music and words is said by the learnad to constitute gita)

_ Gitas are the simplest of melodies. The term ‘gita
literally means a ‘song’ but in music it signifies &
particular type of composition. The music of the gita is a
simple melodic extension of the riga in which it is compo-
sed. Its tempo is uniform. It is a continuous composkion *
without the sections, pallavi, anupallavi and charana. The
dita is sung without repetition from begining to end.
Some gitas have two sections (khandikas) and some
three. ~Some gitas are concluded by repeating a portion of
. the "opening part. Gitas are set in medium tempo. There
are no sangatis or variations and the flow of music is
natural. Neither intricate combinations nor terse sancharas
are found in its music. The raga svargpa is well brought out
in each case. For each note of the dhatu, there is usually a

*Raganga raga lakshana gitas have sections (See Book 11D).
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syllable in the sahitya. The theme of the sahitya is praise of
God. (Gitas in praise of musical luminaries and Acharyas also
exist: for Ex. the sapta tala gita in Nata raga beginning with
the words : Gana vidya dhurandhara in praise of Venkata-
subbayya, by Paidala Gurumurti Sastri)._Somctimes meaning-

less phrases like a iya, ti iya, a iyam, va iya, called matrika
padas are found interspersed in it. These quaint
syllables called gitalankara phrases lend a characteristic
beauty to the szhitya of gitas. They are introduced for
ornamentation only. These syllables remind one of similar
syllables occurring in Sama ganam.

There are instances of famous sanskrit slokas which
have been cleverly introduced as sahityas for sanchari
gitas. The Bhairavi gita, Sri R@machandra and the
Nata gita, Amari kabari are well known examples.

There are gitas in sanskrit, * bhandira and kannada.

Students learn the gitas after a course in the preliminary
svara exercises and alankaras. There are gitas in all the
sapta talas and their varieties. In the pre-Tyagaraja period,
many composers delighted in composing gitas.

* Bhandira wur om o5 088 bhasha.  Formerly sanskrit
was used for the sahitya of musical compositions. Later on
bhandira (a kind of Prakrit) was used. Still later, compositions
came to be written extensively in the vernaculars and the bhandira
bhasha fell into disuse. According to Visvesvara {(alias Vagisa),
who has written a treatise on the grammar of this language
« Bhandira is best suited for music, having had its origin in the
melodious medley of the lyrical notes that arose when Sri Krishna
danced with the flute in His hand, in the company of the Gopis of
different countries and tongues. This language is thus a creation
from Kambhoji, Magadhi, Gaudi, Mabharashtri, Kalingi and Gair-
vani, with a sense to its potency for rich musical effect”. The
bhandira bhasha received an impetus for development from the
time of Bhoja and Someswara. Some lakshana gitas and some of
the gitas of Purandara Dasa are in bhandira.

5
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Gitas are of two kinds :—
(1) Samanya gita and (2) Lakshana gita. |

Samanya gita is the ordinary gita and is also called by
other names as sadharana gita, lakshya gita and
sanchari gita.

The pioints of lakshana mentioned above for a gita hold
good in the case of the samanya gita. But in a lakshana
gita, the sahitya, instead of being praise of God, enumerates
in so many words, the lakshana of the raga, in which it is
composed—giving amongst other details, its varja and vakra
svaras, graha, nyisa and amsa svaras, its audava, shadava or
samparna character and lastly its parent raga, if itis a janya
raga lakshana gita; and the anya svaras, if any, if it is
a bhashanga raga lakshana gita.

There are lakshana gitas for most of the current ragas
and for a few obsolete ragas. At a time when the art of
printing was not known and copies could not be multiplied
in thousands,” lakshana gitas were of great value in helping
students to remember the lakshanas of ragas. The Raganga
raga lakshana gitas are a special class by themselves and are
described in detail in Book IIIL.

In a gita, the number of svaras present in an avarta
is equal to the number of aksharakzlas forming the avarta—
the dirgha svara being reckoned as two svaras. This being so,
a gita in chaturasra jati dhruva tala should not be reckoned
in the tisra triputa tala, reckoning two svaras for each count;
and likewise a gita in chaturasra jati rapaka tala should not
be reckoned in the tisra jati eka tala, with two svaras for each
count and so on. This will not be in keeping with the
rhythmical construction of the composition.
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Gitas are compositions in Ati chitra tama marga. They
are in Ekakshara kalam, i e. with one svara for each count.

Ghana raga gitas are gitas in ghana ragas like Nata,
Gaula, Arabhi, - Sriraga and Varali.

Purandara Disa’s introductory gitas in praise of
Vighnesvara, Mahesvara and Vishnu are somtimes referred
‘to collectively as Pillari gitas. The significant introduc-
tion of the vowels : «, i, u, e, o and min the very first gita
is noteworthy and testifies to the genius of the composer.

Paidala Gurumurti Sastri was a prolific composer of
gitas after Purandara Dasa. He is referred to as Veyi gita
(1000 gitas) Paidala Gurumgrti Sastri.  After him no
noteworthy composer has attempted sanchari gitas. Rama-
matya, the author of Svaramela kalanidhi has also composed
gitas. Govinda Dikshitar and Venkatamakhi are credited
with many lakshana gitas.

Ragamala gita is a miniature ragamalika after the
model of a gita. :

Gita Prabandha is a gita composition, containing in
it the features of a prabandha. Gita prabandha also means
a vocal form as opposed to Vadya Prabandha (instrumental
form) and Nritya prabandha (dance form).

Chitta tanas

Chitta tanas (called Katakam by ancient writers) are
set exercises for the vina and are intended to enable the
students of this instrument to acquire high technique in
playing. This is strictly speaking, an instrumental form.
There are chitta tanas for many current ragas.
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Katakam (sL&b) is also the name given to a dictionary
of ragas ; for ex. the Vyasa katakam.

Suladi

Suladi (from sida, a desya word for gita) is a compo-
sition very much like the gita in musical structure and
arrangement. But it is a talamzlika, the sections being in
different talas. Sgladis are illustrative of the sgladi talas
and are of a higher standard than the gitas. The sahitya
syllables are fewer than in gitas and are characterised by a
profusion of vowel extensions. The sahitya is devotional.
Unlike the gita, sgladis are composed in different tempos
i. e. vilambita, madhya and druta. Sgladis are the counter-
part of the earlier Talarnavam and Pancha talesvaram.
Purandara Dasa has composed many sgladis.

Svarajati

Svarajatis are pleasing melodies. They are learnt after
the gitas. They form the stepping-stone to the next im-
portant composition, the varna. In point of musical
structure and speed of execution, they resemble the
varnas. A svarajati consists of a pallavi, anupallavi and
charanas—the charanas being set in different dhatus.
Sometimes the anupallavi is dispensed with. The theme
of the sahitya may be either devotional, heroic or amorous.
It may be an invocation to some favourite Deity or may
relate to the glorious and valorous deeds of some hero.

The svarajati originated as a dance form with jatis.
Emayaladi (sromuedry) in Huseni raga is a good example.
The anupallavi herein is concluded with a svara sahitya-jati
i.e. with a solfa passage and an appropriate sahitya and
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Jjati (Muktayi jatisvara sahitya). But Syama Sastri deleted
the element of jatiin it and moulded the svarajati into a
musical form. His svarajatis in Bhairavi, Yadukula kambhoji

and Todi are brilliant compositions and are ﬁne concert
pieces.

Syama Sastri, Adiyappiah, Svati Tirunil, Sobhanadri,
Merattar Venkatarama Sastri, Walajapet Krishnaswamy
Bhagavatar and Chinni Krishna Dasa bhave composed
beautiful” svarajatis.

Jatisvaram

Jatisvaram is a composition very much like the svara-
jati in point of musical structure, but has no sahitya and the
piece is sung with the solfa syllables. Itis a composition
belonging to the realm of dance music. The piece in Bilahari

raga S,rGPD SN D isa splendid example of this type
of composition. The Sihitya °Rara Venu gopapala’ is a
later composition, tacked on to the piece by some
obscure composer. Jatisvara compositions are moulded on
the patterns of jati passages.

In some Jatisvaras; the muktayi svaras consist of half-
avarta svaras and half-varta jatis. Ponnayya, Vadivelu and
Sivanandam have composed jatiswaras of this type.

This solfeggio composition is also known as svara
pallavi.

There are Jatisvaras wherein the Pallavi and Anupallavi
are sung to Jatis and the Charanas are sung to a mixture of
svaras and.jatis. “Tarijhemtaka” in Attana raga - Adi tala
is a very good example. Jatisvaras of this type are
sometimes called Sabda Pallavis.
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Ragamalika Jatisvaras also exist. H.H. Svati Tirunal
has composed some good compositions. belonging to this
type.

Svarajatis and Jatisvaras may be composed in chauka
kila (slow tempo) or in madhyamakala (medium tempo).

In the svarajati, the aim of the composer is to picturise
the raga in all its brilliant colours. But the jatisvaram is
moulded on the background of Jati patterns. Jatisvaram
is a derivative name since phrases of jatis were stringed into
a musical sequence. The jatisvaram is of interest from the
rhythmical point of view. But the svarajati is of interest
from the musical point of view. The name svarajati was
given to that form, because a passage of jatis originally
formed on integral part of the composition. The Huseni
svarajati is a wellknown form conforming to this type.
Later on the introduction of jatis was given up. =~

Gana krama (srerédrum)

In gitas, the compositions are sung from beginning to
end without repeating the avartas. If a gita consists of two
sections as in Kamalajadala (Kalyani), . the second section is
sung after the first section. In jatisvaras and svarajatis,
which have the sections, pallavi, anupallavi & charana, the

_pallavi is first sung and is followed by the anupallavi. The
pallavi is repeated afer this and then the charana is sung.
The charanas are sung in their sequential order and at the
conclusion of each, the pallavi is repeated.



CHAPTER 1V
ALANKARAS
Lesson 1.
Dhruva tala—Tisra jati (Mani talz) 1,
Total Aksharakala :(—1; O I3 13: 342+4+343=11.

|3 O |3 |z

S osrog g rgm gmp
rgm r m gmp mpd
gm p gp mpd pdn
mp d m d pdn dns
somd s d ndp dpm
ndp np dpm pmg
dpm dm pmg ‘mgr
pmg P 2 mgr grs

Dhruva tala—Chaturasra jati (Srikara tala)
Total Aksharakala :—1, O 1, 1, : 44+2+4+4=14,
(See Book I p. 78)

Dhruva tila—Khanda jati (Pramana tala) 1T 4
Total Aksharakala :—1; O 1, 1;:542454+5=17.

l's O ’ l's ~ I's
srgmil; m g srgmeg srgmp
rgmpd pm rgmpm rgmpd
gmpdn dp egempd p gmpdn
mpdns nd mpdnd mpdns
sndpm pd sndpd éndpm
ndpmg m p ndpmp ndpmg
dpmgr gm dpmgm dpmgr

pmgrs rg ! pmgrg pmgrs
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4. Dhruva tila—Misra jati (Purna tala) 1,
Total Aksharakala i—1, O 1, 1, :74247+7=23.

F o | 1. |.

srgmpdp mg srgmp?gwsrgmpdn
rgmpdnd pm rgempdpm rgmpdné
sndpmgm p d sndpmpd éndpmgr
ndpmgrg m p ndpmgmp. ndpmgrs

S. Dhruva tala—Sankirna jati (Bhuvana tala) 1
Total Aksharakala :—1, O 1, 1y :9424+949=29.
[e° I o Y lo
SRGmpd pm SRGmpm SRGmpd
RGMpdn dp RGMpdp RGMpdn
GMPdns nd GMPdod GMPdns
SNmeg m p éNmep SNmeg
NDPmgr gm NDPmgm NDPmgr
DPMgr s rg DPMgrg DPMgrs
Lesson 2.
6. Matya tala—Tisra jati (Sara Tala) 11,
Total Aksharakala :—1; O 1;5:34+243=8.
[s 9) l's
srg sr gmp
rgm Lg mpd
gmp gm pdn
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1

| s | o s
mpd m p dns
snd s n dpm
ndp n d pmg
dpm d p mgr
pmrg pm, grs

7. Matya tala—Chaturasra jati (Sama tala) 11 ,

Total Aksharakala :—1, O 1, : 4+2+44=10.
(See Book I p. 79)

8. Matya tala—Khanda jati (Udaya tala) 1I
Y Total Aksharakala:— 1, O 1, : 54+2+5=12.
s | o | s

sr-gmgi - g o srgmp L
rgmpm gm rgmpd
gmpdp m p gmpdn
mpdnd pd mpdn s
snd pd nd sndpm
ndpmp dp ndpmg
dpmgm pm dpmgr
pmgrg mg pmgrs
P
9. Matya tila—Misra Jati (Udirna tala) II ,
Total Aksharakala :—1, O 1;: 74247=16.
I, < I
| 1 O | -
srgmpdp mg srgmpdn
fgmpdnd - pm rgmpdns
sndpmgm pd sndpmgr
ndpmgrg m p ndpmgrs



42

10. Matya tala—Sankirna jati (Rava tala) 11 g
< Total Aksharakala :—1, O 14 : 9+2-4+9 =20,

| T

e | o o
SRGmpm dp SRGmpd
RGmpdp nd RGMpdn
GMPdnd sn GMPdns
sNmep gm SNmeg
NDPmgm ° .Tg ND Pmgr
DPMgrg sr DP Mgrs

Lesson 3
11. Rupaka tala—Tisra jati (Chakra tala) 111,

Total Aksharakala :— O 13 : 24+3=5.

O |3

sr gmp

rg mpd

gm .. P dn

mp dns
s i dpm
nd . pmg

dp mgr
p m grs
12, Rapaka tala—Chaturasra jati (Patti tala) I

Total Aksharakala:— O 1, : 2-+4=6.
(See Book 1 p, 80)
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13. Ripaka tala—Khanda jati (Ra@ja tala) IH
Total Aksharakila :— O 15 : 2+5=T7.

@] I's

s T srgmp
rg rgmpd
gm gmpdn
mp mpdns;
s éndpm
n d ndpmg
dp dpmgr
pm pmgrs

14. Riipaka tala—Misra jati (Kula tala) 1II ,
Total Aksharakala :—O 1, : 24+7=9.

(©]

wem o@»
=S ga ™

nd

srgmpdn

rgmpdns
sndpmgr
ndpmgrs

15. Raipaka tala—Sankirna jati (Bindu tala) IIT
Total Aksharakila:—O 1, : 249 = 11.

O

reg
gm
s
‘nd
dp

ls

SRGmpd
RGMpdn
GMPdns
SNDpmg
NDPmgr
DPMgrs
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Lesson 4.

16. Jhampa tala — Tisra jati (Kadamba tala) 1V 4
Total Aksharakala :—15 \/) O :3-1+42=6.

i ]

| s / | @]
srg m P
rgm p D
gmp d N
mpd n S
snd P M
ndp m G
dpm g R
pmg r S

17. Jhampa tala—Chaturasra jati (Madhura tala) 1V ,
Total Aksharakala :—]1, \LJ O : 4+1+2=7.

1

| | o/ O

L

smgr
rpmg
gdpm
mndp
pénd -
spdn
nmpd
dgmp
prgm
msrg

% 5w o x awgn
v o2~ nzomd
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18. Jhampa tala—Khanda Jati (Chana tala) IV
Total Aksharakila : 1; \OJ O :5+1+2=38.
|
| s ’ (% | (@]
srgmeg m P
rgmpm P D"
gmpdp d N
mpdnd n S
snd pd P M
ndpmp m G
" dpmgm g R
pmgrg r S
19. Jhampa tala—Misra jati (Sura tala) 1V,
Total Aksharakala :—1, \.J O : 7+1-+42=10.
(See Book I p. 81)
20. Jhampa tala—Sankirna Jati (Kara tala) 1V,

Total Aksharakala :—1y \J O :94+1+4+2=12.

o ‘ o/ O
SRGmpm P D
RGMpdp d N
GMPdnd n S
SNDpmp m G
NDPmgm g R
DPMgrg r S
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Lesson §
21. Triputa tala—Tisra jati (Sankha tala) V,
Total Aksharakala :— 1y O O :3+2+2=7.
(See Book I p. 82)
22. Triputa tala—Chaturasra jati (Adi tala) V,
Total Aksharakala :— 1, O O :44-2+2=8.

Fa O : O

smgr sT gm
rpmg rg m p
gdpm gm pd
mndp m p dq
p'sud pd _ns
spdn so dp
nmpd nd pm
dgmp dp mg
prgm pm - gr
msrg mg rs

23. Triputa tala—Khanda jati (Dushkara tala) V 5

Total Aksharakila :—15 O O : 542+2 =9.
i -
| |

I's i @] ‘ O
srgmp gm pd
rgmpd mp dn
gmpdn pd ns
sndpm dp mg .
ndpmg pm gr

dpmgr mg s
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24. Triputa tala—Misra jati (Lila tala) V,
Total Aksharakala:— 1, O O : 74242 =11.

| 4 O O
hgmpﬂu mlp ﬁiidn
rgmpdn.s pd - ns
s'ndpmgr pm gr
ndpmgrs mg rs

25. Triputa tala—Sankima jati (Bhoga tala) V 4
Total Aksharakala :— 1, O O : 94242 = 13
|
l's | o} o
SRGmpd mp dn
RGMpdn pd ns
SNDpmg pm gr
NDPmgr mg rs
Lesson 6.
26. Ata tala — Tisra jati (Gupta tala) VI,

Total Aksharakala :— 14 13 O O : 3+3-+24-2 = 10.

I3 | I3 | @) ©]
msﬁrg ) rgm P P
rgm gmp D D
gmp mpd - N N
mpd pdn S S
snd ndp M M
ndp dpm G G
dpm gmeg R R
pmg mgr S S
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N
27.  Ata tala—Chaturasra jati (Lekha tala) VI,
Total Aksharakala :(—1,1, O O :44+44242=12.

[ 4 ("

o] ‘ Q
srgm ., srgm P P
rgmp rgmp D D
gmpd gmpd N N
mpd o mpdli S S
'sndp sndp M M
ndpm ndpm G G
dpmg d pmg R R
pmgr pmgr S S

28. Ata tala—Khanda jati (Vidala tala) VIj
Total Aksharakala :— 1515 O O : 54+5+2+2=14.

(See Book I p. 83)

29. Ata tala—Misra jati (Loya Tala) VI,
Total Aksharakala :— 1, 1; O O : 74+742+2=18,

. ] e | o |

O
sRg mpd Srgmpd N N
rGmpdn Rgmpdn S s
sNdpmg Sndpmg R R
anDpmgr Ndpmgr S S




49

30. Ata tala—Sankirna jati (Dhira tzla) VI 4
Total Aksharakala :—1 4,1, O O :9+9+2+2=22.

O

Lo o S

sRGMpd SrGMpd
rGMPdn RgMPdn
SNDPmg SnDPmg
nDPMgr NdPMgr

w X w 'z
ww® w 2|0

Lesson 7.
31. Eka tala—Tisra jati )
(Sudha tala) VII 4
Total Aksharakala : 1, = 3.

[

srg
rgm
g mp
mpd
pdn 32, Eka tala—Chaturasra jati
dns (Mana tala) VII
snd Total Aksharakila: 1,=4.
ndp (See Book 1 p. 84)
dpm

pmg

mgr

grs
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33. Eka tala—Khanda jati 34. Eka tala — Misra jati
(Rata tala) VII g (Raga tala) VII,;
Total Aksharakala : 1,=5. Total Aksharakala: 1,=7.

|5 ]7

ST gmp srgmpdn
rgmpd rgmp.d n's
gmpdl.'n §ndpmgr
x.npdns ndpmegrs
sndpm —
ndpmg

dpmgr

pmgr s

35. Eka tala—Sankirna jati
(Vasu tala) VII ,
Total Aksharakala: 1 4= 9

[

SRGmpd
RGMpdn
GMPdns
'SNmeg
NDPmgr
DPMgrs




Dbruva tala — Tisra jati
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Lesson 8.
Additional Alankaras.

|
[ I o [s I's
. srg I sg smg ! rgm
rgm | rm rpm gm p
gmp ! gp gdp mp d
mpd md mnd pdn
pdn [ pn psan dns
sud sd épd ndp
ndp np nmp dpm
dpm dm dgm | pmg
pmg ‘ pPg prg mgr
mgr m r | msr grs
Dhruva tala—Tisra jati

I's o ls ts
Sr G srg rgm
Rg M rgm gmp
G m P gmp mpd
Mp D mpd pdn
Pd N pdn dus
Sn D | snd ndp
Nd P [ ndp dpm
Dp M | dpm pmg
Pm G pmg mgr
Mg R mgr grs
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s18 W 191w 13 syYsw
cadw g smwad 3w I9rd
dwmd g w g uwp w d SIwsop
wmdpN dqgdu dp wg wan
dpusg PNPS pu dgds
supd ugud up .m.z@._
updp pdgpu pd uqguu
pdwmp dpds3 , d m ‘pd4dps
dw3y W oK) it w3 dp da
‘wmiig S398s 81 WO ws
d ] - o d

Dl epueyy - B[e} eAnIy(
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s Ol Swigiwm 8 w I8syswu
1 W d wd 3 pwiad w d wIinid
Swda dpuwguwp dp wd 3 W 3p
wdaN pudqgdau pu dpw g wu
danNs UspPNPS us popudgds
SNAad pduqud pd upsNsd
ugdm dup gpw d w pduquu
PIN 9 wd dp d 8 w 3 dwpgp3l
dW 9 ¥ d1rwnwm I 31 | Eunzmh
w Yy ¥ S 1s3 y3ds 1S , SItwon ws
J ‘| - ,_

nel BISIN — BB BARIYC



Matya tala — Tisra jati
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l! o '8
sSrg mg rgm
r gm pm gmp
gmp dp mpd
mpd nd pdn
pdn / sn dn s
snd pd ndp
ndp m p dpm
dpm gm . pmg
pmg rg mgr
mgr sr grs
_Jhampa tala — Khanda jati
| s -/ O
srgsr g M
rgmrg m P
gmpgm p D
‘'mpdmp d N
pdn pd n S
snd sn d P
ndpnd p M
dpmdp m G -
pmgpm g R
r S-

mgrmg
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S 13 wdidwm s X 8 13widsisw
i S w dwm3wmd 18 ut SmdSwmidisd
) w d pdudp 8w d wdpwd3wm3dp
n dp aupdpau wd P dpudpwduu
d - pu supus dp ] wn.m_;.:n_.m
S ap dpupd s a p updup susd
N pd wdpd w up 4 pdupdapuwm
a d w Swd w3 pd w dwddwmpdp3
d w § H 13m3 1 d m 3 wdim3dwdi
W g1 s181s w 3 1 Sas3iw3ws
0] . @) ¢ 0 ) o |

el epueyy - ve ndiy

‘8

nel euwijues - eE1 edweys

L
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w.__w,E,f 31s
13 E._* a
Sw | dp| dums3
w d pu pdu
dp us upd
suipd| pus
:v‘na.v, dpu
p d Eud wdp
dw | 81 3Swmd
w 3 1s 13w
o} o} £

13w
Swd
wdp
dpu

dus
aupd
pdum
dw3
w1

Su1s

s |

d w
w 3

8 1 d w 3

I s

I
o |
i | .

sI3s1su
183wzxdad
Swdswm3p
wdpwdauau
nu:gva.m
sepswsd
updupuw

pdwpdp3

w o d o«

w8 xwidws

h_,

nel eisi —ere vy

01

el eisyN—e[® windny,



s A g1 s 1 | 3 13w
a4 9 w g3 I w3 wd
5 W dwdw dudp
W d pdwd pdpu
d a ‘updp upus
S N pusu pupd
Z. a dpup dpduw
a a Eﬂ:v,z wdw 3
a N 8 wdw 8 w3 .
W 9 13 w3 1815
0 0 i 1

el vIseIn RyD—e[E) UMY



s 3w dwioaxw 13sysw
13 wd wd3pdd, Swirinad
3 m dp dpwgup wdsSp3p
w d pu pudgdu dpuwgua
dp us UuspNpsS pudgqgds
S u pd pduqg ud ups NSsd
np wE dwpg pu pduoqgquuw
p d w g w3dp ds3 dwp gpsd
d w 31 31w 9w wddp da
w 3 is 1s8y9g8s u._E.w._Em
0 o H oy a

NEl eISIN — B8} By

T



CHAPTER V
GITAS

The four gitas in Malahari raga included in
Lessons 9—12 are the compositions of Purandara Disa.
(1484-1564).

Lesson 9
15. Malahari raga—~Ripaka tala sdpmgrs
I & doerd Dosr8s8 Yhararss 50583
©05°88 oHWE L vorhEd BHEIHE |
00588 oH o Il

2. _ dodes K28 ?\:tgamo‘ﬁ:é 3 $3r $3r (ao)

{srmpdé

3, ¥edongh fr2s $EgE 3 ¥3 S3n (20)

1. uf @ewr Brs ef baryeutaor SHEDTET Siflouger
bBursr wGWerT Bpburavss jored sy s
owwGun &1 ev@UGTT

2. eflgs snream @sawmBGevels

.

ebsH efprwe Gs pBur KGur (svih)

3. ewao slswun f LS
niGoaur s Bs mGur HGuon (evd)



"8uns aq p[noys [ereyrwnye eIePOqUIET 3 1] S}9YOBIq UITHM PAYIEW uonod o) ‘Yoed jo uors
“OU0d 3Y3 1B OISNW WEs 9y SARY BN SA0QE OU)- UL SEYIpUBLY 921y} Y —vupLpush)

2 e 1w ny g

'Igp * 0q wWeT )

s 13 xs 13w 1§

B} NU TA ®I BW @ B NS * BQ O we Bl B 1w ny ¥ ®I Bp * 0q we]

s 138 wdp d wpd wa S 1 3 1 s 183w a1 g
oweuoweu ° o) fewepn * o * v | v f -odip - BAD IA B[ BY B
OWwerowes ° 3°ie el BU AP pIs [ B 1A 95 U €3 |vu eI ey BUPPIS T
‘BT ED BA I ey |elef B eu I ey BU JeA BI COUp uIs| BY} BU BU BO LG |

‘m..mEme.nE_u.nEh nEmemm Isspdu

" o " o T o " o

‘)18 eIvASIuUNSIA
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Lesson 10.

5. Malahari raga—Ripaka tala { s g’fg » dgsr .

1+ K08R°8 BEHE Bodooch Erddde
o8 HDErEYE D¥bolo ahda |

2. . ErdEre bomds sy SHEEE (0)
3. So8Er® $0m8d HoBTd IS (#0)

1. ©bstserr Gsarfeur 1w bHArm rern@GL
WHSTT G TS WETboh eured gieur ||

2. Gapuwsmi. edbavrever afmuramy SHEDSr (wBSTT)

3. Fhswrw whsrdeaf nbHITIL LOTETLGL (wBsrr).



‘3uns 2q pinoys [zanjisea -*elgpuew] s}oyorIq UrgyM payrew uogniod oY) ‘qowd
JO UOISN[OUO0D 3} J€ ¢ OISNWI SWES Oy} QABY - SENIPUBYY 201y} SAOQE OY—: DUPLYDULE)

fea n} 18 * EA T WEp Uel ey BW 'BIEY * Bw 0s Y Bl Ep uew’
s 1 8 1 s 1 3 W 1s s 138 m dp i 4 S

epny ew eu B ek * w1 1p uBw Wy "Ep 'uew | Bw-* - BUIep uRY) ‘¢

wrey - enns ey [egsy’ ced D1 o vu BS -eq * uns | v} Oy ew of T
)0y BUIBU * BUI eA © * el Ipuew Bl ea " 11 ned | er - nedepund|
s 1 8 wdop d psauap dwpduwmi s 13 wdp
' o ' 0 T 0 ' 0

‘B)d  BIBASIYBI
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Vishnu gita Lesson 11.
15. Malahari riga — Triputa tala
1. 2Boob D8 3BTRS L8S %3ED Sob A
Bk Edhn Bvd pHgd POINE)R wrbakhEts
Och ¥ Fwed grhgSll

{srmpdé
sdpmgrs

2. & HSo8S dserrch S8n ¥deodh $Fb a&d (&Bcb)
1.. Q&0lrwr Brsy Ga6lréls el sures LG oy
# T AerenfllGra

anflu & pewr QsrerTs UTdWe avfevwofs
[uGemToTy LgGAGTT.
onfliu s@menr QETarT S LITSHWeEU
2. uf Yrpsy el e gTw Freor SsuaGE) Ly
ugECrT (amfu)

|3 O @) ‘ |'s O O

1. d s s dpmop L d p m mP
ke-reya ni . ra nu ‘ ke re ge cha . 1l
dds d P m p d d pmg r s
varavapade dava  ram . ti ka . ni ro
fs r r s r-s r d d p m g r s
| Hari ya ka ru na do | Ia . da bha . gya va
fd pd S d p i/ d d p m g rs
<, Hari sa mar pa ne ma . di ba tu kiro
| s rr s r s r d d p m g r s
LHari ya ka ru na do la. . da bha .gyaval

22d s s d pmp d d p m mP
Sri . Puran . da ra| vi ta la ra . ya

d dsdpm p/ d d p mgrs
cha ra na kamala va | no . di ba tu ki ro

Here, repeat the portion within brackets and conclude
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Lesson 12
15. Malahari raga—Triputa tala.

{srmpdé
sdpm grs

SShomear HEH G a’:(fcéiga 55&“55’
D&EHosrg Ddedbs Jirorrd Beer

ABBITR SEKFHS a¥) §°8) 8 Wird
HEHBE LR o‘.‘ogsﬁlé chzIL¥ Theh (dSDTer)

DAhnTreT I3 $3r afIochT 30 $3
T HYEE Sk F85 $Bo S HFsoam

ed5D HBosS Dégug"é e (S& %)

LI g BrUTr UTLmed T urehiGur A efvaummur
A gireupsur efve slst olaniasrd Crravey
2 55 Beurew 2 gsswer e ogrer Gsrarars wedo
WHSCNTSSW WHHT Fmys WHeHF mps TTWO [HTI0
(ugiw BruT)

aFegemr uresr pGwr HGwI Gueirsrust pGur HGuwr
Fulrs wwBers ev~BrisruBe) rEvmeE
i ey Ur har 69 .Lee uster@r rirw BT (UgwHTUT)
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ddwwmizr|wdgdopopldpsppsi|spspdud
torocoeuey o oor| 1p v edwey | el W oBYO B BW IA | BAD UBA BI np 1A,
v v ed - oreas| o - offuer vd Jeys n1 ndew er ed | eyq eu ew np eg
muusnvvninvcu d w w1 3 w mwmm._
o} O ¢ ) @) ¢ O O £ O O £
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© OU BW RIPU * oI

wd gdop
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Lesson 13. .
e T ~ stmpds
29. Suddha saveri raga—Triputa tila {sé.p mrs
©3358 H) $08 $Bory v §3)0
F¥O8) 0 - IIBhH T8 v | Rho¥ $0RB0 So
ripant Koy Hoow 6X)o ¢ §5) o
FYH0Nd 33 v |, VHTH H8So So ll

o Basr oaraflBurwd e FTavST LrTemr ST
srer Herarin oreruflag Gr@r By..... Gow g eur pm

- ufle s erin
QLITMOL &G0 FN oGS YTTewr Sorarh Hior Hearerd
srorufls g CrBy 9y...Camgieuront Lfs sbard I

Is ke o l's o o
Fomoror s d s|S s d p m p
a . mnale . kara {vu nni bo . la i
fd ds D dp ipmr dd d p

sa ka la  sastra pu ‘ra . na dhi . nnam .

P p d d d p P p m p d

ta la dhi . nnam . (ta la pa i gha tu
4P m r s T s T P m D S r s r
jre . re a . . e
pp dppmrir s r _ M M
s - = w om s s 188 4 tu VA ha

d pd S S !
L pari ghatam nam |
L. i (Repeat here the portion
rrs dp mp i within  brackets and

jata . ja. . ta ; conclude.)
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Lesson 14.

. GHANARAGA GITAS

Ambika gita Appayya Dikshitar

{srgmpdné

36. Nata rage—Eka tila snpmrs

eb Kb g8 (Fb Sond ¥yso
&b ¥80d Bdo Fb S8e Ho¥zo ll

sl suf urr drnf sl &msin
1P &G8rig st Gserf eravr LBSgL ||

. Py L

s s s, n p S s n P m g m
a ma ri ka ba ri bhz ra
P S s n P n s r s s S
bhra ma ri . mu kha ri . . kru ta m
P nos ot | mor s 1 s s s on
da . i . ka ro . tu du ri tam .
P n s n p s n p m m r s
Gan . ri . cha ra . na pan . ka jam ||
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Lesson 15.

Sri Rama gita

[y

29. Arabhi raga—Triputa tzla {S rmpds

sndpmgrs
38 foddolo Siwboites

T HBoe B...... B FE2IEPHET

D HSEoad BB foo TderHd wod%Hd

© .35 ag .. ag 3y ©.. 838 85 28 oo ErHBH

GrB8y ubrruebSrm 1@ aubs At
Tr&GeubSIm B..e..BpsMs gor CureygGr
o sruCerersay CrlrSrm rreuemev~r < b5&6T

.. GG .. GuiGur @‘..‘@uc‘?& Ser geor
) g Wb ST Wrney ||



l's o) o
(P p m m P
Re re Sti . Ra
r rs d dr s
< . .

p m p dss

Ri. va na .sura

M o] O
mgr s rmgeg
ma cham
R , , » 8§ ¥
drg Ra ghu
P m m P P
Ra

gha ven dra

m g r s r s s

‘4 S dda p

4 srltaja na
r s rmgrT rwrT-r
Sio.o. oA ma
P p P. P
re re dhi r3

an ta ku re
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s - O O | s o - O
ddrsr ss dds dd dop
a iya i ya a . . 1ya iya
pmpds 'S $ s d a4 P
a i ya re di na ja na man
P m p m g rj (Here repeat” the portion

: within brackets and
da . ru ma . maval| conclude.)
Lesson 16.
Lakshmi gita
o R = srgpds
28. Mohana raga—Ripaka tila {s dpgrs

SERew oyhard HEHLS® SHooed
HEHA6v0 2838 DS E Yooyl

V&EHHH K or DI3Bach [E-LL
BEE Dh Scharohd TroRdHe orchd

S8 $B28D achachach I

ourefE L LTl euetmemGeor F ey rewf
e~ @Arub LrGeusml o7y gys ®edwIT6wof
Bapuwat @sorGaoreor By g Ug sfevn
eursufiw réisprud aMrepdsue Srud
svreflgyr ewergerel muismuiggu ||
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o . o (" o I
g g P P dpsS S rsddP
va ta vi ni |mru du pa ni va na ru ha lo
dpggR|gpdsD dpegegQR
cha nura . ni | su ru chira bam ba ra ve ni
ggdp G | pggrs ggeggrg
su ra nu ta kal | ya ni | niru pa ma su bha
p g PP g gdp D d p S S
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Lesson 17.
Vishou gita

‘65th Melakarta: Kalyani réga—Tripﬁta taja { srgmpdné
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Lesson 18.
20.

srgh}p*dné

Bhairavi rﬁ)ga-——Dhru\'a tala { sndpmegrs
Gooddold B8 0rd SH¥Feorgaidha =Pk 3
Dodny @ofthde Sodb¥ ddc¥bo wwokd L ESE It

wBrrw epsr FNosurfgrs evvevs 6w Tewor

@evor g ef sTws wBurman sl e

By psrd whiser wTsGe g |

N.B —The foreign note chatussruti dhaivata is shown
with an asterisk wherever it occurs.
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cham . ., . cha| 1 . . ka
nor s g ros nndm p *d n s
ni ram . ta ram man. ga la | ma . ta
pdp s | n s pd mp [ G 1 s i
no . tu | . L <
|
{ g rgm@P
Sri . Ra ma
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Lessoh 19.
[Paidala Gurumarti Sastri
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Here, repeat the portion within brackets and conclude.
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Lesson 21

29. Bilahari raga— Adi tala { : ;!%%\?nég s

Note :—This composition though strictly a jatiswara, is
popularly called a svarajati. The sahitya Raravenu gopa
pala given here is a later interpolation. Faulty ‘prosody is
seen in some parts of this sahitya.
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. SVARAJATIS
Lesson 22.

28. " Mohana raga—Adi tala { : B%Pg‘i :
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CHAPTER VI
ACOUSTICS

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

If the frequencies of two notes bear the ratio 2: 1.
the former note will be found to be the octave of the latter.
This relationship is called dvigunatva. The octave notes
bear the dvigunatva relationship.

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

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

AR, ” minor tone and is a
tisruti interval

At

v

- - semi-tone and is a
dvisruti interval

The chatussruti rishabha is a major tone above the
shadja: 1 x & = & ; the antara gandhara is a minor tone
above the chatussruti rigshabba : §x?2=3% ; the suddha
madhyama is a semi-tone above the antara gandhara:

5 16 -4
T X173

The major tone and the minor tone differ by an

interval called comma &} (pramana sruti) $--?2=2%3.
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' TABLE Vil

Giving the relative frequencies of the svaras of the
Sankarabharana and Mayamalavagaula scales, assuming
sa=240 vibrations per second.

Relative frequencies of the svaras.

Name of the raga

g‘m de nis

9

Sankarabharana 1] %2

oo

b{ {‘ 5
g Ls ] 3 8% |2

l
2401270300 {320 ! 360 405 | 450 | 480

Maiayamalavagaula 1142

3
3

[ i

240 256 ‘ 300 3701 360

i
J384 450‘480

The sthayis proceed in the ratio of 1, 2, 4, 8 etc.  This
is geometrical progression. In consequence, the vibration
numbers of the corresponding notes of the sthayis also
proceed in the same ratio. For instance the vibration
numbers of the note g in the different sthayis are in the
following ratio :—

Mandra Madhya Tara Ati tara
sthayi sthayi sthayi sthayi

g g g e

1 2 4 8
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Some problems

Problem 1. The tara sthayi suddha madhyama is equal
to 640 vibrations per second. What is the frequency of
mandra sthayi panchama ?

m=640. .. §=640x =480

§=240 and s—120

p=120x $=180 (Answer).

Problem 2. Two notes have the frequencies 320 and
480 vibrations per second respectively. Assuming the note
of the lower pitch to be antara gandhara, determine the other
note ;

Antara gandhara=320 vibrations per second.
*. shadja=320-+1 i.e., 320X $=256

Now £29—=15 =Lakali nishgda (Answer).

P Harmonic series

A harmonic series of notes is a series of notes whose
vibration numbers progress in the following proportion :—

123 456 78 9 10 11 12 etc.

This is Arithmetical progression.
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TABLE IX

Giving the frequencies and the values of the notes
upto the 12th harmonic :—

Name Interval reduced
No. Frequency of to
the note one octave

1 240 s 1

2 480 s 2

3 720 P 3

4 960 s 2

5 1200 e H

6 1440 p 3

7 1680 n 1

8 1920 7 s 2

9 2160 P 2

10 2400 s H

11 2640 Com 3

12 2880 ';',' 3

.

above them, belong to the ati ati tara sthayi.
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If a stretched string like that of a tambura or a
vina is plucked or bowed, the string vibrates as.a whole.
The amplitude of vibration is greatest at the centre, and
this part of the string is called the antinode. The two:
‘ends on either side of the vibrating length of the string are
at rest and are called the nodes. A node is a place where
there is no motion.

Every ,performer on a stringed instrument like/ the
vina or the violin knows that ;—

1. When he plays on open strings, the entire length
of the string vibrates ;

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

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

4. With the increase in the tension of the string,
the pitch increases ; :

5. Also that thicker strings give notes of lesser pitch.

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

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

2. The pitch of a string is inversely proportional
to its thickness.

3. The pitch of a string is directly proportional to
the square root of its tension.

Thus in a stringed instrument, the three factors that

o . .

affect and determine the pitch of a note are the length,
tension and thickness of the stretched string.
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CHAPTER VI
TECHNICAL TERMS

Accidental, the anya svara or the visiting note in a
bhashinga raga.

Adhama vaggeyakara, composer of an inferior type; (see
also 'under vaggeyakara).

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

Adi, the name given to the chaturasra jati triputa
tala; | , O O Avarta=38 aksharakalas.

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

Antiphony, alternate singing of solo and chorus; or
responsive singing of two groups of singers.

Anupallavi, the second section of a melody in
Karnatic music, occurring after the Pallavi (also see under
Pallavi.)

Anya svara, visiting note or accidental ; the foreign
note in a bhashanga raga ; opposite of svakiya svara. Anya
svaras give a flashing touch to the melodic beauty of
bhashanga ragas and also contribute to their individuality.

Applied music. compositions wherein the music
serves merely as a vehicle for a specific purpose. The
sahitya is an important factor in such compositions ; ex.
sacred songs and songs belonging to operas and dance dramas-
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Asraya raga, the prasiddha or wellknown raga after
which a mela is named. Thus Sankarabharana is the asraya
raga of the 29th mela, Dhira Sankarabharana.

Audava-audava raga, same as audava raga.

. Andava raga, a raga wherein only five of the sapta
svaras are represented in both the Zrohana and avarohana
i. e., two notes being varja (deleted) both ways. Ex. Madhya-
mzvati, Mohana, Hamsadhvani and Suddha saveri.

Audava-sampurna raga, a raga wherein only five
of the sapta svaras figure in the arohana and all the sapta
svaras find a place in the avarohana. Ex. Dhanyasx
Abheri, Salaga bhairavi, Kedaragaula, Arabhi and Bilahart.

Audava-shadava raga, a raga wherein five of the
sapta svaras figure in the arohana and six of them figure
in the avarohana. Ex. Malahari, Jaganmohini and Sama.

Audava, Shadava, Sampurna, terms used to describe
the zrohana and avarohana of rigas; they indicate the
number of svaras present in the ascent and descent and
denote the numbers, S, 6 and 7 respectively.

Audava-syarautara raga, a raga with an audava arohana
and a svarantara avarohana.

Bhandira, a variety of sanskrit figuring in the
sahityas of earlier gitas ; it is a form of Prakrit.

Bhashanga raga, a janya raga wherein one or two
foreign notes (notes foreign to its parent melakarta raga)
come in for the sake of enriching its beauty ; Ex. Bhairavi;
the foreign note herein is the chatussruti dhaivata.

13 -
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Thus in a Bhashanga raga, both the varieties (komal
and tivra) of a note occur, the note pertaining to its mela
being called the svakiya svara and the foreign note the
anya svara. Bhashanga ragas admit of the five divisions :—

(1) Rishabha dvaya bhashanga raga i.e., taking both the
varieties of ri. Ex. Asaveri and Punnagavarali.

(2) Gandhara dvaya bhashanga raga i.e. taking both the
varieties of ga. Ex. Anandabhairavi and Athana.

(3) Madhyama dvaya bhashanga raga ie. taking both the
varieties of ma. Ex. Hindusthani Behag and Saranga.

(4) Dhaivata dvaya bhashanga raga i.e. taking both the
varieties of dha. Ex. Bhairavi and Mukhari.

(5) Nishada dvaya bhashanga raga i.e taking both the
varieties of ni. Ex. Kambhoji, Bilahari, Nilambari and
Athana.

Bhoga, the name given to the sankirna jati Triputa '
tala; |, O O Avarta=13 aksharakalas.

Bhuvana, the name given to the sankirna jati
Dhruvatala; | 4 O |4 |, Avarta=29 aksharakalas

Binda, the name given to the sankirna jati Rgpaka
tala; O |, Avarta=11 aksharakalas.

Chakra, the name given to —the tisra jati Ripaka
tala; O | s Avarta=S5 aksharakailas.

Chana, the name given to the khanda jiti Jhampa
tala; | 5 \UJ O Avarta=8 aksharakalas.
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Charana, the third section of a melody in Karnatic
music ; (also see under pallavi).

Chatuorasra, four.

Chatusvara vakra raga, a vakra raga with four vakra
svaras in both the zrohana and avarohana.

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

Claque : a set of persons employed in a concert to
stimulate approbation or ecriticism.  This group of
applause - makers may consist of the admirers of the
performers or even hired for the purpose. They sit
amongst the members of the audience at key-places.

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

Dhatu, (5°%) the music of a composition as opposed
to the matu (%e%) or the words, sahitya or text of a musical
composition.

Dhira, the name given to the sankirna jati Ata tila
| s | O O Avarta=22 aksharakilas.

Drone, a musical instrument that is used for sounding
the key-note or sruti. It is kept sounding throughout
a musical performance. Instead of the drone music,
giving rise to a feeling of monotony, it makes a most
pleasing back - ground and greatly enriches the effect.
Droneslike the ektar, tuntina and ottu give single notes—the
adhara shadja. These are called monophonous drones. But
the tambura, the best of the sruti vadyas, is designed to give
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the basic shadja, the lower panchama and the lower
shadja, in addition to rich harmonics. Drones like the
tambura and the sruti-box designed to give more than
one note at a time are called polyphonous drones. Drones
of the stringed group are played on open strings.

Dushkara. the name given to the khanda jati Triputa
tala; | ; O O Avarta=9 aksharakalas.

Dvigunatva, doubleness ; the frequencies of a note and
its octave note bear the dvigunatva relationship i.e. 1: 2.

Dvisvara vakra raga, a vakra raga with two vakra
svaras in both the arohana and avarohana. Ex. Suposhini,

Dvisvara varja raga, a raga wherein two of the sapta
svaras other than the shadja are deleted; same as audava
raga ; Ex. Mohana, Madhyamavati, Hamsadhvani.

Ekasvaran vakra raga, a vakra raga with one vakra
svara in both the arohana and avarohana. Ex. Nilambari.

Ekasvara varja raga, a raga with one note eschewed
in both the ascent and descent i.e., a shadava raga. Ex.
Sriranjani, Malayamarutam.

Equal temperament, a system of tuning obtaining
in key-board instruments of the piano type. Here the sthayi
is divided into twelve equal semitones or intervals with
the consequence that the frequencies of all the notes (other
than shadja) are slightly below or above their true ratios.
The difference in pitch is so subtle, that it is not generally
perceptible to the average ear. (opposite of just intonation).
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Gandharva nagara, the celestial place in Heaven wherein
music and dancing are said to be performed continuously.

Gandbarva veda, the branch of vedic study dealing with
music. It is one of the four upa wvedas: the other three
upa-vedas being Ayurveda, Dhanurveda and Artha sastra.

Gandharva vidys, music.
Gati, the under-lying rhythm of a tala.

Gayakabrindam, a choir or group of singers. When the
number of singers in the group is small it is called, Lagha
gayaka brindam and when the number of singers is a
bundred and more it is called a Brihat gayaka brindam.

Gayaka vadya brindam, a group of singers and instru-
mentalists, performing together or alternately. According
to its strength, it also admits of the dms]ons Laghu and
Brihat.

Getti melam, (Gsliy Guwerb) thc -j{‘nud music playcd
by the nagasvaram band to mark auspl@mus events, cgmng
marriage rituals.

Ghanaraga gita, a gita in a ghana raga l.ikg Nata, Gaula
Arabhi or Sriraga.

Gita, the simplest of the musical farM ,hd:n;.
the divisions into pallavi, anupallav' '
however have 2 or 3 khandikas or ¢ .xtgns. N

Gita prlb:ndha a prabandhi i th the gita type so\e

vocal form. ‘ { l éLr 8 . .
N /
“\ g, mmh‘”‘p
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Gupta, the name given to the tisra jati Ata tala;
|3 | 3 O O Avarta=10 aksharakalas.

Hindusthani music, the system of music prevailing in
North India ; (also see under Indian music.)

Homophony, see under polyphony.

Indian music, the system of music in vogue in India.
It is ome of the oldest systems of music in the world.
The bifurcation of Indian music into Karnatic and
Hindusthani sub-systems came about seven centuries ago.

Instrumental form, a composition intended for being
played on instruments i. e. Vadya prabandha. Ex. Marches
and Overtures. (psnL_ &5, wesd sib).

Interval, the ratio of the frequency of a note to that of
a lower note.

Janaka raga, a raga with a krama (non-vakra) samparna
arohana and avarohana and with svaras which retain their
identical character in both the ascent and descent. Melakarta
riga, mela raga, karta raga, samparna raga, fundamental
raga, root-raga and primary raga are other terms signifying
the same concept.

Janya raga, derivative raga.

Jati, () the name given to the tala solfa syllables :
taka tari kita naka tatin gina tom. Also called Patam sre0
solkattu (Qereds ®).

Jati, (=»8) kind. (1) The term is used with reference
to the laghu. The five kinds of the laghu are : tisra4ati
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laghu | , chaturasra jati laghu |, khanda jati laghu |
misra jati laghu | ; and sankirna jati laghu | 4

(2). The term also signifies raga in ancient music.

Jatisvard, a composition very much like the svarajati
in point of musical structure _and arrangement but
without a szhitya. It has the divisions into pallavi,
anupallavi and charana. ThE charanas are set in
different dhatus.

Just Intomation. In the scale of just intonation
the notes that are employed are absolutely true in their
pitch. Opposite of equal temperament.

Kadamba, the name given to the tisra jati Jhampa
tala @ | 3 \_/) O Avarta = 6 aksharakalas.

Kalpita sangita, music already composed and ready
for being performed and taught. a

Kampita svara, a note subject to the kampita
gamaka (shake).

Kara, the name given to the sankima jati Jhampa
tala ; |  \U O Avarta=12 aksharakalas.

Karnatic music, the system of music prevailing in
the whole of South India.

Karta raga, same as janaka'riga.

Katakam, (sL_sw) a raga lexicon containing the
exposition of ragas in the form of tanas or simple phrases.
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Khanda, (1) section ; (2) also five.
Khandika, section of a musical composition.

Krama regular, The terms; krama sampurna,
krama shidava and krama audava indicate that the
arohana or avarohana signified by them are regularly
ascending and descending i. e., take a non-tortuous course
in addition to their samparna, shadava or audava character.

Kula, the pame given to the misra jati Rapaka tala ;
O | ¢ Avarta = 9 aksharakalas.

Kutapa, (5530 @suth) is an orchestra or Vadya brinda.
Tata Kutapa wasa band of stringed instruments. Awvanaddha
kutapa was a band of drums. There were also singers in
the Kutapas. According to the number of performers in
these bands, Kutapas were classified into Uttama, Madhyama
and-Kanishtaka. _

Lakshana, the characteristic features; wused with
reference to raga, tala or musical composition.

Lakshana gita, a composition of the gita type,
wherein the sibitya instead of being praise of God,
enumerates the lakshana of its raga.

Lakshana prabandha, a musical composition wherein
the sahitya concerns itself with the elucidation of a certain
law, phenomena or fact pertaining to musicology, The
Murchchana karaka Mela Ragamalika is good example.

Lakshya, (1) musical compositions; (2) current or
established practice.
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Lakshya gita, the ordinary gita, as contrasted from
the lakshana gita.

Lekha, the name given to the chaturasra jati Ata
tala| , | , O O Avarta=12 aksharakalas.

Lila, the name given to the misra jati triputa tala;
| » O O Avarta=11 aksharakalas.

Loya, the name given to the misra jati ata tila;
|; |+ O O Avarta=18 aksharakailas.

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

Madhyama viggeyakara, composer of an ordinary or
middling type ; (also see under vaggeyakara).

Major tone, a chatussruti interval ().

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

Mangala vadyam, a musical instrument played- on
auspicious occasions : ex. Nagasvaram.

Mani, the name given to the tisra jati dhruva tala
|30 | 3 |3 Avarta=11 aksharakalas.

Manodharma sangita, improvised music.

Matruka padam, quaint phrases like a iya, tiiya, a
i yam, va iya, occurring in gitas and which are introduced
for decorative effects.

13
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Matu, the sahitya or the words of a musical compo-
sition. .

Melakarta raga, same as janaka raga.

Melam,” the tamil word corresponding to Kutapa
in Sanskrit. Melam denoted a group of musical instruments
played together. It provided a collective music.

(1) Periya melam is the nagasvaram group.

(2) Chinna melam is the Bharata natyam group
inclusive of the dancer or dancers and the instrumental
accompaniment.

(3) Sangita melam is the orchestra that provided
classical music. Sangita melam is referred to by Shahaji
Mabharajah in his Telugu opera, Pallaki seva prabandham.
There was a Sangita melam in the establishment of Rajah
Serfojee of Tanjore and this melam provided music to
distinguished visitors.

(4) Naiyandimelam (e puireorig. Guoartd) is the folk
band. It provided accompaniment to folk dances as in
Karagam (srew) and Kavadi (sreug). In this rustic
orchestra, there are two players on the nagasvaram, one
player on ottu, two players on tavil (drum), a performer
on pambai (a pair of cylindrical drams), a performer
on kirikatti sy (a pair of conical drums), a performer
on dolak and a performer on cymbals, altogether
nine in number. The peculiarity of this melam is that
the performers all stand around and perform and dance
off and on in consonance with the dance movements of the
principal dancers. At the commencement, the members of
the naiyandi melam stand in a circle and the dancer with the
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kavadi or karagam stands in the middle. The dolak is played
upon with two thin leather straps. A fastand powerful
rhythmic accompaniment is provided by this band. The
number of wind instruments and percussion instruments used
in the melam bear the ratio 2: 3. Towards the close of a
khandika or section, music in accelerated rhythm is played
by the band and this is worked up to a climax. The next
part of the dance is begun with music in slow tempo.

(5) Urumi melam is a rustic band. The band is
named after the principal drum, Urumi. This is an instrument
with an onamatopoetic name. It is a two-faced drum. It is
stroked on one side with a bent stick and struck on the other
side with a straight stick. The other instruments played in
this melam are nagasvaram, tavil, dolak and cymbals.

(6) Mughavu melam, (apipey Guerid) the band of
musical instruments including the muzhavu (apwey) drum.

Mela raga, same as melakarta raga.
Minor tone, a tisruti interval (1),

Misra, (1) mixed (misra raga); (2) also seven.

Mudra, mudra in a musical composition reveals a parti-
cular fact; ex. that it is the composition of so-and-so
(vaggeyakara mudra); thatits raga is such and such (riga
mudra) and so on.

Music, one of the fine arts; it appeals to us through
the sense of hearing. Pleasing sounds are used in music.
The Greeks gave the name ‘music’ to this art, since it was the
art of the Muses. In Arab language, this art is called
‘musiki.’ %
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Musical composition, a piece of music set to time
and conforming to the lakshana of the forin in which it
is set ; prabandha ; rachana.

Musical form, musical composition.

Musical instrument, any contrivance, mechanism, thing
or apparatus capable of producing a musical note.

Musical type, same as musical form.

Nava sandbi talas, nine talas figuring in the ritualistic
music of temples.

Niyama (9¢0%, Awwid), rule. There are the various
niyamas or rules laid down by sangita smritikiras (musical
law-givers). Some of these rules are mandatory and the rest
are advisory. Mandatory niyamas should be observed. That
in singing or performing, sruti suddha (faithful adherence
to the tonic note) and laya suddha (accuracy in rhythm)
should be observed is a mandatory rule. The singing of
ragas in the times alloted to them is an advisory rule. These
ragas sound best if sung during the times alloted to them.
It does not mean that one is prohibited from singing them at
other times. At that rate, one can never hear morning ragas
in the sabha concerts which usually take place during evenings.
Further, in a ragamalika, ragas of varying ganakala come
in succession. The entire composition has to be sung at a
stretch. Ragamalikas are highly enjoyable art forms. De-
corative details abound in them.

The following are some of the niyamas :

1. Sruti niyama, adherence to the chosen key-note or
tonic note.
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2. Talaniyama :—There is the rule that some musical
forms should be in particular talas. For instance, Adi,
Ata, Khanda triputa and Jhampa talas are suitable for
tana varnas. Likewise Adi, Ata and Rupaka talas are
suitable for Pada varnas.

3. Laya niyama, adherence to the chosen tempo.

4. Sahitya niyama :—Vyapakaksharas can come only
in particular musical forms like tana varnas and kritis. “Jatis
can come interspersed amidst sahitya letters only in certain
compositions.

5. Chchandas nivama, adherence to the rules of prosody
in musical compositions.

6. Vishaya niyama : 1t is laid down that the sahityas of
particular musical forms should be on particular themes.
For example, the sahitya of a sanchari gita should be in
praise of God or in praise of a great preceptor. The sahitya
of a pada should pertain to nayaka-nayakitheme and so on.

7. Prabandha niyama, adherence to the rules relating
to the musical structure, constituent angas and other rules
pertaining to musical forms. For example, chitta svaras
are out of place in compositions like the padam.

8. Ganakala niyama, the rule relating to the time most
appropriate for singing ragas.

9. Kachcheri niyama : Two compositions in the same
raga should not be sung in a concert. But the varna sung at
the commencement may be in the same raga as a Kriti or
Pallavi sung later.
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Songs on themes of a Vairagya nature, should not be
be sung in concerts given on marriage occasions. Vairagya
songs are songs like Q& IaS HIF (Saveri raga),
HES*E FgsD LS (Purikalyani raga) and erarer $ 5166509
@ssmwib (Suddha saveri raga) which point out the illusory
character of this life and worldy existence and which have
an emphasis on the other world.

10. Sadhaka niyama, Rules pertaining to sangita
abhyasa or practice of music. '

11. Vadya sankhya niyama, the rule pertaining to the
proportion in the number of different instruments used in
the vadya brinda or an orchestra.

12.  Geyanataka niyama i. e. the rule that the opening and
closing songs of an opera should be in the same raga
and that that raga should be an auspicious raga.

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

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

Pallavi, the first section of a melody in Karnatic music.
Compositions like the Svarajati, Jatisvara, Varna, Kriti,
Padam, Javali and Ragamalika bave the three divisions :
pallavi, anupallavi and charana. The pallavi is repeated at
the conclusion of the anupallavi and each charana.

Patti, the name given to the chaturasra jati repaka
tala; O | , Avarta=6 aksharakalas.
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Polyphony, ‘a type of music, where several .melodies,
all of equal importance and each having its own individua-
lity are simultaneously performed. In the homophonic type of
music, which also consists of several melodies, one part
sustains the melodic interest and the other parts simply
form an accompaniment.

Prabandha, a musical composition ; also the particular
type of composition bearing that name.

Pramana, the name given to the khanda jati dhruva
tala: |5 O |5 | s Avarta=17 aksharakalas.

Pure music, manodharma sangita ; also compositions
whose claims to posterity lie in the value of their dhatu. The
opposite of this is applied music.

Pirna, the name given to the misra jati dhruva
tala; | ; O |, |, Avarta=23 aksharakalas.

Raga, (1) the name given to the misra jati eka tala;
| ; Avarta=7 aksharakalas ;
(2) also melody-type.

Ragamala gita, a gita in ragamalika form.

Ragamalika jatisvara, a jatisvara composition in the
form of a ragamalika. :

Raga riipa sanchari, a svara passage set to a specific
tala and which reflects the form or entity of the raga.

Raja, the name given to the khanda jati rgpaka tala ;
O | 5 Avarta=7 aksharakalas.
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Rata, the name given to the khanda jati cka tala;
| ¢ Avarta=>5 aksharakalas.

Rava, the name given to the sankirna jati matya tala ;
| O |  Avarta=20 aksharakalas.

Rhythmical harmony, the cross-rthythmical accom-
paniment provided by the player of the mridanga or
other tila vadya to all measured music in a concert ; the
jatis or tila mnemonics played by him emphasme the
rhythmical construction  of the pieces.

Sacred form, a composition belonging to the realm
of religious music.

Sadharana gita, same as sanchari gita.
Sahitya, (1) musical composition
(2) Miatu or words of a musical composition.

Sahitya karta, the author of a musical composition i.e.,
a composer.

Sama, (1) the name given to the chaturasra jati matya
tala; |, O | 4 Avarta = 10 aksharakalas.

(2) Also, the name of one of the classical 108 talas ;
| | O\ O Avarta=13 aksharakilas.

Samanya gita, same as sanchari gita,

Sambhava szhitya, a musical composition occasioned by
a particular incident or circumstance in one’s life. Thus,
Teratiyyaga radaz (Gaulipantu raga) of Tyagaraja is an
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instance of a Sambhava kirtana ; Vadaraka pove (Kambhoji
raga) of Kshetrayya is an instance of a Sambhava pada ;
Pranatartihara prabho purare of Maha Vaidyanatha Iyer isan
instance of a Sambhava ragamalika ; and Girrani palukuna
(Saveri raga) is an instance of a Sambhava pallavi. Sambhava
sahityas furnish internal evidences of a valuable nature.

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

Sampgrna riga, a raga’ wherein all the sapta svaras
are present in both the arohana and avarohana e. g’
Mizyamalavagaula.

Samparua-sampﬁrna raga, same as sampqrna raga.

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

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

Sanchara, combination, prayoga, pidippu ((9g.0y) ;
a musical phrase ; also a short exposition of a raga.

Sanchari, a short exposition of a raga in solfeggio
and set in a tala.

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

15
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Sangita kavitvam, musical creation ; writing musical
poetry. Sangita kavitvam is the ability to conceive of
original and new tunes.

Sankha, the name given to the tisra jati triputa tala ;
| s O O Avarta=7 aksharakilas.

Sankirpa, (1) mixed (sankirna raga).
(2) Also nine.

Sara, the name given to the tisra jati matya tila;
| 3 O | ; Avarta—8 aksharakalas.

Seaular form, composition of a non-religious character ;
ex. javalis and martial songs.

Semi-tone, a dvisruti interval (}2).

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

Shadava raga, a raga wherein only six of the sapta
svaras are represented in both the arohana and avarohana

i.e. one note is varja both ways. Ex. Suddha simantini,
Malayamarutam, Sriranjani.

Shadava-samparna raga, a riga with six of the sapta
svaras in the arohana and with all the sapta svaras in the
avarohana. Ex. Kambhoji.

Shadava-shadava raga, same as shadava raga.

Shadava-svarantara riga, a raga with a shadava arohana
and a svarantara avarohana.
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Shur, a curved line placed above a series of svaras to
indicate that the notes are to be played smoothly as a single
continuous phrase.

Srikara, the name given to the chaturasra jati dhruva
tala; |, O |, |4 Avarta=14 aksharakalas.

Sruti svaras, the drone notes i. e., shadja, panchama
and tara shadja. These notes can be sounded simultaneously
or successively and with a pleasing effect. In madhyama
sruti, the panchama is replaced by the suddha madhyama
and sounded.

Sruti vadya, drone.

Sudha, the name given to the tisra jati eka tala ;
| 3 Avarta=3 aksharakalas.

Suladi, a musical form of the talamalika type.

Sura, the name given to the misra jati jhampa tala;
| 7 \./ O Avarta=10 aksharakalas.

Svakiya svara, In a bhishanga raga, both the komala
and tivra varieties of a note or notes occur. That not
which belongs to the parent scale is called the svakiya
svara and the note which is foreign to the parent scale and
which comes occasionally for enriching the melodic beauty
of the raga is called the anya svara. Thus in Bilahari raga,
Kakali nishada is the svakiya svara and the Kaisiki nishada
is the anya svara.

Svarajati, a composition with the divisions, pallavi,
anupallavi and charana —the charanas being set in different
dhatus.
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Svarantara - audava raga, a raga with a svarantara
arohana and an audava avarohana.

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

Svarantara - sampurna raga, a raga with a svarantara
arohana and a sampurna avarohana Ex. Vivardhani.

Svarantara - shadava raga, a raga with a svarantara
arohana and a shadava avarohana. Ex. Navarasa kannada.

Svarantara - svarantara raga, same as svarantara raga.

Svara pallavi, A solfeggio pallavi (i. e. a Pallavi theme
sung with svaras alone) to which kalpana svaras are sung or
performed.

Svarasthana, literally position of the note. 1In
stringed instruments with plain finger-boards, the term
indicates the geometrical point on the string, which when
touched by the finger, sounds the particular note.

Svara sthana is also a region comprising a certain number
of srutis of minute intervals, which for the practical purposes
of raga formation is treated as a unit. The sthayi consists
of 12 svarasthanas and the 22 srutis are distributed amongst
them.

Svarupa, form or individuality ; raga svarupa means
the melodic entity of the raga.

That (57.), the name for a janaka raga in Hindusthani
music.
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Tisra, three. The terms, Tisra, Chaturasra, Khanda,
Misra and Sankirna respectively denote the numerals, 3, 4,
5,7,and 9. These are used to denote the laghu jati and
tala gati (the sub-rhythm of a time-measure).

Transilient scale, varja raga.

Trikila, the three degrees of speed—prathama, dvitiya-
and tritiya ; or vilambita, madhya and druta.

Tristhayi sadhakam, practising in the three Octaves,
mandra, madhya and tara. Thus in stringed instruments like:
the Veena and Violin in the orthodox system of training,
students are asked to practise the Scale in the three octaves

thus : srgmpdnsIsrgmpdns.lénlg'n;p.d.r;;l-s.n.di)

n'lg.n"él.sndpmgrslsndpmgrsh and in the three

degrees of speed. This practice may appear tedious and
boring at first, but in the long run, it will be realised that this
practice gives to the fingers, strength, flexibility, responsive-
ness, deftness of execution and ability to perform any phrase
in a neat polished and graceful manner.

Trisvara vakra raga, a vakra raga with three vakra
svaras either in the drohana or avarohana or both.

Trisvara varja raga, a svarantara raga.

Ubhaya vakra raga, a raga whose arohana and
avarohana are vakra. Ex, Ritigaula, Sahana and Nilambari.
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Ubbaya varja raga, a raga which has varja svaras in
both the drohana and avarohana.

Udaya, the name given to the khanda jati matya tala ¢
15 O | s Avarta=12 aksharakalas.

Udirna, the name given to the misra jati matya tala ;
|y O | ; Avarta=16 aksharakalas.

Upanga raga, a derivative raga which takes only the
notes figuring in its janaka raga.

Uttama vaggeyakara, composer of a superior type; (also
see under vaggeyakara).

Vadya brindam, music by a group of performers on
musical instruments ; orchestra ; melam.

Tata vadya brindam is a stringed band.
Sushira vadya brindam is a band of wind instruments.

Avanaddha vadya brindam is a band of performers on
drums giving a rhythmical exposition.

Vaggeyakara, composer ; dhatu-matukara . e., one
who is the author of both the music and the szhitya of a
musical composition. ~ Even composers of compositions
like the jatisvara which admit of dhatu alone may, by
courtesy be called vaggeyakaras.

An uttama vaggeyakira is one who is the author of
both the music and the sahitya of a musical composition.
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A madhyama vaggeyakara is one who is the author
of the music alone but has appropriated the sahitya of
another composer in his composition.

An adhama vaggeyakara is one who appropriates the
music or dhatu of another composer and inserts his own
sahitya.

The prominence given to sangita kavitvam is clearly
evident from this classification.

Vakra, irregular. The terms: vakra sampurna, vakra
shadava and vakra audava indicate that the arohana or
avarohana signified by them, take a tortuous course in
addition to their samparna, shadava or audava character.

Vakrantya svara, the note in a vakra raga, at which
the vakratva ends and the prior course is resumed.

Vakra raga, a raga whose arohana or avarohana or
both, take a zig-zag, crooked or tortuous course. Ex.
Anandabhairavi, Sriraga and Sahana.

Vakra sampurna raga, a vakra riaga wherein all the
seven svaras are present in both the arohana and
avarohana Ex. Sahana.

Vakra sanchara, a musical phrase containing vakra
svara or svaras. Vakra prayoga or jatila (gu-0) prayoga.

Vakra svara, the note in the arohana or avarohana
of a vakra raga at which a change in the course takes place ;
i. e., the note at which there is an interruption or break in
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the regular course of the arohana or avarohana. The
original course is resumed from the vakrantya svara.

‘Vakratva, tortuousness.

Varja raga, a raga wherein one, two or three svaras
are absent either in the arohana or avarohana or both.

Varja svara, the eschewed note in a raga ; ex. panchama
is the varja svara in Sriranjani raga.

Varjatva, deletion or elimination of notes.

Vasu, the name given to the sankirna jati Eka tala; | 4
Avarta=9 aksharakalas.

Vidala, the name given to the khanda jiti Ata tila ;
|'s | s O O Avarta=14 aksharakalas.

Visranti, period of rest or silence in a musical
composition.

Vocal form, a composition intended for being sung; ex-
Tevaram and Divyanama kirtana.

Vyapakaksharas, the vowels a, i, u, e, 0, occurring,
in between sahitya letters and which enrich the musical
effect. These are seen in tana varnas and kritis,



QUESTIONS

Technical terms :—

1. Explain the following terms :—

Just intonation, Equal temperament, Polyphony,
Anya svara, Dhatu, Matu, Varja raga, Svakiya
svara, Vakratva.

2. (a) Define musical instrument. Explain if the

following are musical instruments :—

(i) Police-man’s whizzle.
(ii) Horn of a motor-car.

(iii) Church bells and Temple bells.
(b) What is a drone ? Give some examples.

3. What do you mean by the term foreign note.or
accidental ? How are accidentals denoted in a musical

composition ?
4. Explain the use of vowel extensions in the szhitya
of a musical composition.

Raga :—
5. Define raga and raga zlapana.
6. Distinguish between :—
(i) Janaka raga and Janya raga
(i) Upanga raga and Bhashanga raga.
16
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(iii) Vakra raga and Non-vakra raga.
(iv) Vakra svara and Vakrantya svara.
Give some examples for each of the above.

7. Explain the terms: samparna, shadava and
audava.
8. Give two examples for each of the following : —
(i) Audava raga. (i) Audava-sampqrna raga.
(ii) Nishada varja riga. (ivi Ubhaya varja raga.
(v) Ubhaya vakra raga.
9. Give the arohana and avarohana and the janaka
ragas of the following janya ragas :—
(i) Malahari, (ii) Arabhi, (iii) Mohana,
(iv) Suddha saveri.
10. Point out the anya svaras occurring in the following
bhashanga ragas ;—
(i) Bhairavi (ii) Bilahari.
11. Classify the varja ragas and vakra ragas.

12.  Explain the principle underlying the scheme of the
72 melakarta ragas.

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

14. Write the arohana and avarohana of a shidava-
shadava raga with the last note of the purvanga deleted.
Assuming that the raga is a janya of the 16th mela,
mention the svaras taken by the raga,
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Tala :—
15. Explain briefly the scheme of the 35 talas.

16. Write the names of talas whose total akshara-
kala for an avarta consists of :—

(i) 14 units of time. (ii) 12 units of time.
(iii) 10 units of time. (iv) 7-units of time.

17. Explain how talas whose avartas are equal in
point of duration, yet differ from each other.

18. What do you mean by presumptions in talas ?
19. Which of the seven main talas has :—

(i) The largest number of laghus.

(ii) Two drutams. (iii) All the three angas.
20. Name the tila which has for an zvarta :—

(i) The maximum number of aksharakilas.

(ii) The minimum number of aksharakzlas.

21. (a) Which tala excludes the drutam and which
talas exclude the anudrutam ?

(b) Is there any tala which entirely excludes
the laghu ? If not, can you assign any reason
for this ?

22. What is the order in which the laghu jatis are
traditionally mentioned ? Is there any principle underlying it ?
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23. Explain the law of homogeneity with rcference
to the laghus in the thirty-five talas.

24. Mention two tzlas in the 35 - group, the sum of
whose zvartas will be equal to an avarta of sankirna jati
ata tala.

25. Name the tala that has 23 aksharakalas for an
avarta. Suggest a pair of talas the sum of whose avartas
will be equal to an avarta of this tala.

26. Suggesta pair of talas the difference of the akshara-
kala values of whose avartas, will be equal to an avarta of
tisra riipaka.

27. In the scheme of 35 talas, point out two talas
wherein the number of aksharakzlas of an avarta of one is
equal to the root of the number of aksharakalas of an avarta
of the other,

28. How many aksharakalas are there in an avarta of
the longest Matya tala and the shortest Jhampa tala.

29. Two musicians started singing simultaneously two
different alankaras and they were found to finish simul-
taneously, although one sang in prathama kila and the
other in dvitiya kala. Assuming that the talas of both the
singers were in khanda jati, determine the talas of the two
alankaras.

30. In the 35 talas, point out the constituent angas and
the total number of aksharakalas of an zvarta of the Oth,
17th, 23rd and 31st talas.
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31. Mention three talas whose aksharakilas are
together equal to an avarta of khanda jati dhruva tala.

32. Name the tala which has 12 aksharakalas for an
avarta and wherein the beats fall on the first, fifth, ninth
and eleventh aksharas.

33. Name two talas of sankirna jati, whose aksharakala
values for an avarta bear the ratio 3 : 5.

34. Name three talas taking 11 aksharakalas each for
an avarta and point out in each case the number of the
counts on which the beats fall.

35. Name two Jalas wherein the aksharakala - value
of the avarta of one happens to be the square of the akshara-
kala-value of the avarta of the other.

36. Complete the following alankara and suggest the
possible talas in which it may be reckoned :—

s Rmgr s rgm

Musical form :—

37. Distinguish between Kalpita sangita and Mano-
dharma sangita.

38. How are musical compositions classified and what
are the peculiar characteristics of the different groups ?

39. Mention the characteristic features of a gita.

40. Point out the difference between a gita and a
svarajati in respect of :— '
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(i) Constituent angas. (ii) Sahitya.
(ili) Musical structure

41. Mention the languages that have figured in the
szhityas of gitas. Illustrate your answer with examples.

42, Distinguish between jatisvara and svarajati.

43. Give an example for each of the following :—

(a) A composition not having the divisions ;
pallavi, anupallavi and charana.

(b) A composition with charanas in different
dhatus.

(c) A composition with anggg in different talas.
44. Mention the names of composers of gitas and
svarajatis.
Acoustics :
45. Distinguish between :—
(i) Node and Antinode.
- (i) Major tone and Minor tone.

46. Explain what is meant by a series of notes in the
Harmonic series.

47. Enumerate the factors that determine the pitch of
of note on a stretched string.

. 48. State and explain the laws of transverse vibration
of strings.
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Problems :—

49. The tara sthayi Panchama=768 vibrations per
second. Find the frequency of the kakali nishada of the
mandra sthayi.

50. The frequency of middle octave shadja=240 vibra-
tions per second. Determine the frequency of the rishabha
of the tara sthayi in Sankarabharana raga.

51. The frequency of antara gandhara of the mandra
sthayi=150 vibrations per second. Find -the frequency of
the tara sthayi panchama.

52. The frequency of tara stbayi kakali nishada=960
vibrations per second. Find the frequency of the panchama
of the mandra sthayi.

53.  Assuming madhya shadja is equal to 240 vibrations
per second, calculate the frequencies of the Tara sthayi,
antara gandhara and mandra sthayi madyama.

General :— |

54. Name the raga that will be heard when a person
after sounding the sarani string of the vina, places his fingers
on the 2nd, 4th, 7th, 9th, and 12th frets respectively and
plays.

55. You are given a printed musical composition.

How will you proceed to find out whether it is a gita or a
svarajati ? Explain.

56. Write a short essay on the relative merits of
vocal music and instrumental music,
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57. Complete the following passage by supplying
another adi tala avarta music of your own :—

Kalyani - Adi

58. Determine the raga of following passage :—

Rupaka tala

P,mgrgpdSndS,'sfé nd S :

s,g“ré ndPmg rgpmgr;s_nqs/,[[

59. Passages for Sight singing :—
(a) Mohana raga - Rupaka tala
) ,

é,édp pdi"spdid.sddpg pgrgpd
$ ,sdp|dgrsdp dsddpg pgrs,
§ ,sdp|pdsrgi| G, pas |5,dpd
D,dgrD,drs ‘D,déd 'pgl‘s,!
(b) Kalyani ra‘ga-AditaIa
S, N,D,PMGr|G,N,D | MGRs
D,N.R,GMDn/ R,N,D | MDNs
D,N,R,NRGm|G,R,N | DNSr
D,G,R,NDmdn R,N,D ,MGRs|
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60. Passages for Musical Dictation.

«  (a) Bhairavi raga - Rupaka tala

l’;’\l;dP,%‘IGdP, pmpndp|mgrgmp
nndP,{s n d P, . mgmpdp | mgrS,

nndP,éndP, pmpndop mpdn§
S,ndn S . grs S ,ndp mgrS,|

(b) Mohana raga—Adi tala

|4 ) o)

ngdpgr-srnggrgérgdep pgpdS;
Dpgdpgr-gpdsddpg [Pgddpgr/ggpdS;
S.,;dp-gp'ds'-d'gi"sdp D,.I"l';idp dd‘ss.)jl;

I;,g§§-(i,¥§d-pgpd 'R,'sdp-D;,pgrS;H

(c) Bilahari raga—Chapu tala
P,pmgr S,sl.ln.fl;é,srrgll’,pmgr‘
G,pdS | S,snnd [ S,srrs |[sndsS;’
P,pdst| G,grrg |P,pmgr|S,sndp
'n),dg'iél D,rsnd | P,};n”m

snndS|
17
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61. Complete the following passage in four avartas,
by inserting svaras, commas or semicolons as you think
fit, in the blanks. Indicate also the anya svaras, graced
notes, phrasing and the sthayis of the notes :—

Bhairavi raga—Adi tala

. O ‘ O

f |

N.ndpmndpmp-—rg ’M—pdpmp]mnd dp—
N,ndpmpdn—ndpmg ‘r—rng‘mgmp—rs
‘ns~sR—

S,ndpmpdnsrg — sn S,grs—d

prS—ndp P . mgrSj

rgm—grsngr—ndp
62. Sing the following sahityas in the given musici—
(a) Bhairavi raga—Rupaka tala

N s s T s ! nor s n d p

Ma . dha wvu ni so . . . da ri
mp d nin dp‘mgmppm(xrsll

mahishi ... sura |ma . . . . . rdhani i

(b) Bhairavi raga—Chapu tala

n g r s n d P ] m d p m g r s
Nan . da nan. da nma | In . du va . da ma
rts r g mp l m g r S ; |
sin. da ra . na na p2a . hi mam . |

() Kalyani raga—Adi tala

s , n n d p m d d pm G , m
Na. ra da 1r chi ta ve . da sa .nnu
P ; ;o m p ‘ d n 5 ndpdnj
ta pa r1i pa . la ya mam sri . |
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APPENDIX |

Manufacture of Musical Instraments

The three branches of the musical heritage of a country
are :—
(1) The Scfence of music developed by her Sangita
smritikaras (musical law-givers).

(2) the rich compositions left as a legacy by her
vaggeyakaras (composers).

(3) the variety of musical instruments that have
been developed.

Musical instruments constitute an important item of
a nation’s cultural wealth.

Making of musical instruments is one of the most
ancient of arts. It is also one of the ancient musical careers.
Jya is the bowstring of the Vedic period and Jyzkara was the
maker of bow-strings. An analytical study of the musical
instruments of the ancient, medieval and modern periods
shows how the musical instruments of the ancient period
were simple in cbaracter and how they gradually grew in
complexity and attained perfection in technique of play
and kept pace with the developments in music. The
medieval and modern periods witnessed the birth of new
instruments and improved types of older instruments.

Musical instruments may be classified into :—

(1) those whose make and manufacture were
revealed to man by Nature; and
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(2) those which were developed and manufac-
tured through man’s inventive genius and
cleverness.

Early Instruments.

Musical instruments have existed from the dawn of
human history. The earliest instruments were time-keeping
instruments. When the early man danced in ecstasy, he
kept time either by clapping his hands or by striking two
sticks.

The flute is an example of an instrument revealed to
man by Nature. This is one of the reasons for the ubiquitous
occurrence of the flute. During his sojourn in forests in
the course of hunting, the early man heard sweet musical
notes emanating from bamboo stems. Closer observations
revealed to him the fact that those notes emanated from the
holes drilled on the sides of bamboo stems by beetles and
chafers in their innocent quest after food. The grains and
flour inside the bamboo stems offered a wholesome food
to the insects. The currents of winds which dashed against
these holes made the air column inside to vibrate and musical
notes resulted. The idea of making a flute by boring
holes on the side of a cut stem of bamboo suggested itself
to man. The earlier flutes were direct flutes and side-
blown flutes came at a later stage. Thus the earliest resonant
wood to come to the notice of man is the bamboo (Bambusa
arundinacea).

Strips of bamboo giving notes of different pitch are used
in Xylophones in S. E. Asian countries. In the Bambolin
or the Bamboo violin, excepting for the strings and the silken
hairs of the bow, the entire instrument inclusive of the body,
finger-board, pegs, bridge, tail-piece, button and bow is
made of bamboo.
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The phenomenon of hollow bodies giving resounding
notes was also noticed by early man. Birds with strong
beaks and claws while sitting over hollow trunks of trees or
while scratching them with their beaks and claws produced a
peculiar sound. That a hollow body with air enclosed
inside gave an amplified sound was noticed by him. The
idea of preparing.drums naturally suggested itself to him.
The Bhumi dundubhi referred to in the Vedasis only a pit
dug in the ground and covered with a stretched skin. It
was beaten with long sticks by people standing around.

The early man also found that when he shot an arrow,
the string of the bow gave a musical note. He noticed that
a string in a state of tension when pulled and released gave
a musical note. The inventive instinct worked within him.
He tied strings of different lengths to the same bow and
noticed that notes of different pitch resulted. This discovery
paved the way for the development of the harp i. e., the Jyz
of the Vedas, and the Yazh of South India. By attaching a
hollow boat-shaped resonator to a section of the bow, the
tone was found to increase in volume. It is the string-lengths
of the harp and the finger-holes bored on the wall of the
flute at progressively increasing distances from the mouth-
hole that suggested the development of the fretted finger-
board on the Vina, the former the speaking length of the
wire and the latter the disposition of the fret positions.

Thus it will be seen that the main principles underlying
the construction and manufacture of stringed, wind and
percussion instruments were revealed to man thousands
of years ago by Nature herself. The conch is one of the
instruments of Nature. A hole is board on the top of the
spiral of the conch and blown.
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Life of a Musical Instrument

An interesting point about musical instruments may be
mentioned here. The voice of a person dies with him. We
have no idea now about the lustrous and ringing voices of
illustrious singers and composers of the last century like
Tyagaraja and Maha Vaidyanatha Ayyar. But musical
instruments when carefully preserved and used can have
a long life. There are Vinas in sorae musical families which
have been used for over seven generations and which are still
giving a magnificent and delightful tone.

The subject of Making of Musical Instruments in
general may be studied under the following heads :—

(1) Wood and other material used in making the
instruments and their parts;

(2) Mode of manufacture and the assembling of
parts.

(3) Tools and implements required to make these
instruments.

(4) Seasoning of the wood used for the Resonator.

(5) Testing the concert-worthiness of the instruments
made.

Seasoning

Seasoning of the wood in making musical instruments
is very important. The raw wood, if used will not give a
sustained and beautiful tone. It is common experience that
green flutes i. e., flutes newly made will not produce certain
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graces by cross-fingering devices. Such graces can be played
with ease on used flutes. Used flutes are highly responsive.
Thus the resonating wood in a musical instrument acquires
a certain responsiveness and excellence in tone quality by
long use. Seasoning results in a fixed condition in the
structure of the wood. Seasoned wood givesa good tome.

If a musical instrument is made of green (raw) wood, the
quality of growth which still persists there may result in the
instrument developing a crack.

The purposes of seasoning the wood are many. Some
of them may be mentioned here :(—

(1) To give stability and firmness to the wood so that
it may withstand the tension of strings. In Vinas
made of unseasoned wood, it will be found that
they become a prey to seasonal variations and
warp. The pegs in such instruments often get
loose and do not stick on. Unseasoned wood
sometimes results even in the change of the
original shape, much to the annoyance of the
owner of the instrument.

(2) To free the wood of fat, oily matter, dust, germs
and all unnecessary matter embedded init, so
that the wood as a homogeneous body will
become sensitive and highly responsive.

(3) To prevent it from becoming a prey to insects
and vermins.

(4) To remove the innate moisture in the wood.



136
Types of Seasoning,

Steam bath

Hot water bath.
Shelter seasoning.
Sand seasoning.
Water bath seasoning.

NI S

Fly seasoning.

Various processes of seasoning are adopted. The wood
is sometimes subjected to a steam bath. The wood is also
kept plunged in hot water for the needed period. 1 he wood
is dried in the shade for some months or years and then
used. This is shelter seasoning. In the case of the bamboo
organ in St. Pina’s Church in Rizal, near Manila, Philippines,
the 950 bamboo tubes were seasoned by burying them
under sand near the beach, for six months. The quality
of the tone emanating from this bamboo organ is as good
as the tone from any of the organs in the well-known
churches.

In water bath seasoning, the piece of wood is allowed
to float in water for a particular period and then used.

In fly seasoning, small holes are drilled on the top
corners of the pieces of wood and they are stringed and
suspended loosely in the air and kept in that condition
for the required period.

The study of resonant wood is an important branch
of instrumentation. Without a resonator made of resonant
wood, there can be no concert instrument of the stringed,
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wind or drum class. The gourd stands as the earliest
example of a nature-made resonator. '

Materials used

The materials used in the manufacture of musical instru-
ments may be studied under the heads of :—

L
]

®
@
)
6)

O]

Materials used in making the body.

Materials used for making parts and accessories
like frets, finger-board, bridge, sound - post,

- bass bar, pegs, peg-box, end-pin, tail-piece, bow,

bamboo nails, braces etc.

Materials used for decorative work.

Glue used for pasting the parts.

Materials used for manufacturqing strings.

Materials used in devices for exciting the strings
i.e., to set them in vibration like the wire
plectrum, horn plectrum, striker and the bow.

Materials used for making stands, cases and cloth
covers.

In Soath India, jackwood (Artocarpus Integrifolia) is
used extensively for making the Vina, Tambura, Gottu-
vadyam, Mridangam, Suddha Maddalam, Kanjira, Jamidika,
Tuntina, Timila and Chenda. Even in Jack wood, it is the
variety that is known as Ten pala (G sesr veor ) that is useful
for making musical instruments. Rosewood (Dalbergia nigra)

18
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is sometimes used for the top-plank of the Vipa and
Gottuvadyam. Tt is also used for making pegs in stringed
instruments. The Teak (Tectona grandis) is not useful as
a resonant wood, since, during the rainy seasom, it
absorbs moisture and swells slightly and as a consequence
gives a dull tone. I{ is however used for the top-plank of
the Sitar and in making Sruti-boxes. Blackwood is used
for making the bowl of the Vina. Sometimes Redwood
(sequoia sempervirens) is used for making the Mridangam,
bow of Sarangi and Castanets. The wood of margosa
tree (Azadirachta indica) is also used for making the shells
of some drums. The core of the cocoanut and the palmyra
tree are used sometimes for making the shell of the
mridangam.

Gourds are used for the bowl of the Tambura, Sitar,
Ektar, Dotar and Magudi. Three gourds are suspended from
the stem in Kinnari. The Rudra vina has two large gourds.
The Batta bin also has two large gourds. A violin made
with a gourd resonator also sounds well,

N

Blackwood (Dalbergia latifolia) is used in the Swara-
mandali and in making castanets. Stems of bamboo are sed
in the Ektar, Dotar, Tuntina, Ravanastra, Kinnari and Sur
sota. The bamboo flute is very common in India. But flutes
may also be made of Ivory, Sandal wood, Ebony, (Diopyros
ebenum), Rakta Chandana (Pterocarpus santallinus - red
variety of sandal-wood), Iron, Bell metal, Silver and Gold. The
bamboo is used in making the shephered's flute (beak-flute),
and the long flute (Nedunkuzhal) . The Nigaswaram and
ottu are made of a kind of ebony called wpsemrwgi (Achcha-
maram in Tamil) i. e. Diospyros ebenaster. The mouth piece
(Narukku sm$@ in Tamil) of the Nagaswaram is made
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from a reed called Qargéems Korukkanthattai in Tamil,
The wood, Tanakku Seorse (Morinda umbellata) was
used for making the Yazh in ancient times. An Ivory
violin made in Trivandrum in 1834 can still be seen.
A nagaswaram made of Ivory is used in the temple at
Tiruvarur. A stone nagawaram can be seen in the temple
at Azhvar tirunagari {agpart desaf). The piece of cylindri-
cal or barrel-shaped wood used to glide over the strings of
the Gottuvadyam is made of the core of the tamarind tree
(Tamarindus indica) and also of buffalo horn, Ivory and
Ebony. In the chinese flute, there is a special hole between
the mouth-hole (mukha-randhra) and the first finger-hole or
the tara-randhra. This hole is covered with a thin
membranous tissue from a plant. When blown, this tissue
vibrates and gives a reed-like sound which is pleasant to
hear. Reeds (Phagmites) are used in the magudi (Spake-
charmer’s pipe) and in Reed dulcimer or Panpipes. The
spathe of arecanut (Areca catechu) is used in the instrument,
Villukottu (edebagu&ar @) of Malabar. In making the
Violin, Pine (pinus), Maple (Acer soccharum), Sycamore,
Silver Oak (Grovellicar obusta), Silver wood, Spruce
(Picea excelsa) and Himalayan fir are used. In the circular
drum, Kanaka tapapttai (ssre suulen ) the ring is of
bamboo seepmde (Dendrocalamus strictus). This is a
variety of bamboo in which the wall is thicker and the hollow
is half filled up. In Violin, the stick of the bow is made of
Pernambuco (Haucorina speciosa) or Brazil wood. Horse-
hair is used for the hair of the bow. The stick of calotropis
plant is used to strike the semakkalam. Cane (calamus
rotung) and bamboo stricks are used to. strike the Jalata-
rangam cups. In the drum called Urumi, the milky juice
of a plant is applied and rubbed over the central part of the
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right head. This head when stroked, gives that charac-
teristic tone. Hempen hoops are used for the Tavil.

Cheap vinas are made of memwrih (Morinda umbellata).
This kind of vina may serve as a practice instrument. It
cannot supersede the vina made of Jackwood and become a
concert instrument.

The resonator of sitar made in Kashmir is of walnut
and mulberry. Deal wood is used in making sruti boxes.

Metals

Brass is used in making wind instruments like the
Tiruchinnam, Kombu, Ekkalam, Gauri-kalam, Txrai, and
Nagapani. The shell of udal (e-_eb) is made of brass.
Copper is used in making trumpets. Bronze is used in
making the kombu of the Pancha-vadyam in Kerala.
It is also used in making the shell of the Pancha-mukha
vadyam, Viravandi ofgeuedory. (drum) and in making
various kinds of cymbals. Bronze is used in making bells,
gongs, cymbals, ankle-bells and bridge plate. Royalties use
Tamukku with shells of bronze. Brass, bronze, steel and
silver are used for making the frets of the Vina. Nickel
and Zinc are used to make Bayas.

Iron filings mixed with rice provide the black paste on
the right head of the mridangam. Sheet iron rivetted
together Is used in the body of the Nagara. Rings of iron
are used in Morsing and in Sgryapirai and Chandrapirai
(drums). A metallic finger-board of steel is used in Sarod.

Wire plectra are generally used for plucking stringed
instruments. But plectrum made of horn is also used.
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Amongst precious metals, gold and silver have been used
in making musical instruments. There are big S-shaped horns
of silver in Tanjore Palace. Golden cymbals Qurpmers
(Potralam) has been used by Tirujnana * Sambandar.
There are golden bells in the Anantapadmanabha Swami
Temple at Trivandrum which give a fine ringing tone. The
possibility of flute made of gold is suggested in the
Sangita ratnakara. :

Cords of cotton and rings of metal are used in the
Dolak.

Skin

The skin of calf and sheep are used in drums. In one
of the Kandyan drums, monkey skin is used. Leather
braces of buffalo-skin are used in the mridangam. The skin
of varanus is used in the Kanjira and Idakka. The bowls
of instruments like the Esraj, Taus, and Sarangi are covered
on the top with skin. The skin of deer is used to cover the
resonator in Sarangi. Snake-skin is used to cover the top
of Veena kunju in Malabar. Snake-skin is also used in
Chinese drums. '

Earth

Mud-pbdts are used in drums. The shell of the Mridan-
gam was originally made of clay as the name itself indicates.
For the Jalatarangam, porcelain cups are now used.
In ancient times, only metallic cups were used. These
metallic cups turned upside-down and suspended from
a frame and played became the Gamelon of Java.
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Inancient times Jalatarangam was called Udaka vadyam
(water - instrument).  Udaka vadyam is referred to by
Vatsyayana in his work, Kama sutra. The art of playing this
instrument is included amongst the Chatush-shashti kalas—64
arts.

Strings

Steel strings, brass strings and strings made of gut are
commonly used. Aluminium strings, silver strings and nylon
strings have recently come into vogue. Silken strings are used
in Svarabat and in some Chinese and Japanese instruments-
Twisted strings i. e., strings of silk, gut or metal wound
round by thin foils of silver, copper or gold are also used.
In ancient times, strings of Darbha grass were used but we
have now lost the method of seasoning the Darbha grass
for the purpose.

Thin fibres extracted from the stem of the calotropis
plant and twisted carefully have been used as strings for the
Violin (2nd, 3rd and 4th strings) in South India. Likewise,
thin fibres extracted from the Kumizha maram @dpurid
(Gmelina tomentosa) and twisted well, were used as strings
in ancient yazh (wrip) and Vina.

Assembling of parts

In the assembling of parts in musical instruments, man
has exercised the greatest intelligence. The setting of the
sound-post in the proper position in the Violin, the
placing of the silken-thread (jivali) in the correct position
on the bridge of the Tambura, the correct.weight of the bow
used to play the violin, the correct gauges of the strings used
in the Gottuvadyam and the Veena are all vital factors, In
the Gottuvadyam, the strings are kept in full tension. The
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weight of the sliding wood has to be such, that it will not
cause the strings normally to bend perceptibly. The
correctness of the mittu and chapu is one of the important
factors in the Mridangam, shining as an ideal rhythmic
accompaniment. .

Miscellaneous

Calico, leather and marble paper are used for the
bellows of sruti-box and harmonium. Various kinds of glue
are used in glue-ing parts of musical instruments. Cocoanut
shell is used in the Ravanastram and Vina kunju. The pair
of thin twines or four or five horse-hairs running across the
face of the drum-head in Edaka and Udukkai give a fine
buzzing effect.

There are stone gongs and stone pillars giving musical
notes. There are bronze images like the Chakkarattalvar in
the Tanjore Art Gallery, whose limbs when struck give notes
of different pitch.

Cases and Covers for Musical Instruments

Cases for the Violin are made of leather, compressed
card-board or ply wood and covered with calico, rexine or
crocodile skin. The cases are lined inside with velvet, flannel
or woollen cloth. Cases of teak-wood, lined inside with
velvet are used for keeping the Vina and Gotuvadyam.
Sometimes these two instruments are kept on wooden
stands. Woollen cloth covers are stitched for the Tambura,
Vina, Gotuvadyam and Mridangam. Cases of plywood are
also made for musical instruments. Velvet-lined teak-wood
boxes are made for keeping flutes. Cylindrical boxes of tin
are made for keeping Kanjiras.
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Care of Musical Instruments

If musical instruments are to give a good, sustained
and faithful performance for all time, adequate care should
be taken of them. Whereas brass wind instruments, cymbals
and castanets may not need as much attention, instruments
of the stringed, wood-wind and drum class should be taken
care of. They are delicate and sensitive instruments.

The following precautions should be taken :—

[. Musical instruments should be kept in cases which
are lined inside with silk, velvet, flannel or other cloth.
This will ensure immunity against climatic changes.

2. Musical instruments should not be kept in moist
places. Nor should they be kept in places which are
subject to extremes of heat and cold.

3. After use, instruments should be kept back in cases
or stands as the case may be.

4. Steel strings get rusty and especially so, in places
situated near the sea-coast. A thin application of cocoanut
oil or ghee periodically will prevent the string from rusting,
This problem will not arise, when stainless steel strings are
used.

5. A weekly or fortnightly check up of the soundness
of parts like the Nagapasam (attachment), Langar, Bridge,
Pegs, Button, Gut of the Tail-piece, Sound-post and Strings
is necessary. A stitch in time saves nine. For instance, if the
gut of the tail piece shows signs of wearing out, remove it
forthwith and replace it by a new one. Do not wait for the
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gut to snap, causing the tail piece and the strings to come
away and the bridge to fall down. If strands come off from
a gut string, replace the string by a new one.

6. Care should be taken to maintain the correct bend
of the Violin bow. By overscrewing, the bend of the bow
may get altered.

7. When a bridge in the Violin, has to be replaced by
a new one, see that the feet of the new bridge are in perfect
contact with the top plank of the Violin. Otherwise a nasal
sound will result. The feet of the bridge and the middle
points of the f~holes should be in a straight line. In the
Violin bridge, carc should be taken to.see that the side
with closed grains faces the finger-board.

8. Taking into consideration the pitch to which the
instrument is to be tuned, use strings of appropriate gauges,
so that the frame of the instrument will not be subjected to
an undue tension.
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APPENDIX 1l

Varga Vadyas

Varga vadyas are musical instruments belonging to
particular families. Certain common features are noticeable
in the instruments belonging to one and the same family.
For example, there are the four instruments belonging to the
Violin family viz., Violin, Viola, Violin Cello and Contra Bass.
The bodies of all these four instruments are alike in shape
" though they are of different sizes. All of them are played
with a bow. The commonness may also be noticed in the
technique of production of tone.

The musical instruments of India furnish many
instances of Varga vadyas. Taking the Udukkai or the
hour-glass shaped drum, for example, we find a number of
instruments of this shape though they are different in size.
The Davandai, Sanna udal, ldakka, Damaru and the
Budubudukkai are all of the same shape. The shells in
these cases may be of wood, clay or metal. In the case of
the Damaru and the Budubudukkai there is a string tied
to the centre. At the other end of the string, there is a knot.
When the drum is rattled, this knotted end sgrikes against
the two faces alternately and the rhythmical strokes are
produced. In the Udukkai, the instrument is actually played
by the fingers of the right hand. The squeezing of the
braces by the left hand results in the slight shatpening of
the tone. The Davandai is struck with a stick and played.
The timila with its mortar-shaped body also belongs to this
family.
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The single-faced open drum. furnishes an interesting
example under the group of Varga vadyas. The Dep, Tam-
battam, Kanjira and Khanjeri are instruments similar in
shape but they vary in size. In all these four cases, the skin
is merely strained over the wooden frame or mud frame as
the case may be. The Surya pirai and Chandra pirai are
instances of open drums wherein the skins are strained over
iron rings of the shape of the sun and moon and provided
with an extended arm. In the Kanaka tappattai, the skin is
stitched over a circular ring of thin strips of bamboo.

To the class of barrel-shaped drums belong the
Mridangam, Suddha Maddalam, Dolak, Dolki, Pakhawaj
and Khol. The ordinary mridangam used in concerts is
known in technical parlance as Sangita maddalam to
distinguish it from the longer variety of the same species
called the Suddha maddalam and used exclusively in
temple rituals and Kathakali plays. Compared to the mridan-
gam, the right face of the Suddha maddalam is loaded with
a greater quantity of the black paste. This results ina
deep and resonant tone. When played along with the Pancha-
mukha vadyam, as for example. in the ritualistic music in
Tiruvarur temple, the combinational effect has a dlgmty and
solemnity of its own.

To the family of conical drums belong the Bherl
Damaram, Kirikatti and Kundalam.

The Nagai'a has a huge hemi-spherical resonator.

The family of pot-drums is widely distributed. Herein
the mouth of the pot may be covered with skin or a circular
part of the bottom may be sliced off and covered with skin
and played. The Gummati, Tumbaknari of Kashmir and
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Narakunda are all members of this family. When the pot
is not covered with skin and simply played, it becomes the
Ghatam.

The metallic cymbals furnish another example. There
is the Ilattalam used in the Kathakali plays. The Brahma
talam is used in temple rituals. The Jalra, Kuzhi talam
and Talam are similar instruments but smaller in size.
In the case of the Nattuva talam however, one plate is of
steel or iron and the other is of bronze. In the case
of all the other instruments of this species, both the plates
are of the same metal.

The Semakkalam, Segandi and Chengala belong
to the family of Gongs. Herein the circular plates of
metal are struck with a light stick.

Wind Instruments

The Nagaswaram, Kurumkuzhal, Mukha Vina and
Sanai belong to the family of wood-wind instruments with
a conical tube and provided with a mouth-piece.

The common Flute, Nedunkuzhal and Ayarkuzhal
belong to the family of wind instruments with cylindrical
tubes. Drone instruments of the wind group are represented
by the Ottu, Donai and Turutti.

Stringed Instruments

The drone family is represented by the Ektar, Dotar,
Tuntina, Sursota and Tambura (4 stringed, 7 stringed and
8 stringed varieties). All these are played on open strings.



149
To the family of plucked instruments belong :

(1) The fretted instruments like the Veena, Kinnari,
Bin, Sivtar and Swarabat.

'(2) The fretless instruments (i.e., with a plain finger-
board) like the Gotuvadyam, Vichitra Bin,
Pradarsana Vina and Sarod.

To the family of bowed instruments belong :

(1) The fretted instruments like the Dilruba and Esraj.
(2) The fretless instruments like the Sarangi.
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APPENDIX Il

Vocal music vs. Instrumental music

Vocal music

1. The voice (Gatra vina) is a free gift to us from God
and it is upto everyone to learn to sing. The voice is
intended not only for speaking but also for singing. Singing
is an art'which is within the easy reach of every one. But a
musical instrument has to be acquired and the art of
playing it learnt.

2. Ability to sing sometimes comes by mere imitation:
but this is not the case with instrumental music. The art of
playing on an instrument has to be actually learnt from a
master.

3. The unseen instrument of the voice is carried by a
person unnoticed wherever he goes; but a musical instru-
ment cannot be carried without being noticed. Some instru-
ments are so big and heavy that they have to be carried by a
disciple or servant.

4. A singer can straightaway start singing but in the
case of an instrumentalist he has to tune the instrument
beforehand and play, unless it is a wind instrument like the
flute.

5. In singing, there is the continuity of tone but in
plucked instruments like the Vina, this is not the case.

6. The special merit of vocal music is that the szhitya
or the words of a composition can be heard; but ininstrumen-
tal music only the dhatu or the music alone can be heard.
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7. Songs wherein the sahitya has a special value as in
the case of compositions belonging to the spheres of sacred
music, dance music, operas, dance dramas "and folk music,
are fully enjoyed through vocal renderings.

National songs arouse the national sentiments on
account of their inspiring ideas.

8. Literary beauties like yamakam, svarakshara
sabdalankara, antya prasa, anuprasa, yati pattern, kondu-
kattu, and the raga mudra, tala mudra, kshetra mudra etc.
cleverly interwoven into the texture of the sahitya cannot be
made explicit in instrumental renderings.

9. The sahitya bhava sangétis are enjoyed in full in
vocal renderings. Niravals in kritisand pallavis are effective
in vocal renderings.

10. The Sahityas help to identify the tunes and fix
them in our mind.

11. In medieval times, when the art of rendering
songs in notation was not cultivated, the tunes of songs
were indicated as ““ set in the tune of Ratisukha sare or to be

sung like Rati sukha sare” i.e., the 1lth Ashtapadi of
Jayadeva and so on.

12.  Songs of a lighter nature are enjoyed more through
the medium of the voice than through instrumental music.

13. To appreciate instrumental music more fully, one
has to possess a lot of knowledge in music and some ‘<now-
ledge at least relating to the technique of play on the instru-
ment. But this is not the case with regard to vocal music.
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14. While singing, the vocalist has the advantage of
being able to reckon the tala himself, but the instrumentalist
has to depend on the services of another musician for this
purpose. Flutists sometimes reckon the tala with their legs
and Vainikas reckon the tala with the tala strings. But these
are not of much use, when compositions and pallavis in long
talas like Simhanandana and Simhavikridita are attempted.

15. Vocal renderings of passages of jatis (solkattus)
are very effective. Tillanas are fully enjoyed when sung.

16. The aphorism, @relleonnsumes eolred only
emphasises the importance of vocal music, Likewise is the
of tasked query, eurggub ur@uor ?

17. When an instrumentalist renders a piece whose
musical setting is nearly like that of another it becomes
difficult to identify the piece. For example when he renders
a piece like Nammi vachchina (Kalyani Raga), the listener
may get the impressipn that he is playing the .piece *“ Devi
Meenakshi mudam”.  But when he comes to the anupallavi,
the identity of the piece gets established.

18. Likewise when he plays a kriti in which tune, there
are at least three different sahityas, the listener jsleft in a-
state of suspense. Thus when he plays the piece “Naraharini
nammaga” (Bhairavi) of Bhadrachala Ramadas, the listener
may legitimately conclude that he is playing ‘Pasyata pasyata’
figuring in the Krishna Lila Tarangini of Narayana Tirtha
or ‘Mugattaik kattiye deham ’ of Papanasa Mudaliar since
all the three sahityas are in the same tune or Varnamettu.
Vocal rendering of the piece will serve to clarify the song.
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19. Instrumentalists in general do not care to learn the
sahitya of the songs they play. They play with the picture
of the dhatu in their mind. Their play will be much better
and would faithfully reflect the original if they have the
sahitya in their mind and play.

20. Very often it happens, that instrumental perfor-
mers blindly repeat the music of the anupallavi, while playing
the latter part of the charana, even though the music of
this latter part may slightly differ on account of an addition

or reduction in the number of the sahitya letters. For
example, compare the music of the anupallavi of Sitapcte

(Khamas raga) and the music of the latter part of its
scharana.

21. Instrumentalists in general desire to provide accom-
paniment to scholarly vocalists of standing, since such
chances help them to enhance their reputation and gives
them good training in playing kalpana svaras to themes in
intricate eduppus, and identify intricate pallavis. Faculties,
like alertness and quick response are also developed.

Instrumental Music.

1. 1n spite of its limitations, instrumental music has
a charm all its own.

2. Human genius has evolved a fine and attractive
technique of play in concert instruments. It is a delight
to watch the Vainikas play trikila tanas and chakra ban-
dham.

3. Instrumental music is absolute music.
20
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The Trimurtis : Siva, Vishnu and Brahma (His consort
Sarasvati) are associated with musical instruments. Narada
played the Vina, Mahati. Anjaneya was a Vainika. The
episode relating to the Gundakriya raga bears this out.

4. Most of the lakshanakaras and composers of India
like Sarngadeva, Ramamatya, Somanatha, Tyagaraja and
Muthuswami Dikshitar have been Vainikas.

5. It was instrumental music that helped man to get a
clear grasp of the subtleties of the tone system and the
graces and nuances used in ragas.

6. Instrumentalists are in a better position to render
accurately songs in notation.

7. Possibilities of deriving new scales ' through the
process of modal shift of tonic were revealed only through
the harp and the fretted vina.

8. Knowledge of dvigunatva (doubleness) and know-
ledge of the frequency ratios of the notes used in various
ragas were obtained through musical instruments.

9. Every instrument has a characteristic tone-colour.

10. Instrumental music is capable of universal appre-
. ciation.

1. Tn an instrumental rendering of a piece like
‘Nagumomu ganaleni’ (Abheri raga) we are able to appreciate
the musical cast much better, since all the time we listen
only to its pure musical setting.
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12. Instrumental music has a wider range extending
from 5 to 7 octaves whereas the compass of a brilliant and
gifted voice is only 3 octaves.

13. In Vadya brindas (orchestras) men and women can
join together and play on their respective instruments. But
in Gayaka brindas (choirs) men alone or women alone have
to sing on account of the pitch structure of their voices.
Of course men and women can sing together by doubling in
octaves ; but then the effective range of music will be
considerably reduced. This limitation in group singing
applies only to a melodic system of music. In the
harmonic system of music, however, men and women can
sing together on account of the possibilities of part singing.

14. Instrumental music can be cultivated by one and
all but to be a.good singer, one should possess a good voice.

15. Instrumental music answers to the wider needs of
the society.

Instrumentalists not only perform in Sangita Sabhas,
but also in temples during services and processions. There
are also the martial bands and instruments used for propa-
ganda purposes.

16. Drumshavebeen used for communicating messages.
The Nagara mantapas (drum stations) installed by Tirumal
Naik (17th Cent.) of Madurai may be remembered in this
connection.

17. Instrumental accompaniment is absolutely essential
in concerts of vocal music and dance and in operas and
dance dramas.
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18. TInstrumental forms like vadya prabandhas shine
well when performed by bands.

19.  The combinational tone-colour of orchestral music
provides a pleasing variety. Orchestral music has an
impressive effect.

20. 1t should be remembered that an instrumentalist is
a vocalist plus an instrumentalist. Every performer on an
instrument first learns the piece vocally and then reproduces
it on his instrument in a stylish, embellished and artistic
manner.

21. Relatively speaking, an instrumentalist possesses a
far higher degree of svarajnanam, compared to the vocalist.

22. Vocalists sometimes stray away from the pitch
(adhara sruti) causing annoyance to 1hemselve§, their accom-
panists and the attentive listeners. But there is no such
problem as far as the instrumentalists are concerned.

23. When a singer catches cold, he or she cannot
sing well. But there is no such problem as far as the
instrumentalist is concerned.

24. For enjoying vocal music in full, one must have a
knowledge of the language of the songs, sung. But in
instrumental music, there is no such problem. It is the dhatu

. alone that is played.

25. The voice is a monophonous instrument but
instruments like the Vina, Gotuvadyam and the Violin are
polyphonous instruments and effects like double stops and
doubling in octaves can be produced.
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26.  With few exceptions, old age has an adverse effect
on the voice. The pitch of the voice goes down and its
capacity for producing clearly fast phrases also gets reduced.
But there is no such problem in instrumental music. There
are vinas which have been used for more than a hundred
years and they still give a delightful tone.

27. Very high speed is attainable in instrumental music
particularly in the flute. and jalatarangam. Trikala tanas
played on Vina are delightful.

28. Gamakas like Tribhinnam can be played only on
instruments like the Vina and Gotuvadyam.

29. Proficiency in instrumental music is a good
accomplishment even in a vocalist.

30. There are some -delightful compositions on love
theme. = They are not sung on account of their erotic
sahityas but instrumentalists can keep them alive by perfor-
ming them.

31. Instrumental music is a good vehicle for effecting
cures (musical therapy).

32. Without an instrumental accompaniment no concert
of vocal music can shine.

33, Onaccount of its richness and volume, instrumental
music is capable of being heard by large audiences and
in big halls. It can reach long distances.
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34, Rising performers of vocal music desire to be
accompanied by senior instrumentalists with a view to not
only enhance their reputation, but also to develop self-
confidence and establish themselves in the professional world.

35. After all, the larynx or the human voice is also a
musical instrument, concealed securely in the throat. Itis
a wind instrument. The two vocal cords are set in vibration
by the rush of air from the lungs. The mouth acts as
the resonator.
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