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It has been my aim in the course of thrs t'reatrse to mvestlgate
the evolutron and the structure of Ragas, comprised in; the system-of
Kamatic Music; and T am proud of the privilege of havmg worked-
under Vidvah - MRRy K. Varadachan Avl; one of the veteran®
'musmrans of South Incha, and. former - Lecturer m Indian Music, L
© University of Madras; The ﬁegas constitute the . fuxudamentah
factor which’ determmes ‘the character of Indlan Musn: Tt Ay, be
-~ gaid that our systém of Music was moulded in the past malnly in
: relatwn to the laws governing the concept of the Raga andr 1ts future

may be very largely g‘mded by this 1nﬂuence T -

-

Though the Rdga is so Well known i prac‘tx e, 1t5 *theorenea]
aspects seem to have been’ only vaguely undarstoodand in-many cases
current: Ideas concerning them appear to be gather confused, partly
owing to the string of differences of opiniazt and partly to insuffi-

" clent acquamtance with the avallable htefature on the subjéct. The
need for.a-close study of ‘the Ragas and what they stand for is
- therefore evident; and.this work. isigh a.’stempt o c0n51der the Raga.
in -relation ‘to its historical ackground and its place in: current
. practice, in the light of the xw:ealth of hterature preserved in palm _
. leaves and pnn’[ed books\\ SR :

The hrstorlcal approach to the sub_;eet needs no- apology, since .
this sets the themet m its proper. p‘erspectwe for. study; - besides, by
© this means, one/g. énabled to unearth many ideas which have lonz
remained for& ten but which have great practical: value evens to-
day. © 3o far as the practleal a.spects are concerned the two.most
g str:kmg ]}mblems ‘whichi -call for atténtion at' present and which
Thave gwen nse to 2 geod deal of controversy are the saficara rigas
tn each riga. In con51der1ng these’ questions, T have tried to base '
my conclusions, after a ‘careful scrutlny of the views of the various »
schools of. thought and. by observing how and why they’ differ or T
. agree. And in the case of Srutis; T have tried o make use of
methods of exact measurement as far as possﬂole .Owing to various
* considerations, my treatment of the subject had to'be very brief but _
T have takencare not to omit any data or detail which rmght be
necessary for a proper. ur_lder_staudmg of the problems d_lscussed _
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" Tam under a heavy debt of gratltude to the authorities of the
University of Madras who kindly encouraged me, first by awarding
a scholarship to work on this subject and stibsequently by under-
~ taking to publish my thesis under their auspices. I take this oppor-
tunity to express nty gratéful thanks to them,

I am deeply grateful to Dr. T. R. Chintamani, M.A., Ph.D,,
Senior Lécturer in Sanskrit, University of Madras, for the invaluable
help he bhas rendered by correcting the proofs and taking charge of
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) INTRODUCTION L T

The Iogic of til‘eth'eory 'o'f KarnétxcMusm cannot‘be

'understood w1thout a historical Study of its deveIoRment -

" Such an estimate would show that even from reioté-ages. . .
_ the North and South were in 1nt1rnate cultu.ral contact aud_- R
legend as well as history shows how. 1nextr1cably Aryan R
and Dravidian culture became blended eveft before the'era "~~~
of Christ.: The Srutis which are of iund,amental impor- =
~ tance to both systems were conceivedhis 22 even hefore the -+ -
- time of Ilankovadxgal Throughout the centuriés we ﬁnd' o
the North and South mutuaily influencing one another in o
~the clevelopment of the arts Mahendra Varma Paliava_ S

published by . carving ofi, stone some composmons of -the -

. - musical system of tk(:\North at KudLmlyamaLm in the 7th - .
century ‘A.D., and we find that a Tamil footnote 15 added LR

to the 1nscr1ptxon Ndnyadeva in his commentary on the'_ L
Natya Sastl:a\mentlons K.arnatapata tanas, and glves

many otl@r references ‘to. South Ind1an music. Even

' Matanga refers to Dravidian music. - Sarngadeva deﬁnes -

a; mga called Deviravardhani. Throughout the’ h1stor} :

- of angita literature we find a . free exchange of.opision
- between the North and the’ South. -Alauddin Kh1131 tooklj_'-'.

~with hifm musicians i:rom the South after. hig invasion of
the country and Pundarlka V1tthala, who was born in

- Ataniir in the - ‘extreme south - went -to. the court of'_f‘:-_ B
Khandesh and wrote 2 treatises on ‘North IndIan music. 7

" Northern authors also took note of the views: of South .
Indian theorists. - What is most important to note is that e

every author from the time of Kallmatha, who repre~-j L




“gented the music of’ the v 1jayandgal emp1re, Ibases the

We ﬁnd drom: the extant hterature on the musxc of '
~Sotith’ Ind:a ‘that. the’ present system in vogite " is’ the.
_product of evolut:lon since ‘the ‘birth of c1v1hsat10n in the
::.country We can trace in the Kamat:tc music of to- d'l,y .
“somie of the most striking features of the music of

;Samaveda as well as the quintessence of the art as it\was -
""plactlsed m the Dravidian country at the time of th*e”blrth o

“Siiddha scale of South India (making allowaﬂce for slight
changes that have occurred in its formm dﬁrmg this long
- ‘course of development) ; and  the most populal among
'=-'Karnat1c Rigas such as Sankarabharana, Kharahara-
-priya, Todi, Kalyani, etc., are sun?ivals of the art of the
‘Gotden Age of Tamil c1v111sat10n (Circ. the first century
JAD.). Much of the htera,ture on the music both of the
North ag well of the South is still not available, but there
is ampie material, whlc;h is helpful in throwing a-good deal
ooof 11ght on practzce “ahd theory, scattered in libraries all
o over India.! Fro\n a perusal of the leading works on the
~subject, I am le.d to think that the theory of music as
~embodied ia\ Tamil works has been no less active and
j-:i-:powerf ICtfan that of the Sanskrit treatises in moulding .
-_:-.Karnat% music into its present shape. There is a school
of Ahought which may be said to be represented by
'f\fli’ "Clements " (wide his ‘Introduction to the study of
_'-_'_'_.:_-_'Indlan music’) according to which the Sanskrit books of
~ 'Bharata and Sarngadeva have nothmg to do with South
- Indian music. - There is another school headed by the late
.-_Mr Abraham Pand1thar (see hls Karunamrta Sagaram) .

V'lluable mformatmn like the date, authorship, etc., concernmg the
'_a\f:ulable Sanskrit works is  given in theé articles on Sangita literature

“contribuited to the Joumal of the Music Academy, Vols. III
Dl‘ Raghavan, M A _ N ¥: VO 5. and IV by

heory of Kama‘uc musm 011 the doctmnes of Bharata and - S

sof Christ. ~The scale of ‘the Saman music is the current -



-"_:'I'-\whose--__._wew_ : _
- Bharata-and Sarngadeva copled thCII' system and that also
| wiongly from' the. Tamil authors. The "truth’ is . some

. whiere between: the two' hypotheses_.

' were accepted An comﬁou all over India; The funda-__.
o mental aspects of both the s_ystems of the North and thé

\§ -'a" 'matter- of. =£ac
: .there has been the: closest €O~ operauon in'the- development
. of the art betweeti the’ N orth and the- South - From very
-_early times ‘the 22 Statis and | the: 7 notes. of the ‘octave

. South have been the same: | Taking South Indtan Wr1ters
“as such, we ﬁnd them quotmg Bharata and - es ecxa]lv
Sarngadeva Faiek Srutts Svaras Tanas; Vamas Alankaras
Gamakas the generai techmque of* smgmg,,Prabandhas
- Talas, etc., in fact the whole range -of rnusac Every one
'. of them accepts the‘ : "'éjqf : Bharata Jand-”

laksdna ag embodled in’ it and the ever: changmg and}_-‘- S
developmo‘ laksya Some ttmes the two - 'are’ reconc;l—f.i-, :

- ‘able; often their - dlffel ences have to be admItted and are- ~
noted down The way Gy, which’ theoty. developed from.
~ dentury to century \1{respect of ‘the pr‘ob]ems concermng'__‘___'- o
- .the  subject-matige “of - this" the51s i studied ” in thé: =
- succeedmg chapters and ‘we'find-a few germmal 1deaq S
slowly broadenmg mto the elaborate form of the techmque

T of the pr&gent day,.m ev y one_of 1ts vartous aspects A

As regardq the__Sva1 as’ and Sruttls c4ar1sltr1t WOI‘kS':_.'

- -_.tﬂl the time of Sarfigadeva seem to be’ predommant We

do. not’. know What part ‘the - Tamll works. played in
_ mﬂuencmcr them “Between the’ Sdappadlkaram and: the
- commentaries by___Ad1yarkuna11ar and Arumpadavuraiyar
. few works have survived to-day. -But these three Works
are sufficiently escplanatory and: homogeneous to glve a :
coherent idea.of Tamil music and its mﬂuence THe one.w 7
 most strlkmg feature of thzs system was the. dlvlsmn oft 07 .
the octave mto 12 aImost equal leISIOI‘lS or. 12 deo;rees




4 THE RAGAS OF KARNATIC MUSIC {CHAP

. We ﬁnd ﬂ'llS d1v1s:0n to be a vxtal aspect of the d1v1510n of o

the octave. in Karnatic music to-day. Such a - division

-may be made in several ways by the varied use of micro- .
- tones but the principle of the division matters and is

universally accepted. It may be said that this division

- in Tamil music is only incidental to the  astrological

.' parallel employed in the consideration of the octave and
" its.Srutis;-and the hypothesis may be proposed that since -
the " Pafica (or ‘Catus) Sruti Ri was 'identiﬁqd with

Suddha Ga, and Satéruti-Ri with Sadharana Gaf sitice the

- lower tetrachord Sa to Ma was taken to be lelded only by

‘Suddha Ri, $uddha Ga, Sadhirana Ga and Aftara Ga, since

- Suddha Ma and Pa were taken to be separated by a sharp

- Ma and since the upper tetrachord\Pa to Sa was con-

sidered a replica of the lower, the, division of the octave .

- into 12 Sthanas or degrees waf “evolved as a matter of

development, when these. notions about these notes were

= .accepted about -the time, 0f Venkatamakhin, - But as

- against this proposnmn,}t must be noted that the ancient

g _-.'

. Tamils reckoned a fourth as the fifthnote and a fifth as
-the seventh note respectlvely from the keynote, and this
‘would not be p(ﬁsﬂale if the octave was not divided into -

12 degrees, (fThis is most remarkable since it dates from

the time I@fore the Christian era. The influence of this

divisioq and also of the music of the Nayanars and Alvars

should  have been persistently active in settling the form

Qf\Kamatxc music, though we have not got any book on

theory in Tamil after Adiyarkunallar which explicitly
~ says this. . Sanskrit being the language of the learned and

the ]mgua franca of the educated classes throughout
India; theoretical treatises continued to be written after
the epoch of Sarngadeva in Sanskrit. But we must
remember that these books were written at the principal

- courts of the South and at the behest of important rulers,

~ and hence they can be taken to be representatlve of the art

‘they dealt about




_:’INTRODUCTION I S

Commg to Ramamatya we find SIgmﬁcant changes' _
noted about theory in his book. Ramamitya accepts the ..

Suddha svaras of Sarngadeva- but questions and corrects

his Vikrta Svaras. - Most striking of all, he mentions )
Paficadruti- and Satsru.u Rsabhas and Dhalvatas which.

‘are not given by Sarngade\ra How did he get these
" notes? Surely he did not create them, since they are
~ found in the. melas already prevalent in the country (zide.

his list of melas).  The Suddha Ri, Ga, Dha and Ni were\

already there. - 1 thmk that-only one inference is poss1b]e
according to emstmg data-on the subject. - Namely; ghede
- notes were native to the South and they, were’ prgbably the

intervals used in the Tamil music of a by—gone epoch, L
which were recognised by every South Indigsn wiiter and R

which had survived to the present days\'( There is no
mention about these partlcular mterqa\rs in" the Tamil
works.) - When.once they are" aftitted, .the melakartd
scheme of 72 scaIes, built of the dlfferent combinations of

these notes, follows as.a naturaI tonsequence. As'in this .~

aspect, in. alapa also we find. thc present, prac‘uce based with
remarkable falthfulness on the musm of the ancient
'-Tarmls o‘.,’\ R TIURE AEa R
The hlstory of South. Indlan musu: after the time of -
Sam@adeva (wifh whom’ the epoch of ‘Grama:Music’ may -
be considered! o have come toa'close) can be divided into
two- permzts viz., one:up to the time of Veikatamakhin
and the other. from his lifetime, By ‘Grama music’ is
rrwsmt 'the system of the jatis, grama ragas, etc., based
on Yhe 2 gramas. . After Sarfigadeva the authors derive .
the ragas from the Sa-grama which alone they consider
to be in vogue. The Ma- -grama had becorne ’ defunct
according to them, its paficama having become a variety of
the madhyama; - At this perlod we find Vijayanagar leading
the whole of South India. Kallmatha ‘Laksmindriyana,
-~ Ramamatya. and others give -us -important: information -

regardmg the. music - of this tlme By the middle of the



“West. (beca,use the Tamme Court patromsed all kinds of -
talents), under ‘the - fostering care- of the Nayakgand -
.:Marath'1 Rulers "The most. outstandmg treatise - writ-
‘ten at Tanjore was the Caturdandm“akaszka of\Venkata-: |
"inakh'm + Tt was- followed up- by Tulajals Sangita- -
saramrta ‘which - ~popularised . the systepiy'of Venkata-
DR miakhin, - The Karrntm music of the{present day is in °
Sl conformity with this system in its main features. It may
170 “beremarked that surprisingly eno&g‘;h the Orissan musical -
" literature of.the 18th centuryhand Basava’s Sivatattva-
.__':"ra‘rnakara (Circ. 1715 A:Das ) representatlve of the music
of the Kannada country, Ao 1ot reveal any sign of having:
.'been mﬂuenced by Venkatamakhm s work.

: After Venkatamakhm Karnatlc “music deveioped
:rapldly .along the lines laid down by him. But there
-seems to have oeeurred a silent revolution unnoticed in any
theoretzca{ Work whzch has profoundly changed the face
... of Kagfiatic music. - This revolution has made even the
:-_'Catm}landlprakmsﬂ{d a book of the past, in spite of its
tidamental mﬂuence on the structure and theory of the
.._.current ,_ system " For instance the chapter -on
7 Prabandhas “in’ the Caturdandmrakﬁs’ikﬁ seems to be
© o clearly out of date at present In the reckoning of the -
"__--'."-'Srutls of the Svaras occurring in various rigas there i sa

'-Z_dlfference (though it is slight) between contemporarv
“ideas dnd those of Venkatamakhm Agam in the names
~of the ragas and melas the difference noted above recurs;
-'-.-_'thls is'not a serious difference and except for the fact that
‘Venkatamakhin’s names for several rigas have now been
; superseded_ by .other: well-known names, and the conse-

gravity ©.
“had: shifted ‘'t Tanjore Govmda D1ks1ta had directly . -
--"'transmltted the Lorch of mumcai lore from Vljayanagar to-
‘Tanjore. “The ' cream of ‘Katnitic . music  ~was bemg e
formed at this centre.of culture, which kept | itself open to.. -

: the mﬁuences of the North anid-even to some extent of the -~




' _' three hundred years after Venkatamaklun theart’is aot

be passed over eca.use the substance of the most-
popular of the ragas of: those umes still remauns , but. thi
bubsta:oee ‘Seems 10’ have: been’ mucn mlproved upon.;. Thi
L 18° mewtable in - thlS art Whlch is always belng modlhe
aecordmg to. taste .and gemus a.nd its progress’ ca.rmot Be
‘chained o a. pa.rtmular date; or individual. And nearly;-

exactly the ‘same’ as ‘it then Was: "'We have 1o makei
' aliowance for the 1nﬂue11ce o:E laksya Even w1th1n «he'
space of a centuly b1lahar1 is known to have changed ‘the.
use. of PDNS as'a phrase into; PDS.” There ‘ares \several
instances where by. the strength of i usage a raga has shed:
coff phrases sanctloned by text and .adopt(.d Tew phraée
popularlsed by. practlce “We ﬁnd at the begmnmg of th
19th century the melakar § "and dlar e“humber of i janya:
_ ragas being: Wldely recogmsed by na% which” do not :_'
-agree with those’ given by Venkatamak_hm "':_Songs were"_
composed in‘the 72 scales. by ’Ifyagaraja and D1k51ta, but”
they seem to. have dlffer(_d in the usé of the vividisvaras.' . . .
A complete system of derlvmo janyaragas “from the 72" AR
* scales by the different combmanons of - Sadava, “‘Audava, )
bampurna and Vak}»a groupings resultmg in ‘thousands.
of ragas seems to have been - “understood. Tyagardja o
contrlbuted 1w ragas “which’ were creations of his'genius: =
. to the stockofaccepted ragas. .~ Both he ard Diksita made -
use of No‘r ern ragas. also in. composmon “The list. of - .
L new. ragas has: been increasing: by the- co11tr1but1on of
 vafions composers down to the’ present day. S In the book S
called’ “Samglta bastra. Samkqepd.” A1l the well-Known
.- ragas. of Tyagaraja s songs ho.ve been deﬁned 111. sloka'
and-illistrated by gitas; v raga-
saficaras and of the. $risti; 351gned to the ragas fou.nd 1
thIS book dlffers sharply from that o)

-

1. For a. discussmn of th,ls problem,--see ¥.
m practlce” in the J’ourna.l of i 'e Musm Acaderny, Vi
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"4 THE RAGAS OF KARNATIC MUSIC. CfCaar -

 though it is seen to correspond on the whole to current
usage. . But it seems that a wider view. will have to be =
taken of the practical application of $rutis in ragas as is.
: shown in the chapter on “Srutis and Svaras”. o

A chlef ‘factor in the transformation that has been
'takmg place in the form of several of the ragas even
within the period of the previous generation is the
) De31ya ‘mode of rendering which commonly resori$\ to
the use of notes which impart a catchy air to a parucular
- raga but are alien to the spirit of its construction This
tendency has been strongly - criticised, by Vidvan
- K. Varadachariar Avl., Lecturer in IndLan Music, The

 University of Madras, in the Presidential Address deli- _
- vered by him at the Music Confere;’k&e held in 1932 by the
‘Madras Music Academy. In it. Te observed, “I believe
that except in Mukhiri and Bhairavi the foreign note is
‘a trespasser. While long, pi'eecriptiVe rights cannot be
'~ ignored, it is up to us torevent further intrusion, Ifa
courageous stand is nof ‘taken to prevent future encroach-
ment, the processee of attenuation and’ dxlutxon will
 “destroy’ the foxm ‘and beauty of ‘our ragas’. This
~ authoritative statement not only utters a warning against
- Deéi encroa(:hment of our rigas, but also suggests the
method, .of‘mterpi‘etmg and deﬁnmg the Laksana of the
i term ®e51

O The conclusion mentxoned above raises up the
¢ questlon whether our music is De$§i or Marga.
Ramamitya derives all the Deéi rigas from the Sa-grima,

and so do all those that came after him, Venkatamakhin -
says that the Ma-grama does not seem to exist and admits
the existence of only the Sa-grama. All the Ded ragas
are. assumed by him to. orlgmate from this grama.? I

L mrfﬁmqmrsmw ET |
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thrs is. 50, how could there he a COIIﬁlCt in makmg the'-.'.-

Deéi character of- Des1 Ragas pronounced?. Sarngadeval:' .'

haS defined “Marga mUSIC as that dlscovered (Slmha_ R

_bhupala interprets ‘Margita’ as ‘Drsta’) by the: Creator,

etc., and used by Bhar.aba and others in the presence of - o
~Siva; and Deéi as that which charms the heart of the

people in dlﬁerent countrles - The latter is plain; it means
the moulding of 4 song “in any. manner. which is sweet, -
guided by popular fancy; it is not bound by-any hard and ¢
fast rules of definition.- There is a view that Marga- '
" means Vedic music’and Desi, modern music,* - This ﬁOES :
not seem to be quite acceptable.. By - Marga: the Sama-

vedd and Vedic' music. alone is not .meanp, because o
Sarngadeva says immediately after his. de\ﬁmtmn of . -
Marga and Deéi that the Crcator evolve\d this | (meamng .

lay’) music from the Samaveda: Bhardta, who used this
music in the presencei of God, did ng¥ deal wrth Vedic but B
with secular music. In the Pra,klrnaka Adhyaya of the

-
s -

N A Y _*- A
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ﬂﬁmmmwﬁ*ﬂqm kY szet 0 S o
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- In these lines Venkatamakhm states that Margar'lgas are now ohsolete -

’ and that the current rigas are all Des1 and therefore belong to the San;l]a
grama, :
1, This'is expressed by Mr M 5. Ramasvamy “Aiyar in the
introduction 'to" his edition of the - Svaramela Kalamdhl p LXIX
and LXXIII L :
2

_ 1-_L
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.:?Sangnaratnakara, Sarngadeva says that he wﬂl deal L

cE with the Desi and Mairga laksanas of the topics there /'
. dealt ‘with;. and his subject-matter is lay music. In the

Prabandha Adhyaya Sarfigadeva makes it plainer that by

o " ‘Marga he does not refer to Vedic music. He says

~ Gandharva is marga  music. This 1is explained -by
Kallinitha to mean that its tradition is very ancient,

z " and that its origin is unknown like that of the Vedas, As

contrasted with  Gandharva, Gana, is . (Desi.

: Kallinatha says that Gandharva includes all the~melod1es
~ from Jatis to antarabhiigis. This defines i Indubitable

- language what Sarngadeva and his commentator nmder-
- stood by Malga : - R _
In the Vadyadhyaya, Sarngadeva says that the form

- of Desi ragas is chiefly determmed‘By laksya. Kallinatha
‘explaing that this rule applied to fDes1 ragas like Ragangas,

etc., but not to margaragas like the grama ‘ragas, - -

 Suddha Sadharita, etc.  In the same adhydya, the good

- flutist is defined to be proﬁcmnt in Marga and De$ ragas.
. The Pataha is said tathe of 2 kinds, mirga and deéi, Surely -
 the Vedas were notchanted to the accompamment of the

 Pataha and theﬁs\ls no mention of the flute accompanymg- -

'3'_11: either. - Jothe Ragadhyaya Kallinitha sums up a

".thorough Qxammahon of the development of Dedi music
. by saying*that Des7 rigas are not bound by rules. The
L “natu@of Deél is that its purpose is the delighting of the .

. 'mind' of the people of each country and it is elaborated

" {@artording to the will of the singer. Kallinitha quotes

- '_ _-.Anjaneya to the effect that Deéi ragas are not bound by
- rules of Sruti, Svara, Grima, ‘Jati, etc.,, and that they

-assume various forms in different countries, Kallinatha

'.'---_"'_':3":-___:'_makes the pomt a.bsolutely clear by saymg that glta, etc.

E 1. In h15 commentary Ka]lmatha ,says Co

U Moyred w1 g Raeas - $  * | gafrazaiiaT
e SragdiyaEtaie qf. s | g ATRUR T -
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 (de also Vadya and Nrtya) are deSJ 1:E they are claborated
~according to the fancy of the artlst and 1f they are bound::

- by ritles they are: Lmderstood to be marga.’+ : This explams_"
beyond any. doubt the. sense in -which the: two terms are’ to-':'

~ be understood So itis not a misnomer to: s.ay that unwar
~ ranted i 1nva510ns of ahen notes or phrases into a raga ar
-~ called Deéi pr ayogas “Tia Tagais: ‘rendered accordmg 10

- itsaccepted laksana; as shaped by the author1ty of standard
comp051ttons and texts, 1t can be called marga W1thout\
- doing violence to the term.’ The task before the artisty and -
theorists of the. present day is to.- preserve the marga::.'
characteristic of our misic, 1est 1t should be 1ost ifrecovers"
' 'ably, but this does ot preciude De51 ragas (meanmg by- e
- them alien’ meloches) from being - added 10 the. emstmg i
“stock if they are Worthy enough So Iopg as’the’ current”
N

riagas are rendered accordmg to deﬁmte rules they are.
Marga : e

In the c.hapters ‘Srutxs and Svaras and the' ‘Analys1s e

- of Ragas ‘the number of mbratxons of the ‘notes as: they
Coccut in pracﬂce are gl\e_o They can be taken to repre-": L

sent_the ost comindw forms of the usage of the: notes R

eoncerned T arpivéd at’ the’ ﬁgures by a close st"udy of:_?__: o

‘the problem witi the Felp of the sonometer; and I'am very v L0
grateful to By Paramesvaran and Professor Appa Rag 0

- for havmg kmdly prov1ded me with-the necessary fac1—_”-'_ '- :
lities . m ‘the . Physics Department of the Presidency. . =~

College Madras ~The investigation was based on'the =~

Iaksana gwen in “the” standard compos1t10ns and texts

mentmned m another chapter RERTE :
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Ci“IAPTER I1.
SRUTIS AND SvaRAS. .

The most striking quality of Indian music is the very
Iarge use of microtones and a study of how( these
intervals came to be adopted serves. to expla{n many
features which are of fundamental 1mportance to our
music. All our theorists are agreed that Brahma, the
Creator evolved music out of the Sam@eda which forms
“some of the oldest music of which thére is any record”.
This is more than a mythological conceit for it is possible
 to trace the origin of several aspects of our music to the
‘Samaveda. First, if we take ‘e musical intervals. which
by evolution have ﬂmdergqne change and development
“continuously till the pres;éﬁt day, we are able to recognise
them in the accents,ysed in the Rgveda, the Yajurveda
~and in the music Gf\the Samaveda. We find that already
during the Vedig\penod music had developed considerably
and reached (3 comparatively high level of development,
_asis made ¢vident for example in the Medhaprakarana of
the Taxttmya Brahmana by references to Siita, Sailfisa,
Vmg&ada Ganaka, Tiinavadhma, Sankhadhma, etc.
Theory had also received attention during the Vedic
~per10d and it is possible to infer that the intervals used
in the chant of the Vedas were adopted from lay-music
and that they are representative of the latter. Matanga
and -others say that the Svaras were taken éut of the
Samaveda,” Even if it is held that the Vedic music was at
the starting point of the development of lay-music a study
of the notes, used; in it is ‘not without value.

‘Udatta’ ‘Anudatta’, ‘Svar1ta and ‘Pracaya are the
‘names of the earliest notes and the Pratisakhyas assign
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'va,lues to them only with reference to the intervals of the e
- Samaveda. - According to Mr. Seshagiri Sastri there are =
" three svaras or accénts in the Vedas, namely, the Udatta, = o
. “‘acute’, the Anudatta, ‘grave’, and the Svarita, ‘toned”. He = "~

says that on the piano the Uditta is represented by C, the
two sounds of the Anudatta by B and G, and the Svarita

by C sharp (or. Suddha rsabha). According to him |

the pracaya svara as in vogue in the Taittiriya Sakha and

‘the Rgveda is identical with the Udatta.: A~ long svarital N .

in the Rgveda is split into two long sounds, the first* “of
" which is sounded as Udatta and the second @as Sv’arlta
When more than one- Anudatta precede an Udafta, all birt _
the last are then sounded lower. These _er{a\rllustrated i
by the following example :— - BRI & A

N s 5 R S n S Sx\ N .S r

"Ag ni mi — le pu ro hr ta}n yaj - flas ya
N s N s 5. R"S_S R 'S S n
de va mrt- tvi jam .— ho &+ — _ram rat na. -

"Dhi ta mam' — Rgveda N : Co
P p N S N &S R.N
Co da y'i" tri sa b1 t.x —_ mm —_ Ibld

Lo~

Mr Seshagm Sastri pomts 0111: that the system noted
above is not stidtific, that it differs between provinces
and that thc;hotes are used contrary to definition. We'
have to nx\gté that though the above rendering is in agree- -
ment Wrth the specimens given by Messrs.: Haug and
F mStrangwa,ys, it is possible to discriminate them even
mofe closely. In the above instance the three notes N, S
- and R differ by a semltone each.  But very often, if not

always; N is- separated :Erom S by 4 qrutrs and S from R - |
by 3 $rutis. : :

Makmg allowance for the passaqe of tlme since’ the'
Vedzc age, and current provmma] chfferenoes, I consider
this to be a fact of very great 1mportance 1 have verified
its truth by hearing the passages in questmn chanted by



.varlous drstlngulshed professors of the ;,Vedas TheSE"__._-_

7 two mtervals I congider-to be at the root of Vedic muszc? o

2 and the subsequent development of Indian music till the -

o present day, The other intervals are easily deduced -
. P.and S stand a fourth apart; P is separated from N by 6

$rutis nearly, to use the terminology of current theory.
. We can also assume that the so-called Svarita was diffe-

_rentiated from the Udatta by the interval of a semi-tone,

L e, 2 srutis. "'My argument for the two-, threes and.
S four $ruti intervals as the basic intervals is supported by

.. ~the’ statement of Mr. Fox- Strangways that he Heard the’

B Yajurveda recited on the notes D, E, F and also on D,E -

~and F sharp. - As regards Dr. Felber’ 'S Specimens of the
Yajurveda showing a compass of a:4th, 5th and 6th, the
. first is ordinarily met with, the second is not an exact 5th

.- but a druti less, and the thlI‘d\IS rare if not altogether

_ absent

We will see that the: mtervals noted above are clearly_
-perceptlble in the Samagana, in spite of contradictions
.- between theory. and" practice and differences between.
~recensions. It aid by Mr. Fox-Strangways that the

" scale conslsted\:f only 5 notes for a considerable time, -

_ increased subsequently to 6 by the addition of krusta and
- that .a seventh note was tentatively admitted in the

o __atlsva{ya Whatever be the truth of this order of deve-
- 'loprﬁent we must note that the Rkpratisakhya mentions

'._.“_\7 ‘$varas which occur in the Samans, their sharp and flat
8 N variations, and hoth the author of the Narada Siksz and

- 7 Sayanicirya each in his own way relate the notes of the

- Saman scale with the 7 notes of the gamut of lay-music.

- Thus it is clear that even during the Vedic period the
... correspondence between the notes of the Siman scale and

- ..-of Jay-music was perceived and theoretlcally analysed
-:___-Mr S, Sankaranarayana Ajyar, in a learned article in
" IVoL.IV of the Journal of the Music Academy, has pointed

_' ourt - t,he fundamental dlf'ﬁculty m: appra1smg the value Off




' the Sa.mm notes, mz the srutl values for the notes ha.ve
not been: hitherto- explamed by ‘any commentator: : Added g

- to th_is are inconsistencies between practlce and theory and
differences in practice owing. 1o the: existence of dxfferen s
schools. ' F¢ or . example, three readmgs _of .the: - same

' Sanmian - (kmdly rendered in; notatzon for me by Mr

_ Sankaranarayana Alyar) 'are given below '

Gr ni noha - vyada to .}a ;-
A—g G RS--sGr Gr Grs

by the ma_10r1ty 111 Ta.n_]ore and llnnevelly Dlstnct_s

This has neither. texnﬁl nor, theoretical ; sanction. :Ga
be1ng Krusta and m t1svarya, i__the only authonty on ..t

" which this 1§ b.ased is- “tradition. “Blisc e_eordmg to.
Sayana S 1nter.pretat10n “and has been advocated by the

school -fotisrded by: : Krsnasvarm Srautm of . Varahur. |
tThIS xs~c\enﬁned to; one sect and When I Ilstened to.- th1s_ e
: mode\, ‘gave me the impression’ of be]ong*mg to Hankam- R

bhqu Mela C 18" accordmg to the Narada Slksa - This"

_i$ not sung in. practme even” theoretlcally tﬁe allocatlon-_ .-
' of. srutis ‘according to the Siksa
- $rufis of Bhara‘oa and others

Annd thlS confusmn, one

- hasto agree w1th the statement rnade by R: Simon in. the' ERR

) 1ntr0duct10n to; his’ ed1t10n of the Puspasutra that to ﬂle
- singers. of the Samaveda the relatlon of the- thes___to one'---
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 observes that to suppose the tones of a scale thus built s

" in accordance with our twelve-note system would amount

to trusting in chance too much and making things easier
- than they are. Nevertheless it seems that, in the face of - -
the conflicting theories of the texts, we have to rely.-on -
- what has been retained according to tradition. If we
" remember that the Rkpriti§akhya distinguishes between
- the 3 registers of the human voice, between the grave and
acute varieties of the 7 yamas or svaras, and that the
grimas are mentioned in such an old book as the
Mahibhirata, we are enabled to evaluate the, Saman scale
with a negligible margin of error. Mr, Fox—Strangways
rightly says that the highly elaboraté.‘system of the
gramas inay be dated back heyond the time of Aristoxenus
“to the 5th century B.C. It is to, b‘e ‘noted that all’ our
musical theory is derived fxoih’ the structure of the
gramas, and that it is with reference to the Sadja grama,
whose notes from S to S are taken to represent the suddha
scale, that the other 2 gamas are defined. This suddha
scale can be said to\Be the direct off-shoot of the Saman
scale in secular misic. Taking the notes Ni, Sa and Ri
into account al}mnd which the accents of the Rg and
Yajurvedas @ fmove, and considering the necessary evolu-
tion of the»4th 5th and the octave, the $uddha scale was -
- anec §ary development. The current popular rendering
~of th‘e\Samaveda (A), supports this. If according to-
,:,the ‘Narada Siksi M G R S formed the upper Saman
’ -_tetr.achord it was the basic tetrachord of the $uddha scale.
~ The notes were arranged as S R G M and a major tone
above the last note a similar tetrachord P D N S was
placed completing an octave. This Suddha scale was
- fundamentally changed in character by lowering the 5th
by an interval which was termed a pramana $ruti. - The
" new scale or group of notes was based on the consonance
~of the Sadja and the Madhyama as compared with the
'S_a.c_lja__group of notes which was hased on the consonance.
of Sadja and paficama. The gindharagrima is men-
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- tioned in the Mahabharata, in some of the puranas, in the__ o

Paficatantra, in. Nanya Deva's Bharata Vartika,

. Nar adas ‘Sangita. Makaranda and by ‘Sarngadeva. - BuL" : _
it is not mentioned by Bharata and is called obsolete by .
Sarngadeva. . Itis identified with the Saman scale (which 7

is a downward scale) accordmg to the definition of Narada - -.

Siksi which is believed to be a late work.” It is to be. noted . - o

that the Mahabharata mentmns the -scale, which is thus

a very .old grouping - of notes " Returning to the main®

trend- of the enquiry, we have reason' to-infer thaf the
-evaluation of the intervals used in the grimas on the'basis -

of §rutis Was first made necessary and possiblel by the

subtle and"at the same time fundamental distinction

between the two- kinds of. the fifths usedsintithe Sadja and - -
the Madhyama gramas. ‘This distingtioh was measured - .
by one $ruti which clearly dlstmgms‘iqéd between a three- - -
$ruti interval and a four-$ruti mterval and which could -

be easﬂy perceived on the Vinash ThlS instrument should
“have readily demonstrated the relative - sizes of the
intervals. - After makmg_sure of the pramana $ruti which
became the unit of megsiirement, the smallest tones of the
scale namely ga amkﬁ’s’hould have been known to be equal
to two srutis, ri afid dha as bigger than either of them by a.
sruti, and sa, g and pa being double the value of ga and ni.
It may not.bépossible to indicate the exact order in ‘which
the srutx\for the 7 notes of  the scale were evaluated but -
that- such evaluation was easily achieved and with remark-
aple approach to the accuracy of just intervals is a fact.
Theé allocation of 22 érutis for the 7 notes of the Gamut
became an- established and fundamental fact in musical -
‘theory at an eatly age in Indian history. This has been
accepted by alt theorists from Bharata downwards, in all
parts of India including the. South. - It has been claimed
that the South developed its arts independently. But by
the time of the Silappadikiram (Circ. 2nd century A.D.)
Aryan and Dravadian culture had become inextricably
fused together, and the conquest of Rivana by Agastya



. _:'-'mﬂruenced by the N orth. i The references to Sathgita in"

THE RAGAS "or KARNATIL MUSIC.“

3 {vxth the a1d of mus1c, celeb1 ated in tradltlon and lltera- o
“ture, serves. to’. ‘reveal . how ‘much - the “South. iwas:

- ‘Tamil literature down o the time of Adiyarkunaliar form

A additional - evidence to ‘prove this point. The Divakara.

- ‘and Silappadikara . recognise 22 Srutis. The 22 Srutis-
o are dehned as dividing the octave equally Two notes-

are- S&mvadlsﬁ they -are separated. by 12 or.8 Srutis. -
. Taking. the two definitions into account it is possible.to
' arrive af the value of the notes defined in terms\of the.

L “ratis. - But in the various attempts which have, heert made 3

1o mterpre ¢ the notes, the method of dividing: the vibrating

© string in’ different “ways and measur m\g the resulting
-~ vibrations has been differeatly applied:dnd very conflicting
ratios 'have'been ‘given for the intexvdls of the notes of
: Hmdu music.* - Mr. P. R Bha.nciarkar is of the opinion
- that quite probably the expressmn of Hindu scale in terms
. of 22 érutis is only .an apprommatlon and supports this.
*_position ably in the coutse'df a series of closely reasoned

o articles i the ‘Ind1an Anthuary for 1912. - Comparing .

~‘the vahies of 2 majér tone of 4 $rutis, a minor third of
5 drutis, a just 4@:&:& 9 $rutis, and a just 5th of 13 $rutis
“with the value§'given by the cycle of 22 $rutis, he comes

- to the conclxsidn that this system is capable of introducing
- an errorgf as many as 21 cents, or nearly a comma in-
'--'-.'_-f-'-expres\mo the minor third. The error of the other.
o '_fmtemals iis negligible.” He points out the. inherent

-f;_’maT)ihty of all systems to express accurately the so-called
o natural scale unless the .octave is subdivided into a very
e Iarge number of degrees. To express the value of - the
: -Suddha scale he considers the capacity of cycles of 22,29, . '

| 32, 34,-41, 46 and 53, degrees and concludes that though
- the cycle of 53 can express it with remarkable accuracy,
" the “cycle;. of 22 is the smallest that can be used for

e_x_pressmg the | crwen scale. -The -cycle of 24 $rutis is

"1, ‘Vide. Abraham Pa"n(htars' Karumamrtha

_ S for  brief
dlccusmons of sevelal methods of -this kind, . ag.al.'a.__". t_;_r.._br::el




' - note that Ior purposes of harrnony the extent of a’perfe

-~ Iejected because i
_ mterval were ‘the

e as 4 3[4 _tone, whlch 1t is not 10 3-

_ Many. attemp_s. :
in hlstmy 10. dlscover a perfect scale It is. 1nterest1ng £

.

- scale is fixed at 72 fones to the octave which can’ be reduced
© t0.48 or 45 tones Thon’_is'o_n '3 :-'enhar_r'nontc "organ' “has
- 40 tones to the octave and: Poole’s organ: 50 tones. It has\

also been thought poss:ble to reduce all muisic to 27 01\24-

~ ‘tones to'the octave.” . The p0551b1hty of d1v1d1ng thé petave’

into as many 1nte1vais as are requlred eithet™ for the

‘requirements of harmony or ‘melody becomes @vident and

- seems. Just1ﬁed when: we- note the: followmg siatement""

“As organs, harpsmhords and pxanoﬂartes with-14," 16

17, 19,21, 22 and 24, tones to the octave have been. actually

constructed and used the’ COHdlthﬂ of havmg 12 tones and

1o more does not seem to:he:. mewtab]e G arlous cycIes R
of tones have been proposeci with the' aim of. expressmg

~all poss1b]e tones by a limited: number of 1ntervals It has

' been said: that the condltlon of: formmg 8. cycle is ‘not”

_properly” speaklng\\harmomc or. melod1c, ‘but that it is
arithmetic. - “The’ followmg are”some famous cycles

* Cycles of 118 93, 81,77:74; 69 67 65, 57, 55 50, 53 45

43, 31, 26 79, and ‘12 degiees. " To' return to the srutl

- system Mr M. Bosanquet after elaborately ana]ySmg 1t_\._

arrlves at thé following: conclusmn 2 “THe system of 22::70

possesses remarkable properttes It has ‘Both' 5ths and

3rds cons1derably better that any other cychcal system“:

-havmg so low a. number of notes. The only ob]ectlon ag

~ far as the concords go to its. pract1ca1 employment for our -
~ own purposes lies-in the Sths. - These lie' ]rust beyond the "

Timit of ‘what ig toler.able in the case of instruments wath
_contmuous tones For the purposes of the Hlndoos whe“ '
no stress. is- Ia1d on harmony the. system is’ already SC
perfect that rmprovement -could hardIy be: expected”
s mterestmg to see. how the’ octave has been- drvrded t
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~ various times and by different theorists into different.cycles.
“The following fAigures of degrees give an idea of some |
prominent cycles:—30103, 3010, 301, 118, 93, 81, 77, 74,
69, 67, 65, 57, 55, 53, 50, 45, 43, 31,26, 19 and 12.

- In trying to ‘evaluate the $rutis and svaras as they
developed from early times to the present day we have to
remember that the concept of ratios of musical intervals.
as established according to modern physics was not&hown

~in all its details to the ancients whose attempts, {6 express
the microtonal intervals were only approximfiate, as has
been established beyond doubt by reseaxch,” but which
succeeded marvellously in giving as agCtrate an idea of
them as possible with the meansisat their command.
Various attempts have been magg to give the value of
Vedic svaras but though it is tzuéthat our notes took their
rise from Vedic chant their §riihi"values were not explained
clearly in the Siksds as has®been observed already. Hence
the different values whiﬂ‘i have been assigned to Vedic
svaras cannot be acqu’c'e’ci as final. But it is possible to see
in the chant of the\Simaveda that the melody centres
round G (flat} R (three érutis) S, N (flat), and D
(sharp) in 'ghg:majority of the Samans, and M is added as
krusta at the'upper end and P as atisvirya at the lower
ext_remjty\where there are 7 notes in the Saman. But the
 interyals’ seemed to have been intoned with considerable
freedom, the notes partaking very much the naturé of
(thése of the Suddha scale of lay-music, and krusta and
atisvarya especially treated freely within limits set by the
melody. . The Jatter two might not have conformed to
- their corresponding notes in the secular $uddha scale but
that the Suddha scale was a rearrangement of the Siman
notes is an acceptable proposition.- When the grammar
- of music was being written we find the theory fairly well
- developed. = The Rkpratisskhya mentions the three
-Octaves, each 'containing seven notes, and distinguishes
| .bf:twegn-o_ne group of notes without infervening intervals-
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{ probably the suddha scale Whlch was bemg formed) and
‘another group of yamas distinct from these notes... These .~ <
yainas are grouped as soft’ and sharp (whlch can be taken‘

as referring to v1l<rta notes)

" The. problem of 1dent1fy1ng the &rutis is bound up '_
with the music of the grima system which was in vogue'_'_--.'_'- ':

till the time -of Sarngadeva’ after” whom only the _

Sadjagrima survived. Bharata describes'the ciadjagram\a -

and Madhyamagrama and the experiment.of the Dhriwa
and Cala Vipds. - Bharata is very short in his’ treatment '
of the subject and does not mention many deta;ls rega.rdmg
the $rutis like the description of their names sfamilies, .

castes, etc. ‘He does not define the grama, bm.t he describes. -

the constitution of the Sa. and Ma gmmas ‘but he and . -

other writers who deal with the gmm% are agreed about . -

the fundamental ‘aspects of the sys¥m though here and :
there they might have dlfferec[ wit;h regard to petty detatls: _

like the names of - the smhs etc. So' ‘the Safgita
Ratnikara’s- definition cam) be taken as. representative of
the theory of the gramg: and of rutis as comprehended in
it. The Ratnikara yery clearly shows the assignment of
§rutis on the exper‘hhental Vina'. Sais fixed on the fourth

string, Ri on theé\Zth, Ga on the 9th, Ma on the 13th, Paon

the 15th, Dhay6n the 20th, and Ni on the.22nd. This
gives the, val\ues of the Suddha scale indubitably and this
clearly ghiows the mlstake committed by a host of writers h
mcIu\dmg Sir Wm. Jones, Ousley, Paterson Stafford,
Wiltard, French, Carl Engel, S. M. Tagore, Grosset Day,
eté., when they deﬁned S to R as four $rutis, Rto G as
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-three §rutis and soon. Mr. Fox-Strangways also accepts
this wrong allocation of the érutis in the face of the texts .
and practice and ‘is therefore led into a series of errors,
The Vikrta notes recognised by Sarfigadeva are Acyuta -
Sa (the fourth éruti), Vikrta Ri (seventh}, Sadharana Ga
~(tenth), Antara Ga (eleventh), Cyuta Ma (eleventh) h
‘Acyuta Ma (thirteenth), Vikrta or Kaidika Pa
(sixteenth), Vikrta Dha (twentieth), Kaidika Ni (first),
Kilali Ni (second) and Cyuta Sa (third). We fird' that.
almost all the Indian authors accept 22 éruti®for the
. octave, and Nirada differs only in naming(thiem.  He
defines the Gandhira grama in addition(to, the 2 other
gramas. The value of the uddha scaleis accepted as the
same by all. . Inthe Aumipata the¥ treatment of the
subject is singular. Though the/Z“varas and 22 érutis
_are mentioned the infinite natu?e of the possibility of
musical intervals becomes the Reynote of the treatment of
‘the work which enumeratés systems with astoundmg
numbers of svaras, srutxs andl so forth. =

In the definition of svara and éruti mich i mgemouq -
discussion is used The svara is defined as the smooth
~ charming, and \:»ntmuous sound, originating after-the
© $rutis, which” pleases the listener by its own virtue}

Simhabhupala comments on this verse elaborately. He
L pomtwﬁt that some are inclined to think that there is no

: dlﬁeréme between the svara and the gruti, since both of

;_,them are heard by the ear. He quotes the different kinds

Sof relanonslnp between the iruti and svara as pro-
- “pounded by various authors, e. g., he says that some think
-._that the notes are reflected in the §rutis as the face is'in -

the mirror; others that svaras are made of érutis as the

© jar is of clay; some others think that svaras are got by the -

) -transformatlon of $rutis as curd from milk and 50 fol‘th
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'__1ones, the 1otes - assurne those whlch are’ reqmred

) lhe essence- of these 1ews seems. 16 be that among mlcr -
- this condmon they are; recogmsed as the’ distinet- notes of
a scale. - The svara is defined by Matanga as. that wh1ch'
shines: by itself. : The" names. of  the. notes have been'_
. explained by dlﬂerent wr1ters “old and’ modern 80-as to
give them meaning. and 0 Justlfy their nomenclature cand.
- most-of these attempts seem far fetched Kalhnatha also:
writes an elaborate commentary on the: questlon of Srutis
- and svaras.. Accorchng “to him’ the $rutis- are so° ca}Lecl:
 because they are audiblé. |, He says that in his- v1ew Sriefis:
are of one kmd because they iorm & natiiral phenomenon .
' (the mamfestatmn of whlch is- descrlbed by Aini in: his
own way). - This is'an mtelhgem view. Kallmatha then-
gives the oplnlons of different: schools as iollows =—Some’
think that srutis are of two kinds acco:(dmg to’ ‘$uddha’ dnd -
vikitagrutis.: , Visvavasu is ‘of. thighopinion. ';Others hold'_:__—_
that they are. of 3 kmds because they occur inthe:3.octayes _
-or according, to “the 3 gunas, or of 4 kmds accordmv to-_.'._ S
vata, pitta, etc:: (Tumburu is- quoted to support this.) - ‘
Vena and other Rsis: b&eve that $rutis “are.'of - 9 kmds LR
vig., Dv1srut1 Tr1xo:t1 and : Catussrutl Whach ‘occur in .
_svaras. Kohala is 1oted as: sa3 mg that some;; thmk that' ol
Tthere are’22: S, - accordmg to others:.'thel_e are 66
and others: Lhmk that they afe. mnumerable. ‘.\._-."'Regardmg ERN
the nature\of the | orlgm ‘of the svaras from the: Srutis, five. -
 differegt }uews are, gwen by Kallmatha, who condemns
all except ‘the parinania view and abhlvyakn view smce SO
they/: are '1ccepted by Matanga ':'and others =
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o . ‘If we enquire about the notes that were used in the
" music of the jatis, we find that every Sruti except the Sth, .
GOth, 8th, 14th, 15th, 18th, 19th and Z21st was used: - (This -
reckoning omits the consideration of the gindhara grima
since it was only theoretical). Inquiring into the sizes of
the intervals used, we find the following were commonly
'emp_loyedv:m- SENEETR RN
© Catu$éruti (Kakali Ni, Vikrta Da, Kaidika\ Pa,
Antara Ga and - Vikrta Ri), Trisruti (Kaidika Ni,
Tri$ruti Pa, Sadharana Ga), and Dvisruti ¢Acyuta Ma,
Cyuta Ma, Acyuta and Cyuta Sa). The $uddha examples
for the 3 intervals are well-known. Ir thé mirchanas we
find these " three intervals occufring in different
combinations. B 3
Before leaving behind théyage of grima music, we

" should inquire whether it has’left any impression on the

music of the present dayi> We find that every writer

- down to the present day makes some reference to the -

gramas and in Sasgita literature it is accepted univer-
sally that the $uddha scale is the contribution of the sa-
 grama startingbh sadja as it does. The old writers down -
. to Sarﬁgaglf\:xia’ make the discussion of $ruti, svara,
- tdna, miselana, jati, etc., in fact that entire structure of
me'lod\{;‘known to. them centre round the grimas. -Mr.
‘FoxStrangways says that the Sa-grima is the western
_méjor with the sharpened sixth. In this he is clearly
\Jyrong because the Srutis are definitely assigned different
number\s in the scale of the 22 $rutis and he is again .wrong"
- in calling the Ma-grama as being equal to the major (C),
- whereas it is really akin to Harikdmbhoji mela if it is
~ taken as starting from Ma. IHis definition of the
- Géndhara griama also is not acceptable because he derives.
~ it in two ways (one from the Sa-grima and another from
- Ma-grima in reckoning both of which he differs from

e .tr:adition-and text as has been observed). According to
o ‘him the three gramas differ in their fourths, namely, the
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: fdurth of the gandharagrama is'Ma tivra and the fourth_ :
' '_Qf the madhyemaordma.twratara while that of Sa-grama.
is $uddha. . The Ga-grama derived from the madhyama- -
grima has a perfect. fourth but this is admltted by, Mr: -

Fox- Stra.ngways £0. be a mode of Sa-grama and not a

. dlStlIlCt grama L

_ Kalhnatha s commentary throws hght ol ma.ny pro-
blems concerning grama music. . -He asks. why two notes, &\ -
namely, Sa and- Ma should be assoc1ated with gramas
in the world -and Why not the others. | He" answers- fliae o
it is so because of the authonty of - the Rsis (that is ..
tradmon) and’ also because of the employment of 2’ kinds

- of svaras, wiz., the $uddha and the vikrta.: (He. explams o

. by saymg that the $udda notes are found\ln the Sa- -grama - s
and the vikrta_notes .in the Ma—g@rﬁa “This is ad .-
intelligent. analy51s makmg it plam that since all Lhe notes- -
$uddha and vikrta were obtalned in the two gramas there

was no need for the formulat;lon of other gramas The B

- Ga- grama - was takeri on<ll' hands to. bé obsolete.
_I&alhnatha further stat < that Sadja being a promment-
note, is used to form;z

gfama and also becaruse in thlS scale e

- consonant (samvada\ntervals abound Ma'is 1mp0rtant o

because it is neyelr;omitted in the tanas, and Ga is born in -

their race andsse’ shmes in heaven ‘But another answer =

s possxble{()} this questzon which 1r1c1dentally also points

- out- the .efrbr into which some modern writers ‘have been -

- led when they make scales out of the saptakas starting -
-:Erom each note of the Sa-grima and arrive at seven diffe- .

- rent grimas as they call them.. For instance, . Mr:

B. Svarup in h1s Theory of Ind1an Mus1c says that out

of the different” gramas eX(‘-ePt ‘the “three well-known

gramas, N1—grama was almost like the Ga-grama, Ri and =

Dha-grimas were similar except for the position of Ma -

and Ni, and Pa- grama resembled almost the Sa-grima. "
A similar account is given by some South-Indian writers’
-also. . But th1s explana‘uon 1gn01es a vﬂ:al aspect of the
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problem. It must be understood that a grima means the
construction of a scale or group of notes with a definite
and distinct allocation of $ruti intervals.: (The notes ¢
a grama cover a full octave). The Sa, Ma and Ga-gramas
are constituted into distinct scales or groups of notes with
Srutis allocated, we might say, arbitrarily, if they were not
based on tradition, in definite and clearly distinguisheq
sequence. But to constitute the miirchanis of the
Sa-grama into gramas is a travesty of the term}_{réma,
as understood in classical theory and would sURply amount
to the creation of scales which are derited one from
another and which would never yield the“well-known Ma
and Ga-gramas. The so-called gramas formed out of
the miirchanis of the Sa-grama have to be distinguished
irom the three well-known gramas which represent three
distinct genera and three origihdl modes of tuning.

Mr. Fox-Strangways.says: “The theory of grama
has remained barren. Jt'is true that the system of the
Karnatic music is arrdiiged in accordance with it and that
the musicians of H\i}ldustan hold it as a pious belief”. He
goes on to saydthat the musical science of the South is
over-claborated ‘and that the North has followed 2 diffe-
rent systegl®f classification. We must inquire about the
truth ofrtlrése remarks and see if the music of the gramas
has mit\’hlade any real contribution to our system. We
know-that the $uddha scale of those times is still accepted
A5 our $uddHa scale. Secondly the two-, three- and
) four.-s'r-uti_ intervals of the gramas form important
features of our present system. And the classification of
melodies, even after Sarfigadeva, in many places has been
according to grima, jati, mirchan3, etc.! Mr. Fox-

1. Fo give only a few examples, Ahobala, Basava, the authors of the
 Bangita Nariyana and the Safiglta Sarani and Tulaja refer to the jati or
cmirchand of the rigas treated by them. The number of such refersnces
varies according to the writer, It is interesting to note that Veinkatamakhin
describes Bhiip3la as being reckoned among Ragangarigas by Sirngadeva
and Kémbhoji asbeing classed under Kriyatgas by Bharata and others.
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Strangways is rlght ‘when he. states: ‘“Bharata’s is. the -
North Indian theory of grima; though, as we have seen, . ..
it touches the South Indian theory also in ‘one point, #iz., -
the division of the Raga into two classes, those which have
the fourth and the tritone respectwely for basic inter-
vals”. "But though the classification of modern Karnatic
scales has heen thus influenced by the gramas it is not
guite  in the same manner &s Mr. Fox-Strangways
conceives it; It is not by the divergence of the fourth(\
but of the fifth that the grimas have established, he
distinction between the two main grotips of otr mgas
And it is the Vikrtapaficama of the Madhyama- gra.ma that -
slowly evolved into the modern Pratlmadhyama as we
may gather from the eviderce in the works)on Karnatic
music written after the time of Sarngadeva and this fiote
i responsible for the fundamental waswn of. modem'
Karnatic scales mto two dlstmct groups '

The Gandhiragrima cang be brelﬂy d1sposed of. A.
great deal of confusion envelopes this grama since it is
not mentioned in some of “the most important among the’
oldest musical works, \Nanyadeva ‘mentions this grima
and describes varm\ﬁs ragas under it. Narada defines
it asalso Sarngadeva, but they refer to it as a scale
prevalent in hedven (i.e., obsolete).. Ahobala after some
centuries deﬁnes both- thls and the Ma-grima in a way
which d&s not agree with the old deﬁmtlons and which
ha.d . \nu.._reference to p_r_actlce 1 Tt is not clear with

S
N

L pftcegags s @ @@y o 5
MFARETH AT A ) | "
< AR e vessi RefeEm: 0 _
: . . - o - —Bangita Parijata
e ¥ m‘fﬂsm TARTAHT: |- ' '

qa aky arfges mdEit @ LB LE u
__'Wlﬂamﬁﬁaamﬁﬁa“r i L .
o g gRAESn gEmEEa g . =lbid

CI. the definitions of the 2 gramas m the Sangita Ra.tnakara. S



28 THE RAGAS OF KARNATIC MUSIC. . [Cras..
. reference to which grama the Ga-griama was derived. In
the absence of specific directions, it is not improper to
assume that the suddha scale of the Sa-grima might have :
- been taken as the norm. But the scale has been inter-
preted by recent writers in different ways. For instance
Mr. Fox-Strangways derives two varieties of the Ga-grima
from the Sa-grama and the Ma-grama. (He associates
the Saman scale with the latter derivative). Mr, M, S
Ramaswami Aiyar in the introduction to his ediffen of
the Ragavibodha, besides quoting the variety-of the
Ga-grama derived from Sa-grama by I‘ox—Strangways,
gives two derivations according to the cth€oretical “and
practical variations, as he calls thern,\of the Ma-grama
Without entering into the question Of the validity of these
inferences, we easily see the unce@:amty prevailing about
the ~exact nature of the  GaNdhiragrama, which is
confounded by the definition( of this grima by such a
recent authority as Ahabala So any inference based
“upon the unidentified Gandharagrama cannot be regarded
asvalid. Hence, the Statement of Mr. Ramaswami Aiyar
in the same mtrodu‘stlon that the two gramas of Ga and Ma
are living entltie;s sung in South India needs analysis. His,
argument is that though the two gramas must be deemed
- to have bedsl"still- born, notwithstanding the elaborate way
in whigh \hey were verbally dealt with, yet they are sung
- evety %—day by the Saman chanters. T have to differ from
higtpremises and conclusions. His view that the prlmal
‘Sﬂmjka was GRS is doubtful because in Vedic music
Mt ds the intervals that count and not the Svaras, accord-
ing to the leading authorities on the “subject, and so to
name the Svara progression of the Samika is not correct.
Secondly, to say that the vocal scale of the Samagana
proceeded in descent from the Gandhara of the upper
- register is also not correct, Because, even Nirada who
says the Prathama Svara of the Simaveda began on Ga
- does not give the order of the Siman scale of 5 Svaras as
G R, S__N D, as Mr. Aiyar does. In fact, Narada's
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‘order of the progressxon isa stumblmg~bloek Then there S
is the rival school of Sayana® and also conflicting- tradition

and practice which: fhake: the equatmn -of the- Saman and
Gandharva Svaras’ well- 111gh impossible. - Added to- thlS
is the lack of any tan0*1b1e mention of the Sruti values of
the notes of the Samans, Al ‘these conditions stand. i in -
the way of any gererallsation regdrdmg the Saman scale..

So the statement of Mr. Aiyar that ‘cach of ‘the 3-Svara '.
scale and 5-Svara scale began with Ga. and- that both thall™

scales or perhaps the latter . saale got . the- nameg of"
Gandhara-grama, (which, as'we saw, is VE],I'IOU.Sly deﬁned)
is based upon two uncertainties.. But Mr. Aiyag, pi‘()ceed%

to state that when Ma and Pa were added to this Peﬂtatomc Lo

o

scale to  form the ~heptatonic one, iz, MG, R, S, N,
D, P, and since this began with Ma, it natuﬁ*ally was named
the Madhyama grama. He seerns o base ‘this’ mference
on pure con}ecture He is- not only going agamst text
and tradition, Wh1ch denve the gramas and dIStlngulsh

between them in an entlrely “different manner, but is”

contradicting himself, £ the 3- Svara scale or' 5-Svara
scale later got the narhe of Gandhara—vrama it must -
have been in. the\\form of a saptaka to he called -
a graima. The! “hucleus  might have con51sted of
5 Svaras but¢ \fhe developed ‘Ga-grama ‘scale must
have been, a\nd was a-- heptatomc scale Accorqu
to Mr. A1ﬁr this heptatonic scale was of the form M, G,
R, S, Ni'D, P, (which is fot quite right). This scale .

aceoi‘dmg to h1m was’ called the Madhyama grama _' -
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because it started with Ma. But obviously the same scale -
cannot be called by 2 different names like the Ga-grama
and Ma-grama which mean two entirely different scales.
Ga-grama is well-known as a peg for ancient and modern
theorists to hang their own theories upon, because it was
and is an obsolete scale for centuries. Narada and others
who wrote on the music of the Samaveda can be trusted
to have compared their theme with the theory of lay music
and it is not wrong to assume that they would net have
failed to mention the parallelism between the Saniah scale
and the Gandhara-grama if they found anyi, " “We can
also rightly assume that when an author. speaks about a
problem without any qualification he is, referring to its
‘aspect which is well-known. So.téking Narada Siksa
alone we may infer that Narada shay be referring fo the
Svaras of the Suddha scale of ’t\hé Sadja-grama. Butto
believe that he is speaking >about the Gandhara-grama
Svaras is to trust conjecturé too much. Hence the conclu-
“sions of Mr. Aiyar thatthe Ga-grama was the earliest and
the Ma-grima (according to his conception) the second
to appear in music{ that with the growth of secular music
and the Sa-grama-the other 2 gramas (according to him)
along with the SZmagana were driven into the temples,
and that while the Sa-grama flourishes, the other 2 have
perishedpare not acceptable. It must be understood that
 the h@dhyamavgréma described by Bharata and others
hag\nothing to do with the Simagana, and that it lived
~along with the Sa-grama till the epoch of grima music.
\After this period, the Vikrtapaficama of the Ma-grima
became identified with the Tivra variety of the
Madhyama (as all Karnatic theorists after $arngadeva
point out). So the Ma-grama lives now in a modified
form and is responsible for the wonderful system of
classification that Karnatic music possesses to-day. Also
the Ma-grama had its own contribution to make as regards
intervals as we have seen, In the light of what Has been
said above, it seems best to leave alone the Ga-grama as
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amode of tuning which was once prevalent; but which was
- abandoned subsequently owing to its complex intervals,
and poverty of Samvadls 1ns1:ead of equating it with the
Saman scale. =

Before dealing with the Karnatic Wl‘ite_fs after
Sarngadeva it must be noted-that the Sangita literature

in Tamil exerted a most profound influence in shaping
Karnatic music as it is known now. The Sﬂappadik&ram

in the light of available Tamil works, occupies in Tapil,
Sangita literature the same plat.e as the bSangita Ratna~
kara does in Sanskrit literature. In respect ‘Of the
number of $rutis (which are taken to be 22) andthe con-
sonance of the fourth and fifth, there is remagkable simi-
Iarity between the Sllappadlkaram and the Sanskrit works.

But what seems to be an original contribution; the out-
standing importance and influence of\which is felt to-day
as fundamental, is the Tamil divisien of the octave which

is conceived as a cycle divided.into 12 equal units.* The™

- Sth' unit from the starting po’ié’ is given as the consonance .
of the fourth and the 7th a®¢that of the fifth: In the cycle of
the Vattappalai, alakLQ’\ér’s’rutis are allocated in the follow-
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ing manner :—S—4, R=4, G=3, M=2, P=+4,D==3, N=
Mr. Abraham Panditar, who has analysed the
Tamil system of music very elaborately in his Karunamrta
Sigara, is inclined to read these Srutis as S to R=4, R to
G=4, etc. According to this allocation of the Srutis, the
units or radis (the name for the subdivisions) are not equal
to one another in the number of $rutis or alakus contained,
Mr. Panditar points out that, since 12 intervening $rutis
indicate the consonance of the fifth, the pairs R anQ D and
-G and N are not consonant because they are separated by
10 and 11 $rutis respectively. (These 2 exceptions to this
consonance occur in the theory of the.Sanskrit works
to0).* Hence Mr. Panditar attempts; to rectify them by
-adding one $ruti each to D and G, making the total number
of srutis into 24. He states thathis belief is that males
sang to 24 Srutis, and females A6 22 $rutis, by reducing
one $ruti each from 2 Sarhvddis within the octave. In the
‘assignment of 24 $rutis tq’tﬁe octave, there is nothing to
?support Mr. Panditar eXCept his plea for the consonance
of the 2 intervals neted above. But he himself says that
though the octavg"was divided into 24 $rutis, the Tamils
employed 22 é{ﬁms in the octave. Also we have to re-
member that it may be generally true that the small dis-
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crepancies in consondnce were made good in practical

singing.  The V'at’g'a'ppélai is said by Mr. P_aliditar to have .

employed the 22 srutis, whereas the Ayappalai consisted of

. 24 $rutis, both as noted above. His.argument against the -

22 $érutis is that, besides the incorrect fifths noted above,
the Suddha Madhyama and the Paficama of the system
deviate from perfect intervals by & and 7 cents respectively.
But we have to see that. the ancients had no means of

checking these very minute deviations, and besides, they(™ ;

could not achieve such subtle errors even if they wanted
to, because they would have naturally been guided by their
- ears for perfect intervals. The caloulation of thé;. errors
obtained by trying to cover the éruti intervals ¢fan octave
-by rotating fifths or fourths among congebuitive octaves

is a mathematical myth, fof these experimerits could never

have been carried out in the days ofihe Silappadikaram
or even the Sangita Ratnakara. - Ag\Herschal says: “Any-
one who should keep on’ ascending by perfect fifths and

descending by octaves or thirds, wotild soon ﬁndhis funda-*-
~ mental pitch grow sharper and sharper till he could at last-

neither sing nor play; and\two violin players accompanying
each other and arriving at the same note by different
intervals, would find a continual want of agreement.” "Mr..
Panditar says fchﬁit"the Trikonappalai and the Caturappilai
may mean thé;Subdivisi-on of the 24 $rutis into 48 and 96
Srutis respeetively. An equal division of the octave is arti-
ficial a;n’d not necessary for correct or natural singing. But
B Whepjiﬂr. Panditar proceeds to identify the Tamil gramas
of‘uotes with the equally tempered scale of modern Europe,
he goes farther from truth, and it is not possible to agree.

with him. His conclusion seems to be wrong even if itis
maintained that the minute $ruti intervals may be repre-

sented by the division of the octave into 48 and 96 equal

divisions. The fallacy of his conclusions is Tooted in the

fact that he thinks that the 22 §ruti-system was incorrect

in expressing the scale (whereas it was only"an approxi-

mation and a correct one; as Mr. P, R. Bhandarkar points
p _ ,
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out), and that it must be a system of 24 érutis equally divi.
ding the octave. :As against the voluminous details of his
‘arguments, it must be remembered that a correct fifth and
fourth are rightly got in any musical system which has
any pretensions to development, whatever be the number
of units into which the octave is divided under that system.
Even otherwise the érutis occurring in rigas (according
to the different’ palais); which he -gives are not quite
correct, because the érutis as they occur in practical music
during singing cannot be represented by a singlefigure.
This dictum applies_to all such figures which have been
given by different contemporary writers. "
In this.connection it is interesting o' note some views
“regarding the real nature of §rutis)as they occur in song
and as they are calculated on papen” The Rev. Mr, Popley
- very truly observes: “A song or piece played onan
instrument is a live thing afd does not submit to mathe-

- . ¥ matical préecision. --THerel'i;s', it is true, only one form for

each scale, and every.sifiger and musician tries to get it -
right, though no one invariably manages to do so. The

- very fact of puthifig passion (Rasa) into music means

~ that a particula¥r note will be taken rather sharper at one

. . time than apdther. The law is there of course to be obeyed

-as perfectly as possible. In South India the use of the
.te_rm‘-giiu_ti for such a possible sharpening or flattening of
partictlar notes recognises the truth of this variability.
Masic after all is an art and not a mere mechanism.”
“Criticising’ Mr. Panditar’s adoption of the equal tempera-
ment, Mr. Clements says in his “Ragas of Tanjore™,
“Where Abraham Panditar and others like him show a lack

. of imagination is that they do not attempt to realise the

- conditions regarding scientific knowledge under which the

. old Pandits lived:: Scjence, needless to say, has not gone

. backwards diring the Christian Era; and caprice or arti-

o - ficiality, ‘such as.any kind of equal temperament must be

-+ the e;:c.ceptioﬁ;_--it cannot he the rule.” Elsewhere he puts
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the case even more strongly thus:—“Mr. A. Pandltar WA
rejects all the anc1ent theories of the Safigita Ratnikara S
and Bharata’s Na.tyabastia and - puts his~ faith to equal- = '_
temperament. It seems to us-that he-does not understand .. -
the raison d'etre of temperament and its justification.

Temperament is necessitated by a system-of transposition

scales and is intended . as the nearest possible. dpproxi-
mation to just concord.. It is Jusuﬁed by harmony in.the ;-
modern sense and by that alone. - Indian music has. no\y

transposition scales and ther efore ha,s not the same need

for an equal division of the octave. Itismctan harmome .
system. No Indian musician ever dreamt of fibing Sa @ .
and Pa by a tempered fifth or smgmg other eonsonant -

intervals purposely a little out.of tune.” - <Fhe conclusmr-_' i
of Mr, Clements that the Indian. systern\\’evels in.a vast ©
number of scales feunded on natural 1ﬁtelvals is perfectly L

legitimate.

We find the Sllappadzkaram g1v1ng 3 kmds ofE
intervals, namely, the d\nenuﬂ trisrati - and catussrutt_- :
intervals.) Calculating the Ni of the Tamil éiiddha-scale
from Ma it is Komal‘a\id thcn the snddha - meh w111 be '

Harikambhoji: But\\berhaps assiiming ‘that in the cycle

of 12 units the $stitls are capable of bemg 1nterpreted as ;.
preceding or &ticceeding the svaras, Mr. Panchtar takes .
Sankaribharana as the. Tamll suddha scaIe The Tamil
division© the octave into 12" radis is quite. ongmal and ..
cpoch\ making . The present svara system of Kamahc"
mi18i¢ is based on this d1v151on and the melakarta system

has been fortnulated roughly on the bas1s of this division.

After S‘Lrnqadeva we find” thmt the old order: had
changed, giving place to a new one; The.most outstandmnf T

aspect of this ehancre Was the ﬁxzty g‘lven to Sa and espe

1. Descr]blng the Palalyal Adlyarkunalhr says :—
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cially Pa which directly resulted in the disappearance of the
Madhyama-grama from usage. Kallindtha makes some
important observations concerning changes that had
occurred in practice in the course of his commentary on
Deéiragas in theRagadhyaya.® He says that ragas origi-
nating in the Madhyama-grama like Madhyamadi, Todi,
etc., had ceased to start on the note Ma but started instead
on the Madhya-sadja. According to him, this was one of
the differences that had taken place between theory and
practice. The next line is very important. Its pagport is
that the Saranis of notes dependant on the gra‘na svara
and® situated above it are absent and fkm‘ though the
Trisruti Paficama which marks the di ﬁ’e(eszce between the
gramas is used, all ragas asswme the game form, (ie. do
not veveal the difference between thegramas). Thisisa
very important statement fromi'the pen of  the most
important among the commentators of Sarngadeva. This
reveals what a fundamentalichange was happening in the
practice and theory of Indlan music at that time, His
next statement is ne Tess important; it is that in the
Kriyanga-raga, Ra;rfzaknya, the note Madhyama assumes
two §rutis of thé note Paficama. This is again a new
thing in histg\njjr; Hitherto Paficama has been lowered a

Y7 >
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$ruti and that perhaps did service for the tritone, but the
madhyama is now openly assuming the role of a sharp
fourth ' as against the - $uddha-paficama. In Natta,
Dévakri, -etc., - Ri and Dha take two érutis each from
~ Antara and Kakali and become paficadruti Ri and Dha
respectively. - These again are new intervals. ~In Sririga

Ga and Ni are made trigrutis.. He remarks that the = _

Catuééruti Ri and Dha are sanctioned by text. Putting
all this together we find a. complete revolution in theofy®

N

and practice. R o R A -

This 1ev01ut10t1 becomes prgnounced in the‘ Svara- N
melakalanidhi of Ramamitya. Some of the olri Zputis had

become obsolete in use, and so he says Acyuta Sa, Acyuta o

Ma, Vikrta Ri, Vikrta Dha, and Vikrta Pa Are not distinet
from Suddha Sa, Suddha Ma,Suddha, R’n, @uddha Dha and -
Vikrta Pa respectively. These are\ one and the same
intervals in practice. ‘His reoordmg of the svara names of
his time is important. Cyutal Sa (3rd Sruti) is called by
him Cyuta Sadja Ni; Cyuta: tnadhyama is Cyuta madhyama

gandhara Cyuta Paficama is Cyuta Paficama madhyama. '
The Rsabha which(is identical with Suddha Ga 'is

Paficadruti Ri; the\\R1 identical with Sadharana Gais
. Satsruti. Slmllarly Dhais Paficasruti and Satéruti. -
' The new. names of svaras indicate the use to which they
are now pdt” One striking characteristic is that each note
is now, ~sbught to be sharpened to its utmost possibility.
Satsrutl R and D are significant as paving the way for the
prastara of the future melakartds. Cyuta Paficama Ma

had by this time definitely driven the Vikrta Paficama off
the field. The Madhyama grama becomes a Tossil of the
past. - _ . SRR

' Laksmi Niriyana in his- Qaﬁgita Sﬁryodaya ’s‘if‘nply .
" follows the Sangita Ratnikara. In the Rigavibodha
we find more vikrtas introduced. ‘Somanitha accepts the -
7 vikrtas of Rimamatya, though the Cyuta sadja-Ni,
Cyuta madhyama Ga, and Cyuta paficama Ma, are called
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by h1m Mrdu sadJa Ni, etc. He mentions & more wkrta
svaras, iz, Tivratama Dha=Kaiéiki Ni, Tivra R=8h
§ruti, Tivratara Ri=Suddha Ga, Tivratama Ri=
-Sadharana Ga, Tivratama G=Acynuta Ma, Tivratama Ma
=15th Sruti, Tivra Dha=2lst Sruti and  Tivratara
: Dha—N 1. '

The most striking feature of the Sangita Panjata is
the care devoted to the flattening of notes as well as the
sharpening of them and the utilisation of every ongof the
22 §rutis.  Ahobala is unique in this, since no othgt author

‘before or after him except the authors of(the Meladhi-
- kiralaksana and the Sangita Sastra Safikepa does so.
According to him Parva Ri=5th Sruti,CKomala Ri=6th,

- Suddha R=Piirva Ga, 8th $ruti== Kom.ala G=Tivra R,
Suddha G—=Tivratara R, Tivra,Ga=10th Sruti, Tivra-
tara G==11th, Tivratama G—-bZth M==Atitivratama G,

- Tivra M=14th, Tivratara{OM=15th, Tivratama M=
16th, Piirva D=18th, Komiala D=19th, Suddha D=Piirva
‘N, Komala N—2lst—-T1vra D, Suddha N=Tivra D,.
Tivra N=lst, Tivratara N=2nd, and Tivratama N=3rd.

- What is most noteworthy are the degrees of ﬂattemng and

sharpenmg of ﬂxé notes used.

The &hifis of the Meladhikaralaksana are thus -
enumeratﬁd by Mr. Abraham Panditar in his Karunamrta
- Sagaxg—(O) Acyruta Sadja, (1) Prati Suddha Ri, (2)

Su.dc‘lha Ri, (3) Prati Catus$éruti Ri=Prati Suddha Ga, (4)
,\Catussruti Ri=Suddha Ga, (5) Prati Satéruti Ri=Prati
\.$adhirana Ga, (6) Satéruti Ri=—= Sadharana Ga, (7) Cyuta
- Gandhara Ri=Prati Antara Ga, (8) Antara Ga, (9) Cyuta
- Madhyama=Cyuta Madhyama Ga, (10) Suddha Ma,
(11) Aprati Ma, (12) Prati Ma, (13) Cyuta Paficama
Ma,.Cyuta Paficama, (14) Paficama, (15) Prati Suddha
Dha, (16) Suddha Dha, (17) Praticatuséruti Dha=—Prati
Suddha Ni, (18) Catuéiruti Dha=Suddha Ni, (19) Prati
- Satéruti Dha—=Prati Kaiéki Ni, (20) Satéruti Dha=
KalSlkl Ni, (21) Cyuta Nisida Dha=Prati Kakali Nij,
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'(22) deah Nl (23) Cyuta Sad]a Cyuta SadJa. N1sada, S
(34) 1\Ilyata Sadja SPARRS _

“The svaras Cyuta madhyama Ga, etc resembie Rama-' o

matya’s names for such notes. The mtervals called Prati- "~
suddha Ri, etc., have their pamllels in some notes with . -

similar names in’ Govmda S Sang1ta “Sastra | Sanksepa
The use of Cyuta's sadj ija, Cyuta paiicama and Cyuta madhya~ o

ma in-this modern work is notéworthy. If they were used
as independant notes in scales, several more thonsands ‘of

melas will have to be added to'the total of 4624 scales" eStl— _

mated to be possible without them as madhyama; pancama.
and sadja. The use of 7 varieties each of rsabhaygandhara,

dhaivata and nisida, four varieties of madh'ya‘ma and two . -
of paficama is remarkable, but the originaliMs. stops in the * .~

madhya group . of melas. The codgtitution of - these.

sruti melas seems to have been- 1n51}1red by -the example o

of Somaritha, and both schemes are. equ.ally dev01d of
practical utlhty AN e

In an article on ’Melddiuk'lralaksana in the Journal
of the Music Acade\my, Vol. I, No. 1:are given

‘the names of (the notes of ‘the Meladhikira- -

laksana ‘some jof © which - differ :f_rom' ‘those given
by A. Pandltar ‘the. most important - being cyuta
' madhyama—pa (also cyuta- panca.ma~ma) and. c;mta»sadw. -

m for cmta pa and cyuta sa glven in the Karunamrta . _'3 '

- Sagard, Discussing’ the - value of = the - “book -
the “atithor of this article says: Tt can be easily
dedlonstrated that the 24 Srutis  are actually -in
use, and there{ore ought to be sc1entiﬁca11y recog-
nised, and the merit of the present: work appeats to
me to lie in havmg ‘done this’. If‘it is true that the 24

Srutis are in use, the system of Venkatamakhm based -

on the 22 Srutis (with reference to which he explains his .

melas) - becomes anthuated and is superseded by the -
system of 24 Srutis.” If the old -definition of - “the Srutis

equally dividing the octave is admltted the two ‘kinds of
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$rutis will each differ from one another by about 4-5 cents,
Moreover this writer’s acceptance of the scheme of 24
Srutis is subject to the same criticism as Mr, Abraham
Panditar’s advocacy of the 24 Sratis, since both schemes -
contain similar errors. Mr. Panditar seems to be on more
secure ground, because he admits the insufficiency of the
24 $rutis to express our music by further dividing the

octave into 48 and 96 intervals.!
' \

- Coming to the current system of svaras and $rtitis as
propounded by Govinda Diksita, Venkatamiakhin and
Tulaja Maharija, we find the culmination™of the pro-
cess which began after Sarngadeva. Arcording to this
system, Suddha Ri=7th $ruti=Gaulad}, Oth éruti=Pafica-
sruti Ri=Sriraga Ri, 10th Sruti==9atsruti Ri==Nita Ri,
Oth $ruti=Suddha Ga=Mukhari)Ga, 10th éruti=Sidha-
rana Ga=Sririga Ga, 12th $tuti=Antara Ga=Gaula Gz,
13th sruti==Suddha Ma, 16th-Sruti==Prati Ma=Varali Ma,
17th $ruti=Pa, 20th=Sgddha Dha=Gaula Dha, 22nd=
Paficadruti Dha=Sriraga Dha, 1st $ruti=3Sat$ruti Dha=
Nita Dha, 22nd=Suddha Ni=Mukhari Ni, Ist $ruti=
Kaisiki Ni==Srizdga Ni, and 3rd éruti=Kaikali Ni=Gaula
Ni. The illystration of the srutis in the light of ragasis -
importants Venkatamakhin’s system becomes truly epoch-
making (because he formulated for the first time all the
notes\burrent in the practice of his time into a compre-
hensive scheme of 72 Melakartis, which stands to the
~Ezedit of Karnatic music and has endowed it with a method -
of classification which is perfectly complete. |

As regards the Melakartd scheme, in the Conference
of the Madras Music Academy (held in 1934), it was

—

_ 1 Tt is argued that Venkatamakhin stated that the Srutis are 24 in

- the Gunda-Kriyi gita, it must not be forgotten that he admits only 22

Srutis in the Caturdandiprakisiki, and that in the Melaprakarana he

defines the Srutis of every svara cccurring in the 19 melas of his time and

. it::'ae::ch scale }_m gives the total value of the svara¢ as 22 Srutis for an
Ve, - . . . . o
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stated by Nazn' UddlIl Khan of Indore t.ha,t the scheme
‘now expounded. as Venkatamakhm s existed 300 years. . -
before him. Accordmg to Mr. Khan this was proved by - S

the mention of the 72 Melakartd names in 4 Dhrupadas
composed by Bijou Naik, stated to have gone to the north - .

from South India during the time of Alaudin Khll_]l S |

Similar data is found in the iragmentary manuscript of n
the work of Somanarya in which are mentioned the names

- of the Melakartas.  As against this should. be set the fagf™

that in no Jmportant work after- Sarngadeva till. Venka’ga— S

makhin, is the. scheme of. the Kartds mentioned: Thé

: matenal for the Kartis. was available since. Lhe ,tlme at L

least of Ramamitya, who uses Suddha Ri, Pa.nca.srutl Ri
and Satéruti Ri and 3 similar varieties of. Dha in addmon '
to the sharp fourth. But though.Somafidtha sets a pre-, -

“cedent in the formation of the Melakdrtd scheme, it is not -

till the time of Venkatamakhm thatvthe above sald mter—
vals are employed to form the 72 Me]akartas :

AIter the 72 Me]akartas had remamed in tact for '

'. nearly 300 years, the sgheme has been crlticused recently

“f8sp. First, these notes have been taken: from usage, G

as using the same m@rval for 2 different names of notes

-and hence it is proposed that all such scales which use the

same notes with; different names should be reformed. and
that we shouid- retain seales in such a form as would do

away Wlt‘}lkﬂle nece551ty of using 2 names for the same _
note, B‘u\t this argument ignores several reasons which .-

just1fy the constitution of the Melakartas in their present .

which, at least, dates from the time of Ramimatya. Itis
evident that the different notes. used in Venkatamakhin’s
scheme were adopted from the practice of the art and that
they were mnot.the fanciful " creations of any individual
theorist.. The second reason to be urged against the above - -
argument is that the flattening or sharpening of the notes.
concerned is 'not against their nature as Vikrtas. The
Vikrta has been deﬁned as the note obtamed by the dewa—-_
6 .
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tion from its Niyata $ruti.” Hence in the Melakartas, the
principle that has been adopted in the formation of the
Vikitasvaras amounts to this, ziz.,, Ma is not flattened
below its Suddha position and is sharpened to any extent
below the Paiicama. Ri is sharpened up to the Sadharana
gindhira and Dha up to the Kaisika Nisada. Ga is flat-
tened from the Antara position to the region of the Suddha
(and in practice even slightly below) and Ni from the
- Kakali to the $uddha position. The usage ofVikrta
notes sanctions the freedom of these notes to bé\flattened
or sharpened within the said limits. As regafds the argu-
‘ment that the same svara is called by twa different svara
names, it must be noted that such scales” have a distinct
individuality which cannot be destroyed even though one
or more notes occurring in those seales are called by differ-
ent names in other scales. F orfiﬂstance, the combination
Sa, Ri (Suddha), Ga (Suddha), Ma (Sharp), Pa, Dha
(Suddha), Ni (Kakali), isSwell-known as an ancient and
very. prominent melody—type Though this $uddha gan-
dhira may elsewhere.occur as a sharp Ri, the individuality
of the scale remajns indestructible. The same argument -
applies to Calam*ta These two scales alone are sufficient
. to afford recofhition for the notes in the Melakarta scheme,
bearing delible names. What matters in the use of such
notes ig-the value that they acquire as the flat or sharp of
a par&kular note and not the strict rules of unduplicated
anencIaturc

N

\ W

In Govinda's Sangita Sastra Sariksepa a different
account of érutis is given and it merits our attention
because of its intimate bearing on current practice and its
difference from the theory of the Caturdandiprakadika.
According to the author the open string gives Sa. His
names for the Srutis can be tabulated as follows:—

o 1, Kasma,tha in h:s Sangxta Sudhakara gives the following dcﬁmhon —~
W WeEW: TS Gwan g ]
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No. . Names of Srutis. Names of Svaras.
1. | Tivra. (Effﬁﬁ)_' ' Ri (2)
2 |Kumudvati. (FEEH) Ri (b) _
3 {Manda. (FR1) |Ri(ey  Ga (a)
4 |Chandovati. (gg-qﬁt-ﬁ') ' |Ri(d)  Ga (b). '
_'5 Dayavati. (a‘q"[arz-f‘r) Ri (e) * Ga (g)
- 6 |Raiijani. (@;”-) _ Ri (f) Ga (h)
7 |Raktika. (arpaT) Ga (i) - L)\
8 |Rauwdrl. ('ﬁ'ﬁ') v 1 Ga () . O -
9 [Krodha, (ﬁ?{'&ﬂ) Ma (a) N '
10 |Vajrika; (q‘[gam) Ma (b)\: .
11 |Prasarini, (@Ifof) Ma (i3
12 |Priti. (sfifa) Magk)
13 |Marjani. (nré"r:ﬁ) : eyt
14 |Ksiti. (ffa:) MMDha (a)
15 [Raktd. (1) N\ |Dha (b)
16 |Sarhdipini. (aé’rfﬁar) % [Dha (¢} Ni (a)
17 |Alapini. (el ' |Dha (d) Ni (b)
18 |Madanti. (A7) \ | Dha (e) 'Ni (1)
19 |Rohini. (A7) ¢ (O | Dha ¢(£) Ni (m)
20 |Ramya. (W) b Ni (n) -
21 {Ugra. (3@ Ni (o)
22 quth\(aﬁmﬁ) | Sa.
- \ . —— _
' Preﬁxes appended to the notes in the above list are
ﬂ{e\fgﬂowmg — _ -
“a. Pratiuddha. i, Pratyantara.
‘b. Suddha. . j. Antara.
c.. Praticatuéérufi. k. Prati. - .
d. Catusérud. . Prati Kaisiki.
e. Prati Satéruti. m, Kaiéiki. .
- f. SatSruti. ' n, . Prati Kakali.
g. Pratisidhdrana. o. Kikali.
h. Sadharapa..
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The abhove c1ass1ﬁeat10n differs from all other lists i in
the assignment of svaras to the érutis, tivra. etc.! Butlike
Ahobala, the author has included every one of the twenty-
two érutis. This scheme has the unigque merit of taking
mto account all the $rutis, $uddha and vikrta of every note,
e.g., Rsabha is sharpened up to six $rutis and every one of -
these six §rutis is called Ri.? :

The vivadi dosa affecting 40 of the 72 scales has{)een
considered not to, be a defect, since the time at Ieast of
“Tyagarija and Govmda, in whose Krtis and Gxtas the so-
_called vivadi aspect i$ entirely 1gnored. Mr. K. V.
Srinivasa Iyengar has argued v1goronsly agamst the
vivadis in his Ganabhaskara. » - -

Mr., Fox-Strangways points/ett that the Kamatxc

system ‘inerges’ and that it receg\mses not 22 but only 16
nominal and 12 real sub- divisions of the scale. It is
surprising that such a keen® etitic as he should have made
these. rematks. The ‘Merger of the svaras, I am con-

vinced and have made“ evident in the ‘Analysis of Ragas’,is -

only partial. The) identity sought to be established
between- Satsruu\\Dhalvata and Kaidiki Ni and so on does
not represent; the whole truth. For, taking these 2 notes as
musical. fa.(;ts and judging fromthe manner of their usage,
we clearly See that the 2 notes may coincide at a point, but
their£ange, manipulation, and effect are entirely different.
Q7 .

. .1 Cf. the following lines of Sairfgadeva :—

' AenggediRTeRETe Tew:
saEdr I = e =99y fgarg )
U I B e P
- fif AR el wemiEn )
(g T W adifemeriraiy guy

wE At RRanRaEE day o
| A i ¥ ik aea: g —Svaradhyaya.
2, Vide Appendi;; I; ' .
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Their values as notes in the scale are distinct in spite of their

overlapping one another at some point or other. Hence
Western and Indian critics are not justified in saying that -

the so-called merger is a duplication of the notes incldded . =

init. To argue for the deletion of such scales is inadmis-
sible and is based on a mlsunderstandmg of the spirit and ..

essence of Karnatic music. Agam it is wrong to say that  ° -

the Karnatic system does not recognise 22 érutis. - This is
to deny the truth. Every Southern writer bases his treatd
- menton the 22 érutis system. Taking 2«authors alone Who
are considered to be the most important authorities-on'the
present system, viz., Venkatamakhin and Govinddyyre find
them defining even the +igas in terms of the 22 srutis. As
regards the sfatement that there are onlnd2 real sub--
divisions of the octave, it has to be said that these alone do .~
not determine the nature of the ragag The 16 nommal"
sub-divisions are more than nomtnal because they have -
each a distinct individuality and m usage, each of them
differs from the other. )

~

3 . £

The Suddha -scale, Aiakangi, of the Karnatic systetn
is the same as that of the ancients.* It is to be said to the
credit of this system\ that while the Hindustani system
adopted Bildvala@the Suddhamela sometime in the modern _
age, in South 1nd1a the Suddha scale of Bharata and hlS.-

\O

\\

*i X aERE gEe IeAT 1
) ageagm-gﬂa FESHARTAAT: |
%y P RreRwdEd
v T g AR
gaiFeEc A31sd - q#ﬁ’r wE:

" —Caturdandiprakaéiki. .

Govmda defining Kanakimbari {which according to him is called Kana- .

543), the Suddhamela, says in his Safgita Sastra Safksepa:— -
EI RS RGHE G qumaamamr t
FEAEHU g@g@?tnﬁ qafa &
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successors has remained alive to the present day. The
merit of the present system is that it is a happy blending of
the éuddha scale of the Sanskrit theorists and the meja
structure as designed by the ancient Tamils. This Suddha
scale seems to me to be more ancient than even the age of
Bharata, because it is possible to link its notes with those
of the Saman Chant,

_ Tt is ndt possible to agree with Mr. Fox-Strangways
when he quotes Day as saying that for South India quarter
tones ($rutis) are ‘confined to grace’. Basing hiuiself on
the popular meaning of %ruti as keynote, he goes'on to say
that in the South there is a transference ofisheaning from
‘a nice distinction of pitch’ to ‘that swhich determines
pitch’, This statement is opposed t0,'practice according
to real artists in the South and alsé/textual authority; by
“‘Sruti”both these clearly mean ‘digtinction of pitch’.

How far the §rutis areireal in the practice of South
' Indian Music? Do thes22 érutis represent the substance
of Karnatic musiq{ffaithfully? The answer is that
without the s’rui{s\‘uémd the distinction made by them
between the musical intervals in vogue, Karnatic music
will not be wlidt it is. Are these $rutis equal? Mr. Fox-
Strangways observes very truly that the §ruti enters into
music g8ete of three definite intervals. Just as there ate
3 diatenic intervals, so there are 3 enharmonic intervals,
2ig) 81|80 (22 cents), 25|24 (70 cents), 256(243 (90
cents). He adds that these intervals as such remain
theoretical and that they are actually sung only as incre-
m?nt_s of other larger intervals. e is right*when he
criticises the view that the 22 érutis are 22 stopping places

as being incorrect, because, as he says, artistically this is.

wrong since 1o 2 or 3 of these are ever sung in succession.

He rightly defines that the éruti is not the smallest audible

-S-ouna,'. but the accurately audible sound—that which is
., heard in accurate relationship to some other.
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Are the érutis’ equa,l d1v1510ns of the octave? The,'

above argument denies that it is so. - And the numerous
attempts that have been made to evaluate the ratios of the
intervals represented by the $rutis all go to show that the
$rutis are not equal. Rival theories have been advanced,
VL., thc division of the octave into 24, 48 and 96 equal
mtervals The division into 24 érutis is mentioned in the
Laksana Gita in Gundakriya by Venkatamakhin, and also
in the Sangita Sara Sangraha (in the Tanjore library) N
In the Meladhikiralaksana, scales are formulated on the
basis of 24 $§rutis. Mr. Clementsa in his discussion® of
Bharata and Sarfigadeva adds "3 more &rutis o) the 22
because accordmg to him these alone will- reRresent truly
their music.I™ Mr. C. S. Alyar ‘in his valuable pamphlet
‘A note on Srutis in Karnatic music’ says that 3 more
$rutis should be welcome as additions to ‘the 22 srutis, (this
resembles the view of Mr, CIementS), ‘and that thé South
Indian ear is even sensitive to agwany as 30 érutis in all.
The latter statement is important because it indicateg the
“truth of the practice and also because it questions the
validity of the 22 $rutjs{\

“Tome it seem”s}lat the system of the 22 érutis is the
starting point; 0{ ‘the elaboration of melody and that we
have progregsed far beyond what is represented by that
system. }t 1s true that we employ intervals which have
been u,t1hsed in that system, but it is also true that we have
cpmg?co make use of intervals within the octave which are
more minute than the 22 §rutis. The view that the 22

S

1. Mr. Clements writes :—“It will be seen that tﬁe ancient system required
25 drutis, and not 22, three of them being confounded with their neighbours.”
He explains the three additional srutis as follows ;—

. Name of Srutiz .- Number of iruti. Value of Sruti in cents
C Twa 1 o 20
Vajriki - o 10 520568

Sandipini =~ ' 16 ' T 836—88¢- "
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grutjs' of the grama music are no longer current is not
acceptable because according to Mr. Bhandarkar the
human faculty of appreciating musical intervals must -
have remaiped constant always. My view is that accord-
ing to popular taste emphasis may be shifted from age to
age in the use of intervals but that these intervals are
- Tairly the same at all times, so far as regards main inter-
vals like the major tone, minor tone, the fourth, etc. As
regards subtle intervals like srutis, Karnatic musiehas to
employ a vast variety of them. As Mr, F ox-Strangways
has pointed out they are not used separately, @nd three or
“even two of them are tot used in succession. They are
‘used as part of the major intervals whigh“they decrease or
increase according to the requirernénts of song. They
feature in gamakas, in which the ffeedom of the use of
these Srutis is completely mamifested, I am inclined to
think that the flattening or, 'shélrpening of each note by
Srutis is left to the choice gfithe singer who is only limited
by the farthest bounddty line allowed for each svara.
Also we find in  Kaspatic music that each note adopts
srutis in Gamakag<ja a seemingly wayward fashion, but
~ yét maintains its.personality. This phenomenon is really
wonderful. Nr. Clements in his ‘Ragas of Tanjore’ says
‘truly: ‘Medern India has inherited a wonderful system
- emplo 'i;:{'g\a vast number of scaleg capable of representing
all - ﬁéﬂes of feeling. Equal temperament tends to
; dgs\tﬁj@y utterly. this elaborate structure. The only means
(of-combating this insidious enemy is to construct and
. Popularise an accurate theory of intonation; I know of no
other way to preserve the art of Indian music’. Every
one will agree with Mr. Clements in his view, above quoted,
that the $ratis current in Karnatic music can be under-
stood only by reference to the intonation that reveals its
individuality. Tn the chapter ‘The Analysis of Rigas’
the results of my experiments on the sonometer regarding,
. the int_e_rvals occurring in our music are given. All the
- » figures obtained are strictly according to the theory and
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practlce of mtonatlon as embodied m the compositlons 1n' e
each raga anaiysed e _r--";-; B S P

- One point remams to be- notlced It is the plurahty."'
of srutis governing the notes in the Rdgas Hltherto-""
single figures have been gwen by various wrlters as the K
values of the sru’us in each raga. But it may be cleariy -
‘seen that in each riga a note assumes different. shapes.
(within. the limits set by its 1nd1v1dua11ty) and I have. =
included the stuidy of these variations in the $rutis affecting’
the same note in the same raga. It is more or Léé?s”ai .
general tendency for- the sruti of, a particular, \note to
appear sharp when that note is relinquished ; for a higher
note and to appear flat when a descent is made from that
note. Also this variation depends upon the riced of the
singer within the limits mentioned abgye. And gamakas'-
afford a wide ch01ce of érutis in the treatment of ‘a note, .

Taking the $uddha scale Kanakang1 we find that .
Suddha Ri takes at least 2 values vig: 10|9.and 256|243
and Suddha Dha assumesiSimilarly the values, 5/3fand
128/81. 1In the anaIyS{s of ragas it will be found that, -
owing to the requitements of melody, more than one
interval 1s employedim each svarasthina, which would be -
incorrect if represented by a single éruti-value. o

Another\very important factor regardmg the usage
of notes\,}vh;ch has not been ‘taken notlce of by theorists, '
is the 1ilusory effect of Srutis in"nusage. ‘This is remarkable..
i vlew of the acceptance of single values for. svaras. On
the’Vind, which reproduces the humau voice, and on all
other instruments, in the-varek prayogas MPM, NSN,.
DND, SRS, etc., the second note is never fully. produced .
Tt is simply approached approximately, and the hearing of -~
the second note is only illusory. = This i is ¢learly demons- -
trable on the Vina and the sonometer. - (The ratios for )
- some-of these notes are given in the analysis of tdgas).
As regards Sa, Ma and Pa, in these cases these are only
approximately produced but the effect is as if those notes

7
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were all produced. In these cases these really thay
amount to Cyuta, Sa, Ma and Pa, respectively. . These are
not used as independent forms but are used as reduced
notes. These may be called illusory notes and properly
belong to the subject of gamakas but their importance as
regards the problem of the $rutis demand their treatment
here. These illusory notes form a familiar and not
ignorabl_e feature of our music. -
. Some intervals occurring within the octave  in \the_
light of the intonation of the notes of the various rdgas in
practice are given below as they have been obtained by my
experiments. \5 '
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Amozighthe intervals given above, some occur inde-
pendently'in the rigas and others either as an augment or
dec;gqse of other intervals or in gamakas. -
\" - The illusory notes may be illustrated with reference
to the diminution of normal intervals for example
in the following vareks in Sarikarabharana. S=256
vibrations :— - ' -
SRS, RGR. GMG. MPM. PDP. DND. NSN.

b !
2&9 303 3%7 379 455 4;4 565
- The middle notes in the above groups do not assttime

their normal values, but leave the impression of sounding
true to their names on the ear. ' o



I ~ SRUTIS AND SVARAS. = - - 51

It may be noted that the identification of Catugéruti
Dha, with Suddha Ni and of Catuééruti Ri, with .Suddha -
Ga, as given in ‘The Music of Hindustan’ by Mr. Fox-
Strangways and by Mr, A. M. Chinnaswamy Mudaliar in
his ‘Oriental Music’, is not correct because Suddha Ga is
produced on the ninth $muiti and $uddha Ni on
the twenty-second; so they are clearly sharper than the
values given by both writers by one éruti. Though the
Satéruti Ri, is identified with sidhirana Ga, (and bt
with antara Ga as is done by Mr. Fox- Strangways,\ mde
“The Music of Hindustan’, p. 184"), and Sa.tsrufi Dha
with Kaisiki Ni, the two notes function as Ri and Dha
sharpened, and this is enough to d15t1ngu1§l1\ them from
the categories of Gandhira and Nisada. " '

1. The mention of éntéragﬁndﬁar?, _is probably due to an error
in printing. ' . .



CHAPTER IIL.
- The Classification of Ragss.

 With the development of music and the growth of
variety in the melodies conceived and adopted in practice,
the necessity arose for a system which would bring them
together in a well-understood scheme of clagsification.
The principles of such classification have beén numerous,
e.g., the number of notes or their quality, ety as is evident
from the history of the development{ i scales. It is
extremely interesting to find the Puspasfitra classifying
Sémans according to the numbenof notes used in them.
According to it, most of the Samans are sung to 5 notes,
some to 6 notes, and 2 (calléél”I(authumas) to 7 notes.
This is remarkably like ogr'ﬁuc.lava, sidava, and samplirna
classification of rigad™ The next broad division of
melodies is according to Sadja and Madhyamagrimas,
which divide the\itis into 2 groups. The Gindhira
‘grima is spokertof as obsolete. The jatis are also divided
‘into 2 groups'called Suddha and vikrta, The former have
 the note E{fﬁ:r which they are named for their nyisa,
apan{zigté, amsa and graha. Their nyisa note is never in
' fh(f‘.g'.fﬂ'_a. The vikrtajatis differ from them in these
respects.  The principle of classifying the species under
(their appropriate genera. emerges when clagsification
begins, and we see this principle working from the
earliest stages of the development of the art under diffe-
- vent names. This will show the absurdity of the views
expressed by some authors that classification according
o the ‘genus-species’ system was adopted sometime
during the middle ages. '
R With Matariga classification expands. . According to
- him the grama is useful for the arrangement or classifi--
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- cation of svaras, srutqs, r_nul chanas tanas, jatls and ragas _

He says that the Gandharagrima given by Narada is
obsolete. ' He -quotes Bharata and says that 4 jatis .
employed 7 notes, four jatis 6, and others 5, (and gives -
their names). He says that the jatis are so-called
because the rigas are born of them. He cites examples
of melody-types with four notes.- He gives 7, gitis, viz., .
Suddha, Bhinna, ~Gaudi, Régagiti, Sadhirani, Bhasi -
and Vibhisi; also Durgadakti’s 5 gitis, Bharata’s 4 gitis\
and Sardila’s Bhasagiti. Melodies are distinggished
according to these. He gives the number of ragas as 5
under Coksis, 5 under Bhinnakas, 3 undef “Gaudas,
8 under Raga, 7 under Sadharana, 16 Bh#sas, and 12
Vibhasas. Bhisis are according to himaf 4 kinds, wiz
Miila, Sarikirna, Dedaja and Chaya A$raya: These are
- established in grima ragas. Mat}r'iga says that the
Gramarigas are derived from thé2 grimas, and from the
Grimaragas are derived Bhasas From these Vibhasas
originate, and from them, Antarabhas*ts A list of them
with their riga of origin “and definitions is given. The
deﬁmtlons of Defirdgas are interrupted. '

Nﬁnyadeva, v'v}io quotes Matafiga, Kasyapa, etc,
his Bharata Vatfika, gives 1mportant information regard—
ing classifiecation. He deals with Jatis elaborately " in
accordange 'with the standard definitions. What makes
his con‘tnbutmn important is that he states in an intro-
' ductary $loka that he will give the tagas originating in all
the 3 grimas. Under the Gandhiragrama he describes
a fairly big number of rdgas. He gives the equivalent
ragas of Kapalapadas and Kambalas.

Nirada in his Sangita Makaranda describes the
Gandharagrima in addition to the 2 other grimas. e
describes the different deities of the grimas. The names
of jatis are given. e enumerates the names of Rigas,
like Devagindhari, Dhanyasi, Gurjari, Bhiipala, etc. He
divides rigas into Sampiirna, Sadava and Audava; and



54 '-THE RAGAS OF KARNATIC MUSIC, - [CHar.

also into masculme, feminine, and netiter groups. Nirada -
‘mentions another division of ragas into 6 male ragas and
ihelr lees '

The author of the Ajumqpatam gives grimas as 18
describing them as the janaka of jatis. His whole sys-
tem is very. pecuhar and elaborately worked out. His
theories stand out individually, and most of them do not

“seem to be taken notice of by later authors. He mentiens
jatis with curious ‘names, wig., marjara, vanara, etg, He
gives 36 Sudda ragas; among them are mcnnoned
Nagadhvani, Tarangini, Abhiri, etc. The whele book is
in the form of a discourse by Siva. Twe;nty one ragas
are given as propounded by Rsis.  Thenx Byragas are given
as emanating from Siva’s 5 months. \SOme Dalaga ragas
are given. Janyas are given as e{n}matmg from this or
that raga. Those that partake. the Chaya of Suddha

' ragas are chiyalaga ragas,\ Ragangas are so called
because they asstume the colt}ur of ragas. ‘“The Bhaganga
rigas slowly emerge when the riga is thought of.” When
the riga emerges aQ the riga -goes and returns it is a
krivafniga. Whena raga dwells near another, it is upanga.}
Examples of each class are given. Suddha rigas are of
the form of8iva, Salagas of the form of Sakti; when they
merge toge%her it is Sankirna.

T& system of the Ratnikara is the subject of
elabcn'ate classification. Here only the principles of the
< dnnsmn are noticed. The main division is that into Marga
and Dedi, the former distinguished from the latter by the
" inexorable nature of the rules that bind them. Kallinatha

. REBETIETREEITE T Fggar: |
O ARRTH T QAT SeENd
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points - out that ‘the  Régas are divided into 10
kinds*  The gtima rigas are divided into 5 groups
accordmg to the 5 Gitis, Suddha, Bhinna, Gauda,
Vesara and Sadhirani, . The total number of Grama
ragas is given as 30. Sarngadeva deals with the
grama . ragas. which. yield .Des§i  ragas, etc. Bhasas,
Vibhasas, and Antarabhisas, are derived from the grama
ragas. Upangas are given and-defined as the resemblance
to some extent between 2 rigas.  Kriyingas are mentioned.
The Janyajanaka principle is.clearly established. Ka]lma-
tha in commenting on the ragas of his time remarks about
the difference between the ‘Melana’ of the Janya an;l Tanaka
rigas that had taken place. Sadava and Adiddva ragas
are mentioned by him, Bhisangas, R‘tgangas and
Upangas are explained, and this g1:9® accordmg to
Sarngadeva, comes under DesT ragasd)”.

1, The 10 groups include reSpectwe]y Gramarigas, Uparfigas, Rigas
Bhasds, Vibhasis, Antarabhiasas, Ragangas, Bhagingas, Kriyifgas and
Upangas. Pide Safigita Ratnikara for'their detailed treatment,

- Kallinatha explaining Umﬁpati’s‘tﬁfeefo!d division of rdgas states that
Suddha régas are charming withofihtransgressing the rules taid down in the
§astra, that chiyalaga ragas areBweet because they assume the chayd (like-
ness or colour) of other régasyand that Sankirna rigas are pleasing because

they are the result of the mixtare of fuddha and chayilaga rigas.- In this
cannection he quotes Umdpati :— .

7T valeda: weegd TaEew o
R gard v Padeadiaan:
AR SEA ARSTASTEAE: |
) ARG Y [ ST
AL gEg fesm atesln @end
’ zAfhs g sdvmasy frfar wan
2. Kallmatha quetes Matahga's definition of Ragingas etc, thus:—
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With this is to be compared the definition of Unidpatt.
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The anczent Tamxl system of cl;ass1ﬁcatxon -Was-also
very elaborate and scientific. In the Ayappalai 4 kinds of
Yals with 4 jatis' for each, viz, Ahamlal Puramlal,
Aruhxyal and = Peruhiyal, are given.  These give 10
jatis on the whole. . In the Ayappalai 7 main scales were

“obtained by forming a scale on each of the several notes

-

of the Suddha scale. - The Tamil works mention 12,000

ragas. - According to the Tamils the Pan was a scale of
7 notes, the Panniyam one of 6 notes, the Tiram of 5 not@s
and the Tirattiram of 4 notes. =~ ° Ko
Sarfgadhara in his Paddhati mentions that ‘Bhasas
are derived from gramaragas, Vibhasas fromBhisas, and
~ Antarabhasis from Vibhasas. He says 4Hdt the origin
of the raga is from the 22 Srutis. In amether connection:
he says that $rutis are only 14. He gives Bhairava,
Paficama, Nata, Mallara, Gauda fmd Malava as the six
well-known ragas. Then he gives a Tist of Adrita or depénd-
ent rigas, e.g., the dependentsiof Bhairavi are Vangapila,
Gunakari, etc., numbermg S. Haripila in his Sangita

Sudhikara mentions the 18 jatis and glves 36 Suddha’
ragas as derived frem the jatis. He glves six- Uparagas
and 20 ragas derivkd from the Magrama. e also gives

a list of Upanga, Kriyanga and Raganga Ragas.
Lakan Nariyana in his Sangita Siryodaya treats
exhaustively about the jatis but his omission of the Desi
Ragas( wurrent in his time is disappointing. This omis-
~ sigimiay be due to a gap in the current recensmn of hlS
Gork. .
' Ramamatya mtroduces the term ‘Mela’ but Kallmatha
has already used the name Melana in the sense in which it

has been used in musical parlance. Govinda Diksita makes -

 a very important reference in this connection. He says
- that the melas in his work are defined in accordance with
the 15 ‘Melas’ given in the Sangitasara of Sri Vidyaranya.’
- Hence there is reason to believe that the melas ate as old

"1; . Vide my article on “Fhe c_ontribution of Vijayanagar to Karnatic
music’ in the Dr, 8, Krishnaswami Aiyangar Commemoration Volume. -



century) So Ramamatya s name ‘Mela is: not qulte new
He gives. 20 janaka melas Wh1ch pracucaily amount to 15
“because of the. 1denticai nature of some of the notes-occur=.
'rmg in the melas. The mela system of cIasszﬁcamon embodies.
the janya-janaka’ prmelple which as we saw ‘was used from . 7.
very ‘ancient times. ~The pr1nc1p1e remamed to be apphed G
in all its completeness by Venkatamakhm “The extent of - : -'-
-~ the application depended tipon the number and nature o6 :
- the notes accepted by each theorist.” “Barring. Venkata-
~makhin, each writer _chose.to. mention only “the(geales -
~obtaining in the perlod in Whlch he lived.:: In factybefore T
- Venkatamakhin; | -excepting ‘Somanatha, - few wrlters-
- attempted to create new ]anaka scalés thch Would com:
plete-the permutatlon .of all the notes W{neh were. defined. -
as belomgmg to the gamut.. The predecessors of Veikata-
makhin . were chiefly’ concemed with the 1nterpretat10r1-_"-
and explanation ‘of contemporary theory and practice of :
music. - As- regards the” ragas derived. from the.Melas; -
their clas51ﬁcat10n under Bhasa, Vibhasa, ete., and Raganga S
etc. (so elaborately used\and 111ustrated in the Ratnakara)
- is 1iot to be found. n\the Svar ameiakalamdm Ramamatya -
mtroduces a novel and rather. 1ndeﬁn1te maode. of :classi
fication into. the™ superlor the Huddlmg, and the. mferio'
“classes. - THefirst is: said by Thim t0 be: :Eree from’ admuc— 3
" ture, ancﬁsmtable for singing and composmg tha.yas The'
| Second ‘class was: used in 'the. ‘singing . of - fragmentary j
. portlons of. songs “The' third" consisted - of light ‘and-.
. popular a1r 5,

Pundanka_Vitthala like Ramamatya, says that 2ll
- ragas are-derived from. the Sad]agrama He gives in hi
Sadraga Candroﬂ.aya a 11st of ‘sixteen’ anaka melas:_a,n
their janya rigas;: In: the same’ Work he’ expre ses the view
- that S1va d1v1ded the- ragas into three” ‘groups,’ i

(1) Suddh'a ;
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found.
(3) Saﬁk1ma which partakes the nature of the

above two classes. He says that the Deét rigas have been

- conceived by Hanumin as not bound by rigid rules.

In his Ragamela, he deals with the clasmﬁcatmn of
Hindustani ragas. He mentions six principal rigas and
" assigns five Raginis as wives and five putras for each of
the six rigas. Inhis Ragamanjan he mclucles the, deﬁm—
tion of 25 Persian airs. - = : R

N\

Somanatha’s work is unique for the system of mela-
kartas, which anticipated Venkatamakhms system.  The
utility of Somanitha’s scheme might Wave been very little
since scales built upon microtones, ate practically useless.
But it did pave the way for the pfesent Melakarta scheme.
Somanitha enumerates only 23 shelas as being well-known
in his time. : . '

Govinda Diksita dea.ls exhaustlvely with the system of
Sarngadeva. He giaes only 15 scales as melas. It wasleft
for his son Venkasi;amakhm to construct the scheme of the
72 melakartas X'lth which begins the modern epoch of
Karnatic m\usm It is needless to say that this system

“affords the-imost perfect method of c1a551fy1ng janya and
Janake\rﬁgas Tulaja and Govinda adopt the same schetme.
Recen}ly proposals have been made to add to the list of

_Mglakartas by the inclusion of the Vikrta paficama but
#his is not tenable since the Vikrta paficama has long since
become obsolete and also because it would impair the con-

sonance of the keynote and its fifth which is a v1ta1 {factor

in the present system of Indian music. : b

1 gdy RaTaTEE aﬁnﬁmr"m  aA )
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(2) Salanga in Whlch the colour of another raga, is :
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'SinCe'Veﬁkaga'm'akhi_n’s time, other s'ystems-bf classi-
fication have also been formulated. Ahobala uses the
term Mela simply to mean a riga. He says that Melas '
are made of Suddha and Vikrta Svaras and groups them
“into piirna, sadava and audava varieties. He arrives at
a total of 11,340 melas which, he says, were discovered
by him. However, he chooses to define only the well-
known rigas amongst. them. In the definition of the
ragas he describes the value of the svaras. He derivef."
- -some ragas from parental scales. ' O

Among northern authors, Locana mentions 32 Raga
Samnsthitis (another name for Janaka Melag)y™ He also
speaks of Raginis. According to &rinivaga, a mela is a
group of notes revealing the raga. Theshela is of three -
kinds, wiz., Sampiirna, Sadava, and Qu}iziva. ' '

Hrdaya Nardyana classifies scales in the same manner
as Locana. In the Riganirdpind attributed to Narada,
ten Purusarigas with five taginis for their wives, and
with four rigas for their sofs each of whom has four wives
are described. A8 N

Tn the Sangita Nardyana it is said that 16 thousand .
ragas were sung By the Gopis in the presence of Lord Krsna
and of them 4180 arelpopular in the world. The author -
notes the\:@ivi'sioﬂ' of ragas into groups of males and
femaleg, > He also divides them into Sampfirna, Sadava,
and-Audava. He does not mention the Melakarta scheme.
The author of the Sangita Sarani notices male and female
ragas. In the Sangita: Kaumudi the same classification
is found, and also the classification into $adava, etc. .

~ In the Gitaprakasa (Oriy'a manuscript) the jitis as -
‘well as Audava, Sadava and Sampiirna rigas are given.'

1 qdiern: wcauh: o veh s (N1 |
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In the Sangita- Kamada the - forms of variotis’ ragas are"
descrlbed and -eight purusardgas, their " stri: (female)
ragas and: 6 napumsalmragas, and ragas falling. into-the
three groups Sadava, Audava and Sampurna are given, -

CIn the San0‘1ta Kdmada is gwen a very pecuhar classt- -
ﬁcatlon of ragas. It is said that according to Narada,
Kanthaorana omgmates in the throat, Talugdna in  the
palate and Osthagana in the lips. Sririga is called Kan-
. thausta and Madhyamad1 is - Kanthatalu Dantyagana
also is mentloned o _;'\\_'
~ |
1 In the Qangzta Kiamada the section called Raga Sutxq begms wuth the

. verse | . } . .
“aeEr g iﬂﬁ(ﬁm Haaﬁutrmn o ;\" '
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Reference is made to gafygzrmize and ""T@Sl‘ 'g"(

_ About the gender of rigas the foJl’om ing observations are made: —
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It is surpnsmg that the - writers of Orissa do not
reveal any trace of the influence of Venkatamakhin's
melakartd'system in their method of classification.

In a work called R'lgalaksana which is in the form
of a dialogue between Matanga and Kohala (but which -
seems to be of recent authorship) Sidava, Audava, Sam-
piirna rigas are given, as also their division into Ragénga,

Bhiasanga, and Knyanga and Suddha, Silaga and
Sankxma

In the Slvatattva Ratnikara hy King Basaval exght
purusa ragas, and their 24 wives are given and Matanga
is cited as having enumerated them. A dlfferent list of
6 male ragas, each having 5 riginis for wwe@are glven ‘and
defined. In their definition the term ragdfga, ete., is used
and the mirchanis of the grima syStéfn which occur in
them are mentioned by name. Tt ¥ s"gange that this writer
also s 1g110rant of Venkatamakhm s systent.

Coming to the period, after Venkatamakhln, we find
that his Karta scheme is'made the starting point of fresh
methods of classification. These have been constructively
used to derive imspmerable scales. Attention has been
diverted from . (trying to fit well-known rigas into the
scheme to thé derivation of fresh rigas according to the
followmg \prmcxples of - combinatiori. The wadava,

: Audav‘a\and Sampiirna are intermixed in pairs in as many
'forms as possible (i.e., eight), which gives 483 varieties
’.fof every melakarta, making up 2 total of 34,776 janya -
ragas,  Of course, from these ragas those which overlap
themselves have to be dedv.cted Agam Vakraragas can

".-ar(?)mwm ('*’) mﬂ@:ﬂ 1
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(After a deseription of riginis, the followi ring cdophon is found :—
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“be combined in innumerable forms.  This is practically a
limitless source of deriving fresh scales. Another variety
is the construction of rigas which are confined to the
Madhyasthayi up to the Nisida and extend into the
mandra octave. Ragas with four notes in either ascent or
descent have also been used. In the conference of the
Music Academy held in 1934, a raga consisting of only
three notes within the octave, viz., Sa, Antara Galand Pa
was demonstrated.® This sort of combination copens fur-
ther possibilities in the creation of fresh ragasxof this type;

- but it remains to be seen whether these caan) rank as ragas.
The introduction of accidentals in raga§’ and the importa-
tion of foreign melodies can also cotitpibute to the number
of extant scales. : SO :

. L. Vide Appendix EEIN_
_ ',lt_I-e ppendix iﬁ___...-».—*



CHAPTER IV.
The S fru-drure and the Alapa of Ragas.

‘The music of India owes its individuality and
character to the mode of singing.called ‘Alipa. By dlapa
our music has grown, developed and reached its present
form, The aldpa is a very ancient form of rendering.)
music and for a proper understanding of the idea jtfis
necessary to discuss the various laksanas of thfé'réga :
which form its important features and which.define its
personality. The laksanas of the riga and\the rules of
alapa have been variously defined and thc;(*have all grown
with the art and have been modified irgeveral ways in the
process of development. And withqut-taking into account
these factors the concept of the raga cannot be compre-
hended. The Riga is the bedtotk of Indian music since
every branch of music, gitayvadya and nrtya, depends on
it. In the course of -thi@:éhapter the laksana as given by
every important author as well as the rules and
characteristics giyen' by him of alapa will be noticed.

- Bharata gives ten laksanas for jatis' (and these are
to be tak;skréis‘ applicable to the alapa of rigas which have
directly $prung from jatis). According to him grahas
have-the same importance for jatis as amméas, Graha is
the note with which the jati commences. Arhéa is given
great prominence by him since the riga dwellsinit. From
it the movement of notes in the mandra and tara registers
proceeds. It determines the anuvidi and sammvadi, and

- dwells in the apanyisa, vinyasa, nyasa and Sanyiisa,

L anfeeifegm—
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s Nyasa is used i thc closmg of the anga (musmal p1ece)
- and apanya.sa ds the - ‘close in the middle of the - anga_ P
~ - Bharata gives the number of these notes usedin the jatis. © |
- Taragati or.: “movement in the . tira proceeds from the = . .

- athéa, and there are 3-kinds of mandragatz ‘with reference

R A

' to athéa, and. ny*asa and apanyasa - There are two kinds of -

. ~alpatva, (or: pauc1ty of certain “notes) - according 'to.
... langhanaor leap-and anabhyasa or non-repetition. - By -

. these methods sadava and audava are achieved; and by . - "
o _"leapmg over améa notes when they are sung in antara- :
marga and by pronouncmg ‘a note only once, alpatva is

e ‘achieved. Bahutva “indicates - the 0ppos1te of alpatva
and is of 2 kmds, and - mcludes in safic@ra’ other balin .

©(strong) notes.. Antaramarga estabhshes the individu-

~ ality of jétis and is of 2 kinds, viz., b ‘gaficara {(or elabora- -
~ tion) with notes which are: strong ‘on’ account of the. améa

" -and by the - alpatva (or mm;lmum use) of weak notes. -

Sadawta is the use of 6 notcs and audavita of 5 notes.,

© The ‘technique of smgmg the ragas as embodied in .

the four g1t1s hke\Magadm etc. The three octaves are

- ]at1s is very advanced ~The jatis are to be sung accord:
ing to the citra, v ka and daksina mdrgas, employing =

- employed; the $iotr varnas and an elaborate system of
.. ‘alankaras ‘aad gitis add to the variety. Instrumental =

- music IS\Q],SO highly advanced. Gandharva according to - '
Bharata is the music of various “instruments, produced -
On. Mres and comprises svara, words and tala.. This is® '

. ';dear to the Gods and to Gandharvas Its source isthe . =

. human body, the Vina and the flute. It is of 3 kinds .-

+ " according to svara, pada and tala. Bharata calcufates the -

. number of tanas (which at his' time are understood as
fiames for grouping of svaras by permutation) which are

derlved from miirchanas. It is interesting to note that .~

- :__-__..__-__-j_f_the tanaknya or the producﬂon of the tana on the string = -
s of two kinds, @iz, (1) by the pulling of the lower note .

"-*'__-'and the smoothenmg of the h;gher note. ThlS is called o
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pravesa (2) ‘by not touchmg Th1s is called n1graha It is 0
important to note that’ ‘ta.na as apphed to this kriya shifts o
- the reference from- the- grotiping ‘of the notes. in prastara ':-'-f: ;
to the qua.hty and pecuhdrlty of the ione produced S

Matanga is one of the most mtelhgent and luc1d '_
'_wrlterb after Bharata, and- he dlSCliSSES the -problem. of‘_‘-:_.-
. ragalaksana and alapa- brllhanﬂy. ..He quotes Bharata’ s
definition of graha.. He makes.clear Bharata’s definition = *
of ams$a which, he says, brings out the. 1nd1v1duality of
- the raga; from it the music starts;. it’ determines( tara and:
mandra. It is profusely used; it is.the objeck anned atin -
the riga.® The apanyasa is the medial pagise and occurs
in the middle of the vidari. Thevidariis ok two kinds, gita-
vidari and padavidari.. By vidarlis meant the divisionofa-:
pada;itisa division of a musical pLece ln the mldd.le of the' -
- first vidari the nyasa or final is apphed and called sanydsa. ..
‘This sanydsa is not a vivadi, of the athéa. - Vinyasa is the =
‘same as sanyasa,-but is apphed at the end of the pada.. By - |
‘these definitions he proyésithe truth of Bharata’s allocation ...
of ten la.ksanas for. the amsa.. A{ter deﬁmng sadava and -
“audava he'obser? dg™that it is not’ marga beyond four_- o
- notes, He says'that this’ kind of grouping. is used among -’
. Sabaras, thﬁdas, Kambho Jas, Vangas, Kjratas, Bahhlaas, N
~ Andhras,/Dr av:das, and among dwellers of forests. Four ..
not_es_“a}\lso occur 111 Avakrsta Dhruvas He mentmns -

“‘-“n L
) mzr AT a=ee:t E{ﬁﬂﬂﬁ%'x‘mr K e
aa ﬂ‘a‘i‘h mrwmﬁﬁ@wéam 1 f%r:{wmﬂr’-ﬁ . _
' RS —Nat}ra Sastra.‘
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. Matanga :1150 says {hat ‘the arhda is’ dominant because 1t generates ané :.'
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L3

_alpa.tva. and bahutva and amaramarga (Wh1ch accord-
‘ mgtohxmlsoftwokmds) T

Matanga says that the method of raga, _alapa, etc.,
had not been defined by Bharata and others and that he
would -define -them. according to theory and practice.
This - .statement is' . noteworthy. The rigd delights
the mind of the hearers by means of the- excellence of
svaras and varnas and the different qualities of tone. The
ragais adorned by varnas and svaras. ' The word'siga
is derived froin the root indicating the act of, pleasing.
Matanga adds that the word riga has an etyglogical as
well as a .special or conventional meaninglike the word .
pafnkaja.”  He mentions seven gitis whith are modes or
styles of .song, wiz., Suddha, Bhinta,“Gaudi, Rigagiti,
Sadhirani, Bhasigiti and Vibhasay He quotes Durga-
Sakti’s gitis as' Suddha, Bhinng,  Vesara, Gauda and
Sadharita. - According to the school of Bharata the gitis
are Magadhi, Ardhamagadha, Sambhivita, and Prthula.
The ‘great. soul’, Yastikg'is quoted as mentioning three

~gitis, Bhasa, Vibhasdand Antarabhasi; Matanga is said
to propound Bhasagm and Vibhisa. The Sardila- school
is said to apprm}&\of one giti only, viz., Bhisa.

u

Matanga then proceeds to give Rigalaksanas.
Accordidg to him Coksagiti has saficara in mandra and
tira bctaves and consists of straight, sporting and

ever\svaras and $rutis. In the Rigagiti sportive and
N . . .
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: varlegated gamakas WhICh are also pleasmg, even- and -

issuing from the (_:h_est ‘and pleasing combinations of

svaras are used.: In the Raga (giti) . the raga is made - -

bright by the use of four varnas.  In ‘the Sadharanagiti
- prayogas which are subtle and soft, arld svaras well mixed
with kikus are used. The Bhisigitiis made of prayogas
issuing from the body, smooth and beautiful, coloured by
kakus, and kampitas which are delicate, illumined with =
malavikikus, sportive and beautiful and - consisting of~,
well-controlled phrases. Vibhasagiti should-be -sung.ir
such a way as to charm the listeners; in it should be. u‘Sed
gamakas which are sportive, manifold, as well as lustrous
and kampitas, issuing from the chest, even, beIongmg to
tara 'and atitara, soft, lighted with-the madhyama in the
madhya octave, pleasing to the ear, sporthe and acoordmg E
to the fancy of the singer. : -
After the above definition" of grtls he proceeds to e
enumerate the ‘number -of ragas s follows :—5 Coksis,
5 Binnakas, 3 Gaudas, 8 Ragas, 7 Sidhiranas, 16 Bhasas,
and 12 Vibhasas.” Under.gach class he mentions rigas
with their names. In thel hght of existing literature he is

the first author after Bharata to mention régas, and dis- o

cuss their laksanas, We come across names which are cur-
rent in present. Qay music like gamakas and ragas for the
first time in Brhaddesi. . He then defines the laksana of -
Suddha, BHinha, etc; which are categories and are equal =
“to the jaﬁaka groups of later times. “According-to him in
the Suddha group the melodies are independent of foreign
]at1s and remain in ‘their own jitis. The Suddhas seem .
to be the same as the Coksas: The. Bhinnas are differen-. "
tiated in four ways, ziz., by $rutis, jatis, §uddhabhinna
and svaras. The Gaudas are distinguished by ohadi and
quick kampitas without restmg in the 3 sthayis. Then
Matafiga raises the questlon how the Vesaras can be called
rigas and justifies their ‘appellation by quotmg Kaéyapa
according to whom the application of the 4 varnas makes
a riga. And Durgasaktx is quoted as stating that Vesaras L
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lare ragas because in them the- notes move qmckly The o
+'" Sadhdranas’ partake  the nature of the gitis of- the fore- o

gomg ragas and Kasyapa is quoted in support. _
Matanga asks what the difference is between gita :

| '- and raga and -answers by saying that the musu: charac-'

terised by the 10° Iaksanas is to be called raga? (Here y .'

 we find the 10 laksanas- being attributed ‘to the riga in -

unmlstakable terms for the first tlme) Gita has 4 afigas
or 5 angas, mclud_mg Dhruva. Th1s is knowm. throrugh

- recéived ‘text or authority.. He quotes K byapa as

£

2 ﬂ'ﬂ{ﬁmw’wm ﬁrﬁn 7

. statmg that Gramarigas are to be used on the stage with
~athifa, - nydsa, sadava, audava, alpai:va bahutva,

graha, apanyidsa, mandra and tira approprzately ‘Here
we have a remarkable formulation \of the factors which -
go to make up raga ilipa which Qrévaﬂs up to the present

- day. The ragas given by Matdniga are all illustrated with
- saficaris. - The book Brhadde51 obviously incomiplete,
‘ proiessedly deals with Desu music, and is the most 1mport— _

ant treatise after the Natyasastra In what respects it
advances farther Q‘lan the latter work has been shown
above \\‘ ' : : SR
_ Matanga gives a descriptive list of alankaras
whlch adorf) songs like gamakas. Miirchana etymolo—

' glcally mzshcates, he points out, swooning ‘and increasing -

or- ele\eatmg ‘Miirchani is that by which the raga is madeto
_emerge prommently or. consplcuously Tt indicates the -
aSeent and descent of 7 notes It is of two kmds, fwz. of
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_-7 notes and 12 notes ' The murchana of 7 svaras is of four.'_-.'_ ]
kinds, iz Piirtia, Sadava, Audavita and Sidhirapa. -
Pirna mdlcates 7 notes, and - Sadharana shows the mQ-_g.
clusion of kikali and antarad. Matanga points outt that the.
mirchani differs from: the tana in moving in ascendmg_; N
order whereas the latter i is in- descendmg order. " Te ; gives -
the different tinas of the ‘Sadja and Madhyama grimas, -

Sadharana tdnas are given. - He makes clear the twokinds .
of tanakriya mentioned by Bharata in the follovvmg’\_"-'_'
manner :—Praveda produces Ri by pung away at a- note-_-'_'_i:
which is to be omltted and which is below Sa.. The segonid -
varzety of praveda is by the smoothening of an .upper note; o
e.g., to get Ni by the loosening of Sa.. ngga,ha reveals o
another by suppressmg itself (the text hetod ig not clear) :
Conszdermg the octaves used for the pragoga of notes, he
says that murchanas are, apohed t0 the\mzddle octave Cwith -
the aim of realising maﬂdra and’ ‘ara’. The: d1st1nct10n- B
between miirchanas and tanas. 1smade for the pleasure of
the singer and the hearer Mirchanis are used. in-the -
jatiragas and tinas are used to dxstmgulsh the _]El.tIS and ..
ragas of the 2 gramas. gThe miirchanis of 12:¢varasare ..
used to realise mandravand tira octaves. - Nandikedvara =~ .
is quoted as statmg_r; that the 12- -svara. murchanas are used__i_f
to get jiti, bhisas,tira and. mandra Matangs says that- "
though the mﬁrchanas ‘of . seven: notes - have: been pro—_'_:'.-' o
pounded b the Aciryas, the murchanas of 12 svaras only_:.f
are used \to get the. three sthanas TR -

By Vama 18 meant smgmg ._'-It mdlcates the rnove—_'
ment of - singing, as'is " plain by the ' definitions. In’ the‘_;__-
sthayivarna the notes are‘even: and vvtthout bemg 1mpa1r
ed or struck. . Tnthe Sancarl the movement of the notes is
the main’ characterlstzc ArohI and Avarohlvarnas are
literally understood The alankiras go tocrether with
varnas. Alankaras mean accordmg to Matanga adorn---*

.I‘ [ -: LS \] g
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ment." They serve the same purpose in song as Jewels in
adornment. They are 33 in number.® All these go to show -
the high development of raga~smglng at the t1me in Whlch '
Matanga lived. " SR

Ncmyadeva in hIS Bharatavartika quotes Matancra a.nd '
Kasdyapa in giving the laksanas for ragas. He describes
the alapaka and riipaka when he deals with the saficari of
every riga. :In the saficiris he gives the atida, graha,
nyésa, gamakas the rasas and other important details of
the ragas. . He mentions 7 gitis and discusses them in a
very detailed manner. e notices kakus and Farnas in
the manner of Bharata. . He gives a full aceount of the
tanas.- He accepts 10 laksanas for jAp¥ yhich agree with
those handed down on the authority 0{ Bharata and others.
In. giving their laksana he quotes\DevaraJa, Dattila and
Bharata... He. also gives a -wellsdeveloped technique of
- playing on the Vinid. He dascribes the Kipalikas and
Kambalas and their equivdlent rigas, and the vocalising
syllables.used in. themwill be noticed later . in the dis-
cussion of the Samigita Ratnikara in which they are
narrated. In the Pattila is given an account of -mir-
chanis, tanas a.nd the 10 laksanas of jatls, varnas and
alathkiras. o S *"W“Ww@

AN

rada in his Sanglta Makaranda desorlbes the 4
' varmts ‘and the alarhkaras pertaining to them. He also
’mentlonq gamakas as consisting of 19 kinds. He says -
Sthere are two kinds of dlipas, viz., raga alapti and riipa
alapti. Raga alapti consists' of tannana, etc., while
riipaka is called gita.. (Evidently he meant it to be a
prabandha). . This division becomes the: Sub_]ECt of ela-
borate classification by éamgadeva ¢

1 guteme e WRW ma(?a)g‘ﬂﬁa Ey
FEFNGN QT AT QIANECL qXT GREWIT  wemal  qnwal

' _'frr'%m?wrﬁmfa@ﬁzrmfaa PRI - —Ibid,
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- At the time When Parsvadeva was writing the alapt1_. _
had become very extended in' technique. Alapti accord-
ing to him is of two kinds, viz., visama and prifijala. This -
is agaln divisible into two kinds, ziz., saksara and ‘anaksara, -
and is so of 4 kinds. These 4 varieties become 8, accord- -
ing as they are sung - to talas or not By belongmcr to "
$uddha or ehaydlaga, this again con515ts of 16 kinds.”
is to be noted that all these varieties can be recogmsed in
the practice of the present day. ~The music of the naga-
svara gives the instance of ragas played acoordmg to -
tala:. The several kinds are explained below. T

The Suddha visama alapti consists of sthayI and'
other varnas which are clear in all the 3 octaves, .vanous:
alathkaras, gamakas and aksaras.  Its graha and nydsa -

are unperceived, and its . estabhsh@ént is-- visama or
rugged.

The Suddha pranjala alapﬁ is endowed w1th the 4
varnas, It shines by the suddha riti or style. It consists

of pleasing prayogas in ali the 3 oetaves zmd orE appro- |
priate nyasas RN .

“The Salaka "\({é%trﬁﬁlapti does  not co"r'lf:o'rm‘ to the_
rules of sthana, varna and order of repetition. It makes

use of beaut1fu~l gamakas, alamkaras and the proper-
sthapana. \ : . R S g

/7

, The@}'anjala alaptl in salaka is’ charaeterlsed by
dIﬂ"erent styles and the ‘essense of the raga. " Its tone is

llna, rechmng or melting and 1t i3 adorned by a sportmg :
and dallying nyasa. ~ ~ '

The Saksara alapti makes use 0:E varnas. 11ke ‘tam’,
‘hashsd’, efc,, or the aksaras used in'playing" the: -muraja -
(a kind- of drum), or -the aksaras fused in gltas or ‘other o
-aksaras and countings. AR : v

The Anaksara Slapti is bereft of words

The Alaptl with tala has the 3 grahas and the 3 layas ‘-
‘anubjiyi ( this is niot explained), tiydsa and apanyasa, and



- v1krtamsa Ia.ya A reference about Vldal'l yati ‘is made.
- whlch is not clear in the text; e e

'lhe alaptt WIthOllt tala IS be1 eft of tala and employs o
the 4 Varnas._ SR e e, _ o

T IS remarkable that We have all these kmds of >

alaptl as defined by Parsvadeva, m one- form or another in |

' the praet:lce prevallmg now. - = f e \ :
Parsvadeva then refers to Varnas and alamkﬁras -

In the second adhlkarana of his Work Parsvadeva

'. explatns in detdil’ the technigue ‘of alapaiy Hls treatment
“is valuable since he takes notice of the, development of the
art in various places and as explalned by Bhoja, Somes-
vara, Paramardi, Bharata, Matanga, etc. He states that -
Alapti-is “of 2 kinds—Ragalagtf and Rupakalapn. The -
first is explained thus. bvampapddIka is to be done in the
first svasthana. The forna, o1 the raga in an apasthdna is -
calied vatsuragotﬂla The deviation in a note which is

- stationary-and in the svasthana and. where “the raga is -

-beautifully revealed; 'spoils the charm and mtrociuces the

- colour.of othex ﬁxgas That note is called jiva-svara (life-

~ - note) or aii$a-or vadt Wthh among the 7 notes reveals
_ the raga well ' - L ' '

L uvadl, Samvadl and vadl notes are’ to be used :
- proﬂusely, more profuseiy and -most profusely in their

a "_.quespectlve order. * Vivadis are to be sparingly used. This .
~Mase of vivadi is interesting since it has been pronounced

' '-by d1fferent authors to be the enemy of the other -notes).

.. The- pracchadana or eovermg of a note means the
" omission or removal of a note or the touching of it to 2

- slight e__xtent . When one vivadi note is omitted it is called -

sadava, and when two vivadi notes are omitted it is called

S aruda'va' (This is an interesting view -of these terms.) -

The estabhshment of the nyisa note. on the amda is

_:_-_the ﬁrst sthaym Thls estabhshment is known as
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: 'ragavaktraka (or the countenance of the raga) The'-.'i B
dvyardha notes, etc., are to.be moved above this sthaym":-_-'\:?_.f
in any note and the'raga again established on the sthayin.
This is the first svasthana of the alapti. -From dvyardha-
the riga isto be ‘moved and established in the second =
svasthana. ‘The fourth note froth. the’ sthayln note I8 . -
dvyardha. . It is called devathiiya. “The notes’ between ..
the dvyardha and the: octave dre called ardhasthitas” or.
ardhaniyas.- The riga.is to be moved in the ardhasth1ta$
and the raga is to be established on the nyasa note. Wiien . -
the raga is moved up to the dviguna sthiyin and estabhshedfi_._._'.
- on the nyésa note it is known -as the fourth svasthanaka,
The form of the $uddha riga is made of the 4 svasthanas oy
in each sthana the notes-are to be estabhshed gradually in -
the regular order, with:. the profus(e apphcatlon ‘of -
jivasvaras and groups, endmg ot the nyisa note. The
Suddha riga'is thus to be estabhshed on the sthaym note. -
The flutist should develop. the, 1ag% by stressing the riga -
in this manner, and the singe¥'should make out the form .-
of the riga and estabhsh it Tn the above manner. Ragalaptl.
" has ‘Ksetrasuddhi’ and@s without tala, By Ksetrasuddln':"-'_-_
is meant the pumtquf “che riga. Because the raga is ﬂle'.'-__---j_f?
origin of gita (Song or. prabandha) it is called ksetra. -
- In riipakilaptirthe raga is briefly. developed with tala and
also with titfff 7].. /By pratigrahana is meant the repeated_'- el
catching. Q{*the sthiyin in the riipaka in various ways. The." .

above, exhaustive treatment of zlapti by. Parévadeva has a_
' ciose ‘resemblance to that of Sarngdeva ‘but- differs in- -
sevéral respects, zis.; in the enumeratlon of more var1et1es, it
in the manner of the use of vadi, vivadi, etc., and also in the
jmtroductlon of new terms. 11ke Ksetrasuddh1 etc 3

“Before d1scuss1ng the Sang1ta Ratnakara wh1ch
outstanding becatise it containg a dzgest of the theories of :
the predecessors of Sarngadeva and guides all his sitcces-
sors; it isuseful to take account of the contribution of Tamil

_literature to the theory of alapt1 The Sﬂappadlkaram_
0 | .
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" and its commentariés are the most important treatises and
practically .the only books which are available now.
Though the original and the commentaries are separated
by nearly 1,000 years, and the commentaries réveal the
infiuence of Sanskrit books to a large extent, they ¢an be
taken to represent together the Tamil or Dravidian
system of music. This system has had very important
contributions to make to the present system. In facQ the
latter is only a development of the former. Im‘com-
menting on the verses in Arangé&rrukadai of(the Silap-
padikiram, Adiyarkunallar elaborately explains alapti or
alatti as he calls it.* He states that when first one begins
to sing it should be with the consonant‘M’ and when the
music is developed it is by the use ofleng and short letters,
They are called accu and pﬁraua'.ﬂ\\Accu is rendered with
tila and piranai with dance. oV%hen alapti is rendered it
is by tennd or tend, or com];hiing them into tennatend. -
(These vocalising syllabléé‘ are important and will be

SN g

1. Inthis connectiqp{ze quotes the verses i—
wosrd 5 Qepmp s@5 raun
LI& 5EN Qarier Lirifls m—Blafiors
Opergy QpeQasrw ur®alr ewer 45
WY . - . »

- wemepalé Qréaidr aes.

N m s @lwE s Carr Gag i o
O Bararisg wisgré  peGonr®—rd s

AN fonggr Coae Egrardsr eflarduns
N . .
N\ - arerg 5 arr Qe e8!
"' H¢enumerates the sthinas and kriyis thus:

' Qupigrar Quiirae : Gegses W-b sré@n ppd®GL T
@dEis 2pBb LIdgb sey@uer dma. @fawsQalraear 3 a@f
S0 LBEF _r;aﬂgs’ﬂ slsn Gogow ool e@ @ sgrig aar olea.

Qther interesting details are found in the Arumpadavurai and reproduced
. by Adiyirkonallar ; in explaining .smﬂ@jms&m B Arumpadavuraiydr says:

. .‘\@myﬁ:qa}aﬂaﬁr Yorghl Mags Lenerliane apIgh GpED
ePwuis (el Ampaps Gavpys SByenowy aadeus Quslarn Fwei
a:m:mmr@ifw _ ré!a%mmig. @mwgyw LER@m UtGUIL R Gyapn s &
HTeT S Sreargtode algomis dpo gar sallel Qs
@55@5‘7@-6&.\5’»&5 QreeEY Quer p avrp,”” ' o :
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discussed under Sarngadeva) 'There are 3 kinds. of
alatti, vz, Kattalatti, Niravalatti and Pagnilaiti. The
first is rendered with accu as already stated; the second
with paranai without losing colour; the third is rendered.
solely with reference fo the pan.. There is another
laksana for alatti, iz, it is to be rendered with the five
vowels long and short. Among the 18 ¢onsonants besides
M, N and T, no others are used in alatti,. Among these
three consonants the Ma variety belongs to $uddha, _the
Na variety to saralaka (or silaka) and the Ta varietf to
Tamil. The musical sound rising from the Muladhara
becomes alatti, and is called i8ai and pan. - Becauge'it gives
colour to the various iyarpas, it is called iéai.(;BeCause it
is rendered in the eight sthinas (like thé\tongue, nose, -
lips, teeth, etc.,) and by the 8 kriyas (edutal, padutal,
nalidal, kampitam, kutilam, oli, uruttu and takku whick
are named according to their meafisg, and - which can be

taken to be sthayas or gamakas), it is called pan. All this

takes one by surprise because: these are some of the funda-
mental factors which determine the dlipa of Karnitic
music at the present da,yg “And many of these details are
not mentioned m\\Sanskmt works, The wvocalising
syllables “Tennd f€na’ are remarkable for their survival
down to the pesént day. Though the Sanskrit books
recognise tenn‘akam as an anga of prabandhas, they do not -
make it tlie*vehmle of 3lapa as it is done by the Tamil .
authors (Cf. Sarngadeva). The initiating and the clos- - )
mg«notes, and the sequence of svaras in. the progress of

1. As contrasted with the Tamil systerﬁ which lays down the rule tfaat .
lapti is to be rendered by the syliables {ennid tend, the Sanskrit texts do not

mention any such dictum. Nevertheless, some of them contain valuable refer- - -

ences to the letters used in the elaboration of the raga. For instance Narada

in his Safigitamakaranda. says that rigilapti consists of  tannana eifc.. '

(Tmrefaaaiy).  His statement  qur@esa@E@ET@: - ¥R Iy
can be taken to mean. that a raga, by the use of tannana, tita and suck other
vacalising forins, is termed *Gabda’ This is significant. .

Piarévadeva refers to the Iettcrs used in thc SdksaraIapn (V:de p 71) as
follows i— .
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o song, Were all made the subject of regaulatlon by the Tarml
wrﬂ,ers . PR P _ s
The Sanglta Ratmkara deals w1th the subject
exhaustlvely and its. authority is followed by ‘all subse-
' quent. writers, Kallmatha in-his introduction to the Jati-
prakarana pomts out ‘that varnas and alankiras make -
- up the act of singing as much as they adorn it. Sarngadeva :
: gives 13 Iaksanas for Jat1s, which are as follows i— N

. Graha -—-Th15 is placed at the commencement of“a, song.
: Where either of the graha-and the arhéa is mentmned it is
- understood that both are meant. Kallinatha says that there- -
forei in each jati, thete are as many arhsas @s there are gra-
~ has.. Slmhabhupala in his commentagfon the Sangita
_Sudhakara., asks what the difference.is between graha and
arhfa 1f they are to be employed ddentically. He answers
: _"by saymg that by arnéa the Vach ‘alone is meant, but by
~ graha is meant the 4 kinds, of notes called vadi, etc. e
_ 'adds that the athéa is pred@mmant because it generates the
raga’ and the graha is u‘mmportant ﬂ'llS is the dlfference

Thls is an. lmportant\pomt

Amea is defx@ed by Sarngadeva as the note whmh
mamfests the Sweetness of the music, whose samhvadi and
.anuvad1 areNmimerous in ‘the vidari, from which the dis-
L p031t10n af\the tara and the mandra prayogas is arranged

. \\\ o ;
N & g st gtar&rt I
Tﬁﬁt&ﬁﬂ i
iy afy erell: anlR fared g
Surpnsmgly enough Sarfigadeva says nothing on th:s topxc, hut only

r_efers to the absence of aksaras in gamakalapti.
Somanarya repeats Nirada’s definition of Rigdlapti thus:

‘twnwaﬁra. _ _
B In the Sanglta Narayana, the following i mterestmg statement is made:—
ATSTY - THR: . ORI m%gﬁmmm‘ AR~
ﬂfﬁq"ﬁaﬁmﬁ 1 Deﬁmng Suddha alaptx the author says,
STETHSH Hmmﬁnﬁf TR | m‘i:mmag ‘arr@at ?rtrmvatﬁ%-
ﬁiﬁﬁf‘v‘ﬁf 31?[ oo .
Ewdenﬂy here Ha rmayaka. has quoted frorn the Sang:ta Ratnakara
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whxch is 1ts own’ Sade.dl and the anuvad1 of wh1ch is a
different - note, which comes in the capacity - of nyasa,
apanyisa, .vmyasa, sanyasa and graha, and which is the
‘vadi and numerous in use. Kallindtha shows that the'_f:
sweettiess revealed by the. amsa is niot only -that of indi- -
- vidual notes but of the entlre musical piece, dnd hence the S
_ word ‘Geye’ is used i in the definition.*  He pomts out that'-. o
“the copiousness of its use is because of its assumption: o,
the roles of apanyasa, etc., and’ quotes Bharata’s: sloka- L
giving the 10 laksanas of the arisa. Kallinatha also brmgs L
out the difference between armga and graha by dooting -~ ~
Matafiga who says that athéa is the vadi alone, while graha - o
can be the other 3.of the 4 varieties. vadi,.ete) - Simhabha- . -
pala explains that by the vidari is meaJ{t d section of the
song, and that its two varieties gitavidari and: padav1dar1 B
will be discussed by him in the cosiiéntary on the talad-
hyaya (which is not available) . Sarngadeva g‘lves oopmus o
usage as the 1nvanab1e laksana of arméa. S
Taravyavastha. —Slmhabhupala writes a 1uc1d com- -
mentary on the ongmal verse treating of this laksana. The
note which is the arig4 ih the madhyasthayi is to be taken .
in the tira octavepa }n}i from it the ascent can be made up -~
to its fourth natey and not above, that being the boundary.
Below that the\sancara can be made .accordmg to the option -
~of-the sin ‘Simhabhiipala says that evén omitted notes
are mclut{géﬁ in the tara octave, and draws attention to S

AN\ \ :[‘he commentary on: Kallindtha says:i—
A REREE I :
 WRrEETET @ (H)wamﬂm il Wrﬁq‘t’s ?ﬁi _
Tdogas T AT maﬂ%ﬁm ﬁmﬁﬂlmﬂ ﬁ"(l_dtluﬂcq-:_
EIEAE G ammﬁﬁmamqmﬁwwa(m) ﬁm‘%m‘a‘m El%n'
TW\I‘E..'..!
In this passage Kallmatha explams that if ‘arhéa’ is deﬁned as mamfest-_ R
ing sweetness without any quahﬁcatlon, its power to manifest sweetness-__-
‘would be applicable to 21l svaras without any distinction, Hence he- pomts..'-
out that by the use of the specifying, adjunct ‘a'[z]" the amsa’s fum:tion of._.-_;
manifesting the peculiar sweetness characteristic o_f the dlfferent groupmgs_ p
of svaras (in the musical piece) is mdlcated e T
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Bharata 5 admxsswn of taragatl t111 the fcmrth ﬁfth and -
seventh notes. - : ‘

Mandravyavasthé.—'Simhabhﬁpéla explains : that
from the arhsa of the middle octave the descent should be.
made down to the arhia in the mandra octave, or up to the
nydsa or the notes Ri or Dha in the mandra octave
Wlthm these 11m1ts the saficdra is optional.

N yasa is used at the close of a song. Accordlng to
Kallinatha this note brings the song to a close by its own
-authority and independently of other factors’ Simha-
bhiipila writes that the song closes on or wlth this note.!

Apanyasa closes the vidari or the Jithb of the song.
According to Kallinatha this resemble$nyasa by its closing
the intermediate divisions of song\ \\Slmhabhupala quotes
Matanga in support

Sanyasa. — Thisisa note: Whlch is not a vivadi of the
amsa and this closes the first vidiri. Slmhabhupala
quotes Matanga to this ffect. '

Vinyasa emsts &n the sides of the parts of v1dans
Kallinatha pomt‘s\\out that vinydsa is the note used at the
margin of grotps of notes which-are varnas and alatikaras
and parts of\¥idaris. Since the vinyasas could be any note
whmh is.f0t a vivadi, their number is not-given.

Béhutva is of two kinds, namely, by alanghana and
abhy&sa which are synonymous with vadi and sathvadi
(tespectively. - Kallinatha says that lafighana means the
touching of a note very slightly and the incomplete mani-
- festation of the note.  The reverse of this is alanghana,
t.e., producing the note in all its fullness which is one kind
‘of bahutva. The other is got by the constant or frequent
repetition of the note. ’

L SligsnemEs T ST rAEAaTE Wy ang: | —Katfindtha,
- Ieg WAGATER:  WACE AR W WK W W@ WA
e WS AR Y a1 A E: | —Sirhhabhiipata.
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Alpatva is achieved by anabhyasa and langhana'

- which are the exact opposites of abhyisa and alanighana -
defined above. Anabhyésa is held to be applied to notes
 which are not arhdas and which are to be omitted. =

Sarngadeva says that the touching of a note slightly is
langhana, and is often applicable to lopya or omitted notes.
Simhabhtipila in his commentary adds that it is the view of

- some that langhana is applied also to notes which are not
arhéas. : A
Antaramitga is used generally in V1krta_1atls Kajh-
nitha explaing that this results from the varled “and
beautiful combinations with arha, graha, apanydsa, etc.,
(in aroha, avaroha, etc.,) of notes which are applled in the
two kinds of alpatva and which abanddfi)their allotted
places of nyasa, apanyisa, vinyasa, sanQ{asa, graha, and_
athfa, but come in between any two of them. These combi-
nations are beautifully equippediwith tinas, ete., and
consist in some places of anabhyasas and in some other
places of lanighanas.. \ '

By Sidava is meant @ prayoga of 6 notes. Kallinitha
says that among the 7 1Qtes, when a note is omitted accord-
ing to the rule of lakgamna, the music got out of the remain-
ing 6 notes is szdava. - Simhabhfipila is of the opinion.
that this Combmatlon of 6 notes is called sadava because it
protects (reveals by emphasis) the jatis, etc.® It is also
mterpretéd as a combination made out of 6 notes. Simi-
Iarly audava means a grouping of 5 notes.

\ Jt will be found that almost all these laksanas, except
thése which are peculiar to the music of the jatis, are
features of the present day music. Matanga’s assign-
ment of the 10 laksanas to rigas remain almost intact even
to-day. '

L ‘gyg WY SROTLHTAR aﬁamw&immmma Uity
e - —Kallinatha.

vz fafem ¥ w4 SieniR aaia wha Y owEan e
—Simhabhiipila.
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In the Ragavwekadhyaya Kallma’rha ‘Deglns wzth the .

remark that the 10 kinds of ragas derive their name from

their characterlstlc of pleasmg and ‘quotes- Matanga’s
. definition -of - ‘raga’., - Gramaragas ‘are divided into 5
- classes. accordmg to the 5 gitis. Among them the Suddha
giti consists of. stra1ght and smooth svaras; the Bhinna of
‘subtle and crooked notes and sweet gamakas; the Gaudi of
deep notes ‘with gamakas in the three octaves and svaras
sportive with uhiti (this according to Kallinitha indfeates’
mandra notes) ; and the Vesara of restless movemen‘t in all-
. the three octaves, with uhatl kampitas, notes in the mandra
‘octave, and quick movement. The Sadharana shares all
these characteristics. These gltlS have their apphcatlon to
notes and are different from Magadh1 ‘and other gitis
 which are mainly concerned with! pada and tale. Kalli-
natha points out that 5arngadeva,}1as defined the five gitis
" according to the view of Durga He refers to the g1tls
mentmned by Matanda and Bharata.

In the second prakarana of the Ragadhyaya,

o alapa etc whlch a?e common to all the ragas are stated..

- Sarngadeva deﬁﬁes that in ragalipa is found the manifes-
tation of raha arnsa, mandra, thra, fnydsa, alpatva,
bahutva, sa %ava and audava > Kallinatha commenting on
‘llhIS gs'that only. the laksanas already defined have their
apphéahon in the piece of music alluded to. This distin-
gmshes dlapa from prabandha coqslstmg of dhatn and

S aﬂﬁrmam o tm“a A _ i - Kallinatha.
For Mataniga’'s deﬁnmon Vlde N ote 2. Page 65. -
2 ?IEWR‘TU!? -mm’mqqﬁwr 1
EH_‘T(EI'E!T Elgtfﬂq EIIE’EIF@FTFUW n

ST R gE T SR 0 | —Sarbgadeva.
- Explammg the passage Kallingtha says:— '

PR 1) iﬁirmﬁaﬁﬁnﬁ'wﬁﬁ FETHTARTA a1 1§
quqsrmmmr;m I oewa. arfﬁa?:f%m:m arar aaﬁtl . .18 @&

aﬂﬂrﬁ:ﬁmr ST i“gvzm v
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' _angas - Kallinatha, points out that by the abhlvyaktl’ of
the raga is meant the ‘Gvirbhava’ or complete exhibition
of graha, atida, etc., and not merely the manifestation of -
the form of the raga. The latter is the characteristic of
alapti which is defined elsewhere and from which alapa
is distinguished. The assemblage of the notes defined
above is raga-alapa.

Riipaka is the same as alapa, but in it the pieces OF,
parts or divisions of music are separately sung. Tha:c is
to say, Kallinatha states, the dlapa proceeds in its entirety
without stopping at the apanyasas. (It is a whole, and
not divided into parts). The same &lapa when it pauses
again and again over the apanyisas and prebeeds thus, it
is known as the rfipaka.’ By this we dinderstand that
the alapa was used to indicate the elab@ration which gave
the impression of the raga as aMyHole and the riipaka
to indicate the elaboration of the riga in detail by the
individual treatment of its numerous vidaris.

Samgadeva defines ‘Aks:lptlka as made up of svaras
and padas, sung accord{ng to Caficatputa and other talas,
and adorned by the\r\hree margas. The pallaw receives
similar treatmentdat“the present day. Kallinatha states
that this is a ydfiety of nibaddhagita. In it any one of
- the margatala\s s applied. In this is used one of the three
margas, v{\z., citra, etc., and this is sung according to the
rules applicable to jatis. The svaras sa, i, etc., and words
arg. a.rranged init. Because the padas and talas are thrown
uPyas it were, it is named ‘aksiptika’. Thls is so consider-
ed by Matanga and others. ' :

For some of the ragas karana and vartani are given,
and these are defined under prabandhas since they are °
variations of the latter. Sarngadeva says that according
tO'Mataﬁga and othefs rﬁpaka is used only for bhisas,

1. mmswtmsﬁﬂw ﬂﬁ E’IIE'T‘:I 1 ¥ ug- mﬁ BEcc)

i P —XKallinitha,
11
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v1bhasas and antarabhasas Kalhnatha Jnfers that they
are not used m gramaragas and raga.ngas T

In gwmg ragaprastaras, barngadeva uses d11°ferent'-_'_-_ .

names for the divisions of alapa.’ They are of great inter- -
est. ‘For Suddhasadharita he gives ~ aldpa and karana;
for Suddhakaisika, alapa and vartani (or vartanika as it
is called elsewhere); for Rupasadhara,’ "alapa, karana
and again 3lipa; for Narthariga two karanas; for Reva-
~gupta, alapa; second and thlrd karanas; and for Trayana,
alapa and rupaka T = o\l :

Ny

In commentmg on Suddhakamka, Kalhnatha quotes
Matanga. s dictum distinguishing ‘raga’ from ‘gita’ namely,
that ‘raga’ is the combination of notes according to the
10 Iaksanas——-—graha, athda, etc., dud that gita means. -
Dhruva, etc., conszstmg of 'r_hose évaras, and also talas,
parts and four angas.

. Kallinathz makes Very 1mp0rtant observations con-
cerning the Iaksanas of-the Desi ragas current in his time.
- (They are significant’ from the fact that he wrote two

-centuries a{ter Satogadeva, Headded a list of Deéiragas
in his commentary and he represents the art of the Vijaya-~
nagar. emp1{e) According . to him wherever tira and
mandra\ules are not mentioned, the saficara is unrestrict-
- ed.; ‘His' remarks about the distinction between Sadja and
' _Madhyama grama ragas are of immense importance

© Gihee they explain the progress of the art from grama

. music-to the music of: the present day. He points out the
various differences between the practical and theoretical
aspects of De§i riagas and he, knowing the truth about
* the views of Matafiga and others’, as he says, writes to
- reconcile these differences. - Because they are Defi it is
- not a flaw if they do not conform to rules. They derive
. their title ‘Ded?’ because their development is accordmg

-to the will of the singer and their one effect and aim is the
: ;-"'-:_(_l_ghgh'ung of the minds of the people in different countries.




In th1s connectlon An}a,neya is. quoted as saymg that DCSI_
rigas. do. not cotiform - to the rulés of srutl svara, grama,-

jatis, etc., and that they take the compIeXJon of the modes - ::
of deferent countries. . Kallinatha:says that in vadya and o
“nrtya also similar: sancara or eIaborat:on at will results'in .

their becoming Desi. . I:E they are restramed by rules the
gitas become marga.’ - .- R S
AIap’u —~Ragalapana, accordmg to Sarngadeva, is .

: dlaptl or the manifestation of ‘the riga. . It is of two kinds,
accordmg as it pertains to riga or rupaka Kallifdtha
very: elaborately discusses . -the etymology of - the word
- dlapti and arrives at the conclusion that whed “alapana’ -
indicates primarily ‘disappearance’ (Tlrobhava) it means'.',"
the same thing as'alapti: ‘when it indicated¥manifestation’
(av1rbhava) it is synonymous with aJapa. ' According to
the context, he points -out: that, prakatikarana conveys
the same sense as alapti: it m_eans that the apprehension
of the raga is possible to sonie extent, . Alapana also
denotes the same thing. - In 'other words he says -dlapti
and Alapana are synonymous and a réga, mamfest ’
already, is . hidden by-the use of a beautiful variety of
varna, alamkira, ‘gamaka -and sthayas in, profusmn
prakatikarana - mdlcates this concealment of the mani-
festatlon of the raga.’ ' ' '

1. }xpmentmg on the deﬁmhon of melap'ika ‘a vadya pra‘nandha,
Ka!hnatha‘s tes that the exponénts of mere laksya (as opposed to lalsanal) -

were knbwn as  faerEeE,. and adds that they were cilled - AT
by the Kamatag (TW W GW | Eﬂ?ﬁr 'm'TEE ‘T?ﬁﬂm RTEI' EE'T!TEI': .

7%+ 1), The use of the Kanarese synonym is very, interesting and shows -

that the distinction between Laksana and Laksya (in other words’ marga
and defi) was as live an issue in Kallinitha's time as ever.- - ..
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a4 THE-RAGAS OF KARNATIC MUSIC. ' [Cuar. -
Ragalapti “is independent - of riipaka (which is'a
prabhanda). It has 4 svasthanas, which are the p’lacés .
of rest for rigilapana, like mukhacala, etc. o
That pote is called sthiyin where the raga is esta- -

_ blished. . Kallinitha shows that it can be one of the 7
notes of the octave and is the athéa svara of the raga.
The 4th note from it is called Dvyardha and Kallinatha -
reckons it as the 4th in ascending order, including even
a varjya note when there is one. Movement (calanain
which ' means “display’) below this dvyardha isf called
mukhacala. -This is the first svasthana; movement in the
dvyardha svara with nyasanam (or reaching ‘the nyisa)
is the second. = The 8th note from the sthagisvara is called
the dviguna, and the notes between the dvyardha and
dviguna are called Ardhasthita. Moy ‘ment in the ardhas-
thita with nydsa is the third svagthdna and movement in
the dviguna is the fourth. R&ghlapti consists of these
four svasthanas. . o - '

R

" Explaining the foregoing definitions by Sarfigadeva,
Kallinitha says tl‘éat,oiﬁ the first svasthana not only the
- notes below the du¥ardha down to the sthayin but also
those b'eloi;v-tlif} Tadter are used, since the riga is not mani-
fested in a sipfe;ie note. By the cilana of mukhacila is
meant the-siiging or playing of each riga with its appro-
priate gamaka like sphurita, kampita, etc. By all this is

indjcdted the' singing by beginning at the sthiyin, and
aking the dvyardha the limit, using all the notes below.
it"in whichever way is stitable and making the sthiyin
the final, .., closing on that note. The second svasthina
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IV.]. THE STRUCTURE AND THE ALAPA OF RAGAS, 85.
-is the same as the first: except in that it includes the
dvyardha ‘also in the calana. The third .svasthina ex-
cludes the dviguna and covers all the notes below it, closing
on the sthiyin. In the 4th . svasthina, the dviguna is
meant to include the notes above it also. All of them are .
made use of and the sthayisvara is the closing note. -~
Saragadeva concludes rigalapti by remarking that
the establishment of the riga (the ‘sthipana” of the rigad>
is-accomplished by the limited wuse of sthiyas, bright,
varied and permeated by the jivasvara or athéal (OO
Kallinitha says that the import of the above-passage
is that by the application of the 4 svasthanas @nd by the.
mse of a few riga avayavas (limbs of \taga) in the -
elaboration of the rigalapti, the raga Jisimade manifest
instantly, and this manifestation only\seveals the riga to
a limited extent because of the g€ of ~sthayas which
are. common to other rigas\: The expression of
the raga is only partial? He illustrates - this .
by the following two exathiples:—When one Deva-
datta comes towards an gssembly his personality is clearly
manifest, but when desits in the assembly his form is
concealed by being\ mixed with the likeness of dress,
language, eic., ofdothers and he is said to be manifest to
a limited extent,” Again when a pearl assumes the colours
of the Hiﬁt&(éﬁt gems with which it is woven, its mani-
festation §s said to be partial. T
Ritpakalapti is executed by the tila and riga of the .
- riipaka and is of two kinds, namely, pratigrahanika and
bhafijani. The former consists of first rendering a part
of rigilapti and then taking up any desired part of a pra-
bandha (rfipaka), suited to the sthiya treated. Bhafijani

L. W wann SERegWEn: o o
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.."'.THE..RAGAS OF KARNATIC 'MUSIC

.W-_ is of two kmds —-(1) Sthayabhanjam "This cons1sts ef e
the varied treatment of the sthaya {or hmb) of the rupaka :
according to the value of the viéranti or rest belonging to

~ the padas or intermediate (vidiri) divisions of the riipaka. - -

(2) Riipakabhafijani consists of elaborate and -varied
treatment of the entire riipaka including all those inter- =
mediate-divisions or limbs of the prabandha according to
the time measure given above. - Kallindtha explains-'ﬂ:@
the variegations referred toindicate the adoption of seme
alien Dhatu in the places  of the Dhitu. conoef‘ned
When : the ‘entire. prabandha is - rendered . by a - re-
peated use ~of parts in - which -the . thayas and
sthiyas concerned  are replaced by, Jbther suitable .
gamakasg, etc:, it is known as the rupakabhanjam This
replacement indicates the variety., i the Riipakalapti,
- Kallinatha sums up, the raga is pari;l‘y manifested through
sthaya, pratlgraha and bhafij jani. Mt is as when Dévadatta,
.unmanifest in an assembly, becomes somewhat manifest
when he goes about on sote errand, or as when ‘a. pear],
. woven with gems of clfﬁerent colours, becomes manifest
to a hm1ted degree,( \ : : S
Summmg up\‘}arnwadeva deﬁnes alaph as endowed
-Wlth varna and -alankara, -adorned. by gamakas and
 sthiyas, . anct _tharming by the variety of its treatment,
Kallini Yexplains. that the alapti, by means of the four

o svasthsm\as reveals the raga here and there and conceals

it 2y a ma&den ‘adorned by varna, alaritkiara, etc., shows
&nd” hldes her features ‘before her lover. The concealed
- rigais brought out by pratlgraha and - bha.mam - The
~ dlapa always brings out the riga as a male displays his
- whiskers, ‘etc. Alipana or. alapana like. a hermo-
.phrodlte assumes the nature. of both alapti and 3lapa.?
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In the Vadyadhyaya, _ Sdrngadeva not1ces 1he d1s_.".'__'.

. agreement ‘between practice and: theory and observes that' o

the arts are always influenced and dominated Dby practice: |
He lays down the rule that the . regulations regarding
graha, amms$a, and nyasa only are determmed accordmg o -

sastra or textual authority. The combination of other : -

notes (Kallinatha explains them as meanmg apanyasa,.
etc., including antaramiarga) is taken accordmg to practiee -
~and this is not contrary to Sastra. The -differgnces .
between practice and theory in Deéi ragas are to be\recon- o
ciled in this manner in all cases, according to Sarngadeva‘ :
Kallinatha explains that by De$i rigas are meant tagafiga, .
baganga, kriyanga and updnga ragas. Only among them o
is this reconciliation allowed. Among \thargaragas hkei' -
gramaragas, etc., laksana or theory 1{ inant.

It is unnecessary to say thatt instrumental music had o
at that time reached a very h;.'gh state of developmient.
Sarngadeva treats about it i~ a‘very exhaustive manner in .

the Vadyadhyaya. Instrumental music was considered to o

be a complernent and alsd an aid to vocal music. We can
identify many of tht\features of the practice of the present =
day as baving beefhin vogue then. The flutist is directed
to present firstthie tinas of the raga which the: vocalist is.

to sing; he ig'4o conceal the defects of vocal music, so that
the riga Ihay not seem to be spoiled for the listeper. By -

his skilt\ie should manifest the riga even in apasthinas
(thoSe’ that are not svasthinas, defined already) as he
wotlld in the svasthanas like mukhacila, etc. -Gama-

kilapa in an asthina was considered to be a deed of great -

skill. This gamakdlapti was an alapa without aksaras or - .

WMTIEESH aF 97 (O FArasEedl § AMmEgE | sEEread er'fm‘*
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letters and otherwise called prayoga.” The vini was

considered to be second only to the voice but the lutists are
taken to task by Sarfigadeva for having deviated from the

laksana in many ragas. The mardala or drum was used
in alapa. As dlapti was rendered without false notes in the .
three octaves, so-also on the mardala, sthapana has to be
rendered, purely and without overlapping, in the three
sthinas, in vilamba, madhya and druta speed. Kallinatha

- adds' that sthipana otherwise is rendered according™to
jlipa. The drummer should play on the drum imagree-

‘ment with the ragaldpa, and irequently in the course of it
should beautify it with his play. At present’the ragilapa
by the nagasvara player is similarly accompamed by the
‘tavil’, .

Al subseq.u’ent development .'@.\ﬁie theory and the
practice of the .&lapa has pregeeded along this system
expounded by Siaragadeva. It Temains to deal with the
vocalising syllables used ip. alapa It is remarkable that
while the Tamil writersigive the various syllables to be
sung in dlapa Whicg" tally - with modern practice, the
Sanskrit writers doUnot give similar information under
this heading. B we have to make inferences with the
data we hav& “One kind of dlapa, we found, made use
of pada ansl ala and this is a convenient group since the
padas o\ words are clear and offer no problem. But we
must. ‘k\now how the dlapti without words was sung.
_ Erobably it was with the syllables mentioned by the Tamil
'books, because they are musical, but there is no authority
“to prove this. We find in the singing of the Kapala padas
mentioned by Sarngadeva the syllables hau, jam, hrim,
raum, haum, hum, ka, ha, kaha, and bhuntam or
jhuntum, were used besides the regular words of the

- 1. Kallinatha explaining the passage quotes:
- STt TR RISt WA |
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VI THE STRUCTURS AND THE ALSPA OF RAGAS. ®

- song.*" Nanyadeva in his Bharata Vartika similarly deals
- with-the subject.’ ‘These seem to be the survivals of the .
- vocalising devices of the music of an older epoch, , In'the

- chanting of the Sama Veda we find” among -'oth_ei's_the_'--."”
following stobha padas used:— . - - -

~Auhova, idabha, ayida, iya iya, a, ai, hai; au, haw, 6, -

i, hoi, voi, mdi, hum, &hiya, up, has,bibi; hi, hauva, vé, ya,

ha, ham, ha, hi, ya, va, ba, i, u, om, ida, nam, sam anch
- nrmné nrmpam.’  Some of these syllables can be seen -to
be used in the Sfiladi prabandhas of the present das'}.'\' In
the chant of ‘the Githis in the Vedic period syMables like
‘hilly, hi_iIu’,' ‘haimahi’ were used.® 'Comigg ‘to’ modern

fimes interesting information in this confgetion is given -

by the Gitaprakasa, which may be taken to'be representative
of similai authorities. In dealing \(’i_t\h the prabandhas

sung to the Manthatala, the auth:or: gives the following o _‘
grouping of syllables to be sung dfter the sahitya, viz.,,

Ai-Ai-A-idid-ia-a-ia-j@\iyd - tiyi-oi-6-4-4-
4-a[|a-4-a-1-3-3-3-020-4-4-0-&[2-1-6-6-1
-81-4-a-re. These dte explained by the author to be -

meaningless words %&’ for endowing the Gita sung to a
tala with grace andiloveliness. The word ‘Are’ is also used.* -

Loy, %, ?ﬁ;\fi, %¥, €, 3, §, ®7, ¥vE ¥ywd and also gug S
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Anotlier important group of vocalising syllables used
is dealt with in the Prabandhidbyiya by Saragadeva. -
Among the 6 angas of ‘the prabandha namely, svara,
biruda, pada, tenaka, pata and tila, tenaka is important
in the present comtext.” ‘Tena’ is taken to express
auspiclousness. - Sarngadeva explains that tenapdta is a
grouping of aksaras used in instrumental music. This- -
heightens its importance. - Tenakas are extensively used
in prabandhas. In Ninyadeva’s Bharatavartika, Karmag
patatana and other similar patas are given as well ds
tenakas. In .my opinion they have survived filidthe.
present day. - Now they exist in the form of-‘tanam’
singing. The tenakas used according to tala in praban-
dhas must have been employed in alapa without tala and
gradually become the tanam familiar_to-us. To support
this view in some places in Malab{f,\_ahd elsewhere and

among vidvans of the old typesigho represent classical
tradition, we find the practice of Singing tanams according
to tala. (The térm ‘Tenaids also used in some of “the
prevalent prabandhas). STanam’ (in the modern sense
of the term) is'_not'r{lén'tionéd in the Sanskrit books but
the syllables given By Adiyarkunallar as sung in alatti can
be combined tonform the word ‘tanam’. In Tamil alatti
the syllables {fenna tend’ are used, and they resemble tena
very closelyn Putting these facts together it is possible to
infer that the word ‘tena’ which is of hoary age kas been
extggd%d from its use in the prabandhas and ‘utilised in
_ordinary alapa (without tila); and that by the authority

1, waedisemiy v2 a8 @ e 9w
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- IV.] THE s*fRUCT_URE‘ AND THE ALAPA OF RAGAS. 91
of convention it has become converted into' the syllébie ’
* ‘tAnam’ which is now interpreted -as being a transformed
and abbreviated form of the word: ‘ananta’. The
‘tanam-singing’ now preserves two features which have
come down from the old theorists, f.e., it is a development
of ‘tena-singing’, and the tila regulation of the tena now -
features as the arrangement of the tinams in a rough
kind of rythmic groupings.® S A
- Haripala, the next writer to be considered ‘hereain
his Sangitasudhdkara gives -the limbs (avayavas) of
jatis as 15. They are as follows:— | \"

%3
S

1. Even Vefkatamakhin sticks to the old definition of -fg&'na"as indicating
the elaboration of notes. His definition of the ‘Suddha ¥aga’ as expressin-:
one single riga, and of ‘kii{a tina’ as manifesting the identical aspect of a
pair of rigas is interesting. "He writes as follows 175\ :

“ frgemasyar @i woeEE WS
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The atthor of the Sangita Kaumudi {circ. 1900 A.D.) states that the
Ragilapanam is to be renderedBy*beginning in the madhya octave, anq then
proceeding ta the tira octave,\, Next the saficira is to be ecarried on m_thg .
madhya and mandra octa¥es and finally in the madhya octave. The _Bhavaf
and miirchands approprigte for the raga as well as the three ka_las, v‘d;amba_’
madhya and druta shbald be used. “Tahanam’ (the popular term for ‘tanam
accepted by the authior) is explaineii tI‘lhus — o -
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The tahanam (tanam)is'to be sung in the 3 octaves by the frequent use o

the word "ananta’ (2 name of God) with the aid of t_he lg';lterlz, an t];; lfzsdiséa:
kila. The proper bhivas and mirchands of the raga s oud b eth guthor)
This method is common for the 32 ghanarigas (enumerated by ‘tue am’ (Dl:
This definition serves to explain what is at present ren@ercd as ‘tan

colloquially ‘tghanam’). :
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fGraha is. the note sung at the commencement of ‘the -
" 3- song * Arhdais the same note surgg repeatedly Harlpala
dlﬁerentlates ‘the graha from the athéa by the plurility of -
 the use of ‘the latter; and while the form of a graha is
single,.e.; Whereas it'is: conﬁned to one note, the ‘arhda’s

forms. are ‘niamerous: The. nyasa note returns after -

~ repeatedly touchmg its upper note. - The apanyisa note _
- maintains the colotir or form of the raga which is rende{ed '
The vidaris. are met with in. the middle of the nyasa and
the apanyasa “When the ariifa is used only twe e three .
- times it is known as alpatvam; when the arhsa 1s‘used many
‘times it is known as bahutvam. Graha anﬂ apanyisa, he -
_ says, are of the same form. The smgmg of the higher. -
notes is called tara, and the singing o the lower notes
mandra. Sadava is the use of &)fotes, audava of 5,
khanda: of 4, ardhakhanda of 3 Qnd leuda is the use of 2
-notes (this is -also spelt in the origital as kréa, which
- seems to be right as indicdting the small number). Th_e
varnas and 33 alarikirag ﬁr’c mentioned by Haripala. The
4 kinds of notes are ifiterpreted with reference to the raga.
Vadi is used plen,txft\ﬂly in the place of the note (svaras-
thana) The sa\nvach is that which does not break or
mar the rigap, ~When a note is used in agreement with the
riga but whlch is found in anothér raga itis anuvadi. If
-a noteyfars the raga which is rendered it is called vivadi.
Withthe foregoing account is to ‘be compared the
' 'deﬁmtlon of Sarngadeva - '

\

Accordmg to Sarngadeva the note wh1ch is profusely
used is vadi.. Two notes separated by 12 or 8 &rutis are
samvadis.~ Ni and ga are vivadis of other notes or of ri
‘and dha. - The other notés are anuvidis.! SimHabhfipala

1, 7T RIIWIE AT AAACATC (|
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j_'jm hlS commentary explams that the vad1 is synonymous'
L w1th the arhéa and that this brings out the individuality of = .-
- the raga . He: pomts out- that Matanga and Dattlla"-'
: -.__separate samvadls by 13-and 9 $rutis, and that they may
- be taken to mclude ‘the sarhvadi érutis also and that hence.':' N
the two views are.réconcilable. Discussing the use of the
- sathvadis,"he gives’ several instances to show that when a
note is the arhda in a séng its sarivadi can-take its place, . "~
without i 111_1urmg or marring the riga.’ - He points ont that =~

 Matafiga  gives - the riotes separated by ‘two Srutisdas

. vivadis.” Accordmg to S1mhabhupala the - state, of vadi,

- samvad1 and “anuvadi is destroyed by the \hvadl He

-explains that the anuvadi establishes or flfils the-ra'ga'-" 8
which emerges by means of ‘the vadi, ete)” Vadi is com- = .
pared by Sarfigadeva to the ruler] o‘? a kmgdom the
samvadi to his minister because-it su;}ports the former, the .. -
vivadi to an.enemy, and the anuvadl to the servant as it -
subserves the king, and. the;, mm1ster - Matanga’s -expla-.
nation of the.terms’ is glven by Slmhabhupala ( as shown

. above) N T i SRR

Accordmg to \%ﬁfngadeva the regular ascent and _
deseent of 7notes 1s * miirchana.™ " These "are 7 for'each -
'.grama Tana& are murchanas with 'S5 or 6 'svaras. The_.;'- -
complete and\mcomplete miirchanis by being permuted in -
irregulafilorder  become . kiitatanas. The- method of
calculating’ their ‘total number is' given.: ' Simhabhiipala
' pomts out that the miirchanis aré used in the jati ragas
and bhasas, etc.; and that the tinas are used to’get. the' e

dxﬁ'erence of the 3at1 rigas’as betveen the two gramas

To réturn to Haripala, he quotes Tumburt as statmg-_
that the miirchani is the smoothness of the érutis. - This. S
‘can. be mterpreted as the soft intonation of the sruﬁs or
 the smoothness of then- effect on the ear.’ I—Ianpala also

L s et _'ﬂtararmuﬁaﬂemgm{ noo
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quotes Kohala ‘as saying that the mirehana. makes the -
mind of the singer and the listener bathe in the nectaregn_
lake of the riaga® The names and forms of the
mirchanis, he says, are not repeated by him as they are
of fixed form and have been described by other authors,’
© ‘What is striking here is that the definition of the miirchand
shifts the emphasis of the term from a grouping of seven .
notes to their musical effect. By miirchana we' mean
to-day the colout. of the riiga as embodied in asp*rayoga
and not so much the number or mode of ascent.ér descent.
of the notes. To-day we do not mean by ‘the miirchand
the regular ascent and descent of seved fotes in a riga.
This is noteworthy. The ascending drder of notes alone
according to Haripila is called {gna. These definitions:
are peculiar to the author. ~ ’,\ S
Laksminadrgyana in his: Sang1ta Siiryddaya follows
Sarngadeva in defining murchanas and tianas. He gives
the mirchanis of they Gandhflragrama also. Among
tinas besides sidaval a_nd audava he gives arcika, simika,
and svarantara, ,(The varnas and alankiras are men-
tioned by him “a5 well as the 13 laksanas of the jatis
according to (Sarngadeva.
In the Gltaprakasa the excellences of song are gwen
Grahgt)\laya, vati, manam, etc., are mentioned. The music
origihating merely on the notes is called Dhatu. Mata
,mdlcates the sihitya. The author calls the sweetness of
Nthe riga obtained (on the strings) in the 3 octaves by the
name ‘Riga Ramyam’. He mentions $uddha and vikrta
jatis, and he is to be understood as implicitly accepting the
jatilaksanas. For rigas he mentions amia, lﬁpya-
svaras, etc, ' i

- Rimdmatya in his Svaramelakalamdhl does not deal
separately with ragalaksana, but makes mention of a few

1. myardqny @@ TETATE gHE: ||
: wrAf AvaEt iy wEErE 6 | o
. . ARG A T W SN RES: () .. —Haripala.
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laksanas in a verse which can be translated thus:—<Al
the DesI ragas originate from the Sa;djagrama. In these
(Desi) ragas, because they arc Deéi, the graha, arhéa,
~nyasa, mandra, etc.,, and the. division iht_o sadava, audava
and piirna may, or may - not ocaur (4.c., they are. not
governed by any fixed rule).” Nevertheless he gives
the definition of a number of uttama, madhyama znd
adhama ragas, following the theory and practice of musie;
as he says. In giving the laksanas of ragas he does not
mention anything beyond graha, arhéa and -nyééﬁ:TT' A
peculiarity of the ragas is that the majority of thém have
- sadja for all the three laksanas. We _are'ie'ft“ to infer
that, since the apanyisa, vinyasa and sanyasa are not
mentioned, these were not looked uponsa8 important and
that these were not given the sameﬂ}}uthority as in the
‘grima’ music of the jatis. But ‘suéh indispensable and
easily definable Jlaksanas like, ‘e alpatva, bahutva,
tira, mandra, etc., might hayé-been given for the ragas.
This lack of completeness ifi ‘definition we find in almost
all of the writers of this\and subsequent periods. |
Somanitha basesBis exposition of this subject on the
prificiples enunciat:a‘m the Ratnikara. Like Ramamaitya
he divides riga$’ifito uttama, madhyama, and adhama.
The uttama pdgas according to him - are fit for alapa,
alapti, an’d&fﬁe rendering of the prabhanda called vastu.
He deﬂn‘e? alapa as consisting of the manifestation of
grahg; ’aﬁs’a, nyisa, apanyasa, mandra, tira, alpatva,

1. According to MSI._ No, 13031 of the Madras Oriental ma.r;uscrigts
Library, the text is

2RI g TESHAEERAn | o
AErATERRIRRISA (e U 1) o
efrem wAAg T KPR S
In Mr. S. Narayanasami Aiyar’s edition of the St:ziramcla-kalaneidhi,
instead of tf"ﬁﬁ: in the second line of the above quotahof‘t we find QUIFnz,
‘Iﬁ?IT can be admitted to be the better of the two expressions.
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bahutva, sadava, and audava; He quotes Sarngadeva in~
* support and adopts his definitions of alaptiand prabandha..
In defining his rigas he tries to give besides graha, atéa -
and nyésa, the copiousness (bahutva) or otherwise ‘of -
notes, etc. - And in'a separate chapter, by the use of the
remarkable notation of his invention he has ‘tried to
illustrate the saficiras of a number of ragas. These -
definitions, since they give an idea of the gamakas also -
used, are supetior to those of other writers in completefiess
and exhaustiveness. Most of the ragas defined 8y him
have for nyasa sa; some have for nyasa ga, rif{dha, etc,,
_ some have sa for all the three laksanas usually given,

He says that in every riga are found the(graha which is

found at the commencement of the somgy'the athSa which

is copiously used and the nyésa or theMinal, He considers’
that therefore these laksanas along are enough to define
the raga. Compare with this,the importance attached to
every one of the 10 Iaksar_gaj’!i \In a prior age.  His treat-

‘ment of vadis, etc., miircigha, tana, varna, and alafkaras
“agrees in principle with that of Sarfigadeva.

' 'The same caﬁ{\‘bé said of Pundarika Vitthala’s treat-
" ment of miirchdna, tina, varna, alankara, etc. The three
laksanas gr’.aﬁa’,"etc., are given for each raga. He defines
alapti as.aforned by varna, ‘alankara, sthiyas and the
' varie'g’ﬁé’d ‘use of gamakas, etc. He says dldapa is well-
kno\.wh as manifesting graha, nyisa,mandra, apanyasa, tara
¢addava, sidava, piirga, madhya and amsa (10 laksanas). -

Ragilapana is the clear exhibition of the forms of both

of them (wiz., 3lapti and "alapa). Itis of two ~kinds
according to raga and nibaddha. That which is independ-
ent of vastu is ragalapti. This is explained according to
‘the ‘sages’ (and ~ agrees~ with Sarngadeva’s ‘account).

Ragalapti is endowed with the four svasthanakas. If the
vidaris are separated distinctly the dlapa is called thaya.
- Nibaddhakalapti is endowed with the tila and riga of -

~ the vastu.” It is - divided into pratigrahanikd and pra-



il

i THE STRUCTURE AND THE ALAPA OF RAGAS, o7

bhafijanikd (defined according to the Ratnikara). The
~raga’s samsthipana or establishment is to  be done by
charming and very -brilliant sthayas, subtle and varied
svaras, and pervasive with the power of the lifenotes or
atiifasvaras. o _ _ o
. Govinda Diksita marks an epoch. He takes us for-
- ward and gives a turn to the theory of the alapa which has
profoundly influenced the foundation of the art and.we.
feel his influence at the present day. He has given imthe -
- Sangita Sudhi a masterly exposition of ‘the limbg’\of the
raga (rigangas), viz: aksiptika, ragavardhapiy * vidari,
sthayi, vartani and muktiyi. These limbs catbe describ-
ed ‘as an elaboration and expansion of the alapti of the
‘Ratnikara in terms of the musical pradtice of his time. -
Diksita has built on the theoretical{structure of the old
authors.. He deals with tanas,Malankaras, varnas, etc.,
all on the lincs of the Ratnikata. This reveals that the
system of the Ratnikara wa$ ‘not a dead-letter at this time
because its principles weres still active. In fact, Govinda
Diksita even goes to thé'extent of an exhaustive treatment
of jitis and other ¢figas pertaining to the ‘grima’ group.
He mentions the™3 characteristics of the riga and deals
elaborately \\{itﬁ them.! In his definition of the ragas he
devotes gréat” attention to the employment of these
lakgar_las}: "_For_ instance, the nyasa, graha, and ath$a notes,
the vﬁ&i‘ and sarivadi, the derivation of the s3dava by the
meﬁﬁﬁﬁ of the lopya svara and similar details are clearly
glven in the definition of the laksana of the ragas dealt
with by him. Besides these, the treatment of the 6 angas

1. Govinda Diksita says that the jatis defined by him and Fh’e ragas
derived from™them possess the following 13 Laksanas :—-Gr':111a, athéa, ’_tara..
mandra, nyisa, apanydsa, sanydsa, vinyisa, bahutva, alpatd, antaramdrga,
sidava and_audava." '

He defines alapa thus :—

TRl A REHED (4 FAIaE TAEaE e |

JUT EUTAIGEEAE G ARIGITEAA |
T 59 TigEaasiasaiE: § AMSIIRRIATA: ¢
13



08 THE RAGAS OF KARNATIC MUSIC | [CH.&P -

of the riga, which figure - prommenﬂy even to-day, xs'
remarkable. The use of dialectical names in describing

the ragas for example, yadupu, muktayi, etc.,, is signi-
ficant. His definitions of the saficira of ragas are re-

markable for their completeness and precision; he €x-

plams every detail in the singing of each raga. -

His exposition of the limbs of the ragas is unique as
already - observed. According to h1m each raga ha~3\6
limbs, They are:— :

(1) Aksiptika.—In defining this he says’ that the
raga is first thrown up (i.e., revealed) by t_hi.s afga- or
Iimb and is hence called ‘Aksiptika’. @ds that this is
proper. This anga is popularly known d¢’ayitta,

_ (2) Ragavardham —The raga-hich has become
manifest in the dksiptika is develope?l (literally increased).
It is popularly called yadupu Some call this by the name
Karana \ '

(3) Vldan Eas the functmn of dmdmg 2 raga-
_ vardhams .The 2 v1darls are known by the names yadupu
- and muktayl O
. (4) Sthayi “This is the establishment' of the tana
“groups on the {mte which is first taken up. . :
_ (5) Maftani—The collection of the tanas of d:ffer-
ent note; al:lde in this. Th1s is also called the makarml L
; accordmg to laksya. T
- ~O76) Muktay1 —The raga is brought to a close in
ﬂ}}s anga Th1s is well known as Muktayi? : -

. : usmmaaﬁmm rmqmr LOHES G faﬁr'm"ml :
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Govmda glves the deﬁmt:ons of 50 ragas w1th referu_.i-{..fj;'-"'
_ence to these angas. He defends the use of the dlalecucai'-
terms like’ Muktayl etc.; since they are synonymous. Wlth e

the standard tertns of theory 1t is very instructive to"-
follow his dehmtlon of ragas, and to give an indication .

of his treatment, his- description of Natta is explamed'ﬁ"-;,}_-*
here., The Aksiptika for this riga begms in tara sa, des-
cends to madhya ri, from there regularly ascends to tira’
sa by the use of the desired number of tanas, and’ closes )
on tara sa. The Ragavardham begins on the madhya pa,

ascends to tara pa, comes down to ma, uses thnas, and’

ends on madhya sa. ‘The vidari goes up frond the madhya'-_-"-: e
ma to tara ri, descends to madhya ri, and affer the render- -
ing of tanas ends on-sa. Thisis otherwise called mul{tayl L

and resides within the Ragava rdhani\ The second Raga—. s

vardhani ascends to the tira maggoes up to the tara ni, >
comes down to the madhya sa) and after the singing of -
various tinas ends on madhya sa. The vidard of this rises ©
from the madhya ma to td.ff—l ga, comes dow:n to madhya i, ©
and again using tanas. etids on tara sa. The sadja, sthaya-_-:-__'_ﬁ
begins on tira sa, goe‘s up to tara ni, and after the singing = -
of 10 tidnas sevetx@ily on sadja, rsabha, madhyama, pan--:--._;:'i_
cama and nlsada, by including every. prevjous note
and excluding every higher note, and . by. archana "

and ava(c?hana, : ends on. tara sa. :The_'z'_PaHCa'ﬂ.---ﬁ
I Unawfﬁmwnmﬁrww&"ﬁ fadry o
qgrggﬁu?r m‘u TEF"I?H mﬂng{nﬁ mn"ﬂ al%r n;-'__:
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m.asth‘ﬁﬁ (beginmning on madhya pa), madhyamasthayi,
rsabhasth:éyi, and madhyamasadjasthayi (in all of which
12 groups of tanas are mentioned) are described accord-
_ing to similar principles. Each sthayi begins and ends on
the note after which it is named. The vartani begins on
~ the madhya sa, goes up to tira ni, comes down from sa,
and after the gradual singing of tanas ends on madhya sa. -
" This is otherwise called makarini. The nydsa starts on the
tara 11, descends to madhya ri, goes up to tira sagand
‘using tanas gradually ends on tira sa. So also it &very
other.raga we find all these limbs treated.  Moi¢ than
one ‘SthayT" is usually given; in many cases they are 3 in
- number, in some 4. - For Mukhari 5 stha,y,ls are given.

In the light of existing data, thisds the first book on
the present system of Karnitic music to be written in
Tanjore, which entered now inte, a,\new age of renaissance
and flourished as one of the st important centres of
Indian culture for some generat:ons In music as in other

" arts, Tanjore took the lead and close on the heels of this
book followed Vernkatamakhin’s work, which further
helped to decide theshature of Karnatic music as it exists

“to-day. Thus lll\?espect of both the theory and practice
of music, Tanjbre henceforward exerted a predominant
influence. InView of the kinship of the literature, Venkata-
malkhin atid Tulaja will be discussed in siiccession and
then oﬁier writers.

>) ‘As regards vadi, etc varna, alafnkara, miirchani,

’ ctc Venkatamakhin accepts the principles already esta-
: bhshed He admits 10 laksanas for rigas, according to
Matanga and others, viz.,, graha, ara, mandra, tira,
nyasa, apanyasa, sanyisa, vinyasa, bahutva, and alpati..
He defines all of them in accordance with the traditional
definitions. It is interesting to note his definition of
nyasa, etc. Nydsa is the final of the music, it brings the
raga to its final close. Apanyasa marks the intermediate
closes of the raga. Sanyisa is the final of the first division -
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of the song. Vinyasa rests on the edge of the limbs of the
raga like the gita-khanda or a section of music in a‘wholé
piece. He quotes Bharata as saying that in elaboration
the sanyisa and vinyasa are inherent in the apanyasa
note. - So they are not defined in gi ving the ragalaksana;
and the apanydsa, also is not defined, ‘probably becatse the .
author intends it to be used in the llght of laksya.

_ .Venkat,amakhm devotes one pr.akarana for. discus-
sing dlapa, which he popularises in the form expounded by\-
his illustrious father. e says that the iksiptikﬁ\ is
always at the commencement of the dlipas. It.iS.bther- -
wise called Ayittam. His explanation agrees With- his
father’s that the aksiptika casts up and shanifests the
riaga. After thisthe Régavardhani is rendeted, otherwise -
called yadupu. This rears the raga pbich has emanated
from the 3ksiptiki, and hence so- caJléd It is also known
as karana. Then the vidari knotwh as muktiyi is sung.
Because it divides the first and ‘second Ragavardhanis it
is called the vidari; it is ta be ‘understood in this sense in
its subsequent applicatiops.™ "Then is to be sung the second
Ragavardhani, 1t i is L)opularly called the second yadupu.’
Its vidari is the seQ@nd vidari, Then the third raga-
vardhani and the'third vidari are rendered; this may or
may not be sp in some contexts. Then is sung the
~ sthayl. The\s"théyi means that note on which the tina is
establlshéd First the madhya-sadja-sthayi, beginning
on madhya sa and going up regularly to tara sa, is sung.
In- tjw sampiirna raga these form 8 notes, in the sidava 7,
invthe audava 6, and on each of these notes 2 tanas are to
be sung. When a pair of tinas is sung ona note, the
notes above it are not taken, but only the notes below it,
down to the mandra in ascending and descending order.
The vinyasa or close should be on madhya sa.” In avaroha
or descent, the same rules hold. "Two tanas are t6 be sung
in tara sda, and two in tara'ni; pa and ma are not to be
touched ; when pairs of tanas are heing sung on g4, rf and
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"madhy.a sa separately, the lower notes are not to _be SN
touched.. . Accordingly in ascent too the lower notes are

not-to be taken.. .- In aroha the foregoing notes are not to -
- be included; in ar 'oha and avaroha two tanas are to besung

to each note; In the first tana their exit shauld not be -'

made, but only the touching of the note. In the note of -
the second sthana, a momentary patise should be made and”

then the tina is to be finished. These are the rules for the -

madhya-sadja-sthayi. In the same manner those fiotes
among the svaras from madhya ni to mandra sa wihich are
accéptable should be made sthayis; then by way of ascent -
" 8 notes with reference to each of the sthayi‘motes are to- '
be taken, and their foregoing notes aref t0 be touched,

Similarly in, the mandra notes, 4 tanas pach in ascent and -

- descent should be rendered and the\\nyasa made ‘on- the s
sthiyi notes. This is said by Vénkatamakhm to be the -
traditional practice. After ﬁmshmg the sthiyis they are
to be supplemented by theSvardhani. This is- popularly
known as ‘makarini’. ThIS commences on the mandia sa
and the nyasa also isdn the same 1ote. Then the fourth
Ragavardhani andifs accompanying vxdarl are to be sung.
" This is the alap}thksana common to all ragas. ‘Verikata-
makhin addg that this definition of alapa was made by himn
in the 50 (aga -alidpas given or rendered-by Tanappa. It
may be added that though the details of this elaborate- '
' raga,@lapa -laksana is not widely known among the
pracflcal exponents of the art, the influence of tradition-
< 3nd practice has been strong ‘eriough to preserve on the.
Whole the main featrures of the above deﬁned laksana

- Venkatamakhm supplements his deﬁmtlon of alapa
in the thiyaprakarana of his work. - According to him,
in thayas any note of a raga can be chosen as the sthiyi as
is suited to the riaga, and four tdnas are to be sung in iroha
‘on four notes ahead of the sthayi, according to the require-
ment of the raga. - Similarly four tinas are to be sung in '

- avaroha. . The nydsa is to be on mandrasadja; the yadupu
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Of the thﬂ}’a or makarim dﬂd muktaylka are mentloned.
After giving this laksana common to all thayas Venkata- - o
makhin alludes to the thayds composed by Ta,r]_nappa-{._:-
caryadekhara described as gy TREHFR for all mgas m":"."
accordance with this deﬁmuon o

- The most 1mPortant treatlse ertten in Tanjore after o
Venkatamakhin was the Sangita - Saramrta - by TulaJa
‘Maharaja. He follows Venkatamakhin in every respect : :
He defines the 10 laksanas of ragas in the $ame maniex, as
Venkatamakhin, His verses on the nyasa, affattyasa, .
etc., are identical w1th those of the Caturdandaprakamka
He can be said to have propagated ard popiiarised the .
system of Govinda - Diksita  and Venkatamaklnn “He
gives the saficira of each riga in elabgrate det.aﬂ and . the CL
description affords very 1nterestmg and mstruct1ve SR
reading. His method is as follow‘&. He gives the graha, e
arhda, and nyésa (which are ga in many rigas); he says .
whether the raga is sampiirpd; 'sadava or audava, whether o
it is vakra or otherwise, amzl whether it is upanga, raganga, |
etc. He supports his ck:ﬁmtlon by quoting prayogas from -
thaya, gita, siifadi,¢tlie’udgraha and muktayi, (of compo--_---'___"_:' "
sitions), etc. He\quotes the names of the sthayis used in. .~ -
thaya. He médtions, in some cases,  the exclumon of L
sidava and zmdava tinas, also the langhana of a ‘note -
whereveNt oceurs, and the groupings of notes Wh1ch are .
copzously used and characteristic. His name for saficari _
1s ,s\vat‘agatl He explains the mela from which each riga = -

Jis\derived.  He is most thorough .in- his method of "+
explaining ragilapa. It can be said- ‘withodt. exagge- .
ration that Govinda Diksita, Venkatamakhin' and Tulaja':'
can be regarded as the three pﬂiars wh1ch ‘support the
structure of modern Karnatlc muSIC in 1ts theoretlcal and-'.'-"
practical aspects. Do T e e

Govinda, the author of the: Samgzta Sastra CSamksep'l'
which explams the ragas current at present with surprising.. -
faithfulness, can be assigned tothe first ‘half of the 19¢h ..
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century, because h1s mformat.lon showsno trace of the influ-

-ence of the Trinity mentioned above, at least as regards
the details in the nomenclature of ragas and it is reason- .
able to believe that he attempted to embody in his work the
names and laksanas of rigas which had somehow lost
their connection with the rules laid down by the
school of Venkatamakhin, but which had become widely
accepted and - popular, The argument that Govinda’s
system was older than Venkatamalkhin’s does not Seéni to be
- right, because Govinda Diksita, Venkatamal{hm and
Tulaja were not expressing in their works (their private
* views but they tried to describe the art.ds'it prevailed in
the courts that they adorned. They,&ahi without contra-
diction be taken as authorities représefiting the art of their
times. When they set themsely@‘s\’io the task of writing
a text-book it was with a vieﬁ}to treat the system as a
whole and as a reality, and Hence they would not have
omitted to refer to Govmdas system if it was a rival
school.  Govinda in _gfact takes notice of other views than
his. So there is.olear historical evidence to show that
Govinda must ha\?e written his book sometime in the
beginning of the 10th century, and he remains'an autho-
rity at plze\seﬂt who cannot be ignored because the views
advanced>in his book have influenced the practice of
Karadtic music for nearly a century and more and still
reta‘in their influence. Govinda is to be understood as

¢ acceptmg the 10 laksanas of the raga and for his ragas

) he mentions, only the graha, athéa and nyasa (whlch as
usual are represented in most cases by sa), both in. the
defining slokas and gitas.

Some other authorities may now be discussed. In
the fragmentary rescension of the Natyacfidamani by
Somandrya, a writer later than Somanatha in date, the
graha, miirchani, aroha, avaroha, saficira in the 3 octaves,
ayuta, pratyayuta, edupu, dalu, thaya, udgraha, muktiyi,
and kampita are all mentioned in this confused order in

\
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’connectmn with ragalapa The author says that the
‘singér : should - know . vadi, sawvadi, - etc. He defines -

-miirchan3i, alankaras, etc., and also sthaya The text is
- not accurate throughout- and the -interpr etatlon follows TR

Kiriyi is the ascent and descent of 7 svaras. - As the tara o
- Srutisare sharp they should be omitted. The commencmg o

‘mandra svaras are sthiya. . The smgnw of 2 notes in..
the-tira is svara, :Ahata, dyata, pratyihata and anzhata

- arenot clearly defined. Kampita is said to mean the quidk

- saficara of notes in 3 registers. . Edupu is at the sthina . =~
where the notes are prolonged. The sweet. pervasiyeriess . :
" of notes is mukta. The 10 excellences of | song \given in -

the Naradasiksd are mentioned and Qttl‘lbuted t0
Sarngadeva. - o

Ahobala deals with miirchanis (\Mnch he clasmﬁes.-: -
as of 7 notes, sidava and audava) varnas and alankiras = . -

and the 5 gitis.. He defines ‘ragadas a pleasing combi- -
nation of notes. In the deﬁmﬂon of ragas he mentions -
graha, ath$a, and nyisa, the lopya notes, the partlcular

kinds of gamakas and murchanas used and the srutls of :

the notes used. RN

28 3

Basavappa in hi‘s\Slvatattvaramakam g1ves an account AL

of alankiras. He defines the raga as the peculiar struc-. =

ture of tones, a&orned by svaras and varnas, and delight-
ful to the hegrers. e mentions the jatls. - In deseribing = -
the Iaksafra of ragas, he gives their. graha, arida, nyasa;.. . -
murchaﬂa the notcs 0m1tt9d and acc1dentals W}nch '1re_ B

mcluded _ .
In the. Sanglta Saram the anibaddha form of musm
is called alapti which is in -its form Aalipana.. Ala,pana._
reveals the riga without tila, through hurhkara and tena,
ete. The author quotes Harindyaka as saying that alapti-
is sung by one who knows gamakas and the octaves, etc., ™
with varnas and alankiras and is given varlegated treats i

ment. Alapti is of 2 kinds according to raga. and rupaka

- Nibaddha is sung to Dhatus and_an_gas Tt is. of 3 kmds,'._._-
-4
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viz., suddha, chayalaga and ksudra The first consists of_ _
alapa, dhatu and afigas; this is called prabandhd. -Becatise -
the $uddha is nibaddha, what distinguishes it is #lapa.
By the dlapa is meant the presentation of the whole (raga)
with tala and words with meaning. According to the
author the vadi note is copiously used, and makes the rdga
prominent; ‘it determines that a certain raga is such-and
quch’.' “The sarnvadi is equal to the paficama©r the
madhyama of the vadi. Gand N are vivadis of R and D.

The remaining notes are anuvadis. Notes are of3 kinds
according as they are graha athéa, or nyaga. Agam they
are of 3 kinds according as they are/graha, arhsa or
anatnda. . Graha is at the beginning 8 the song. Athéa
and nyisa are defined as usual. Miutchand is defined as
emanating from the grama, and ¥ is called ‘miirchand’

wheréin the effective applicationvof the note establishes the

riga’ The mirchanas oftall the 3 gramas are given.

Tinas develop the mir¢hanas. Thus cverything is said
to be contaitied in the miirchanis. The ragas are said to
delight the mind in, the 3 worlds. : ' '

" The Saii i’ba\Kaumudl which belongs to this group
repeats that,the ‘anibaddha gita is the same as the alapas’.
In the Kavd Cintamani it is repeated that in a miirchana,
svarag By being intensified = (¢ mﬁrchita’, ‘i.e., applied
effect ely) enter into the state of a raga.® Tinas aresaid
tos be the sarhe as miirchanis distinguished by being Suddha
a;.nd applied in ‘ascent. The definition of the Sangita
Sarani that a raga is that which delights the minds of the
dwellers in the three worlds is repeated. In the Sangita
Nirayara, which is one of the most important books of
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th1s group, the deﬁmtmns of: the vadl etc., murchanas :
tanas, graha, amsa and nyasa are repeated. The defini~
tion of the raga given above is attributed to.Bharata and .
others. 'The graha, arhda, nyasa mandra, etc., for ragas."-
are given. : o
Taking the group of North Indian wrlters (urc "
17th. century), we find that Locana mentions nibaddha
and anibaddha (and calls the former ildpa; the text 18
not clear here). Srmlvasa Pandita mentions the mur—
chands for rdgas, also varjya notes, mdgrahay ‘sthayz
- saficari, - ath$a and nyisa, . etc, - for hIS ragas.
Hrdayanarayana in his Hrdayaprakdsa Jsays - that
nydsa brings to rvest the radga op\\fina, and - is
a pleasing note. Tanas are pleasmg notes which

are 2, 3 or 4 in number. Five’.m\ ‘more notes make

a riga. When nydsa and athéa\are not defined, sadja
stands for them. The charmingreffect of notes in ascent

and descent is called miirchatii.* . Among modern writers - '

Kaédinatha defines samvadls and vadis in their accepted
sense. Vivadi is varjya,’ to be omitted; and. spoils the .
" beauty  of the _rvagd. In some iAgas, the vivadis
are also. touched<\slightly, “and this the author says
“is not obJectlonable from the Deé point of view. Accord-

ing to him 1h,é aldpa is the ma,mfestatlon of graha, aréa, ©

mandra, -~ .ta.ra, nyasa, apanyasa, alpatva, bahutva, -
sadav@ and audava. It is of 2 kinds, iz, raga and. -
] rupaka Tn these respects qunusarma agrees with him.

“ Modern theorists of South India base their treatment
essent1a11y on the system pr apounded by the Tr1mty headed-

by Govinda Diksita.. Mr. K. V. Srinivasa Alyangar in

his Gana Bhiskara deals with the subject exhaustively. .
According to him some works define alapti to be a brief

treatment of the raga,; and alapa as elaborate treatment.
He mentions Vefikatamakhin’s dksiptika, the four Raga-
vardhanis and vidiris. . In all th1s he follows. the method -

- L wt‘raﬁ“ﬁw-mquymﬁm_- N ——mmrzr.



o of Venkatamakhm._ In addxtxon he gwes the duratlon of
~of the first’ Ragavardham as 20 minutes, of the second .
Ragavardham 2510 minutes, of ‘the third Ragavardham

as 5 minutes, of ‘the fourth as 24 minites. The idea, a
contribution by the. author, is .. obviously that the t1me--'-

allowed for each of the items should be gradually diminish- = -

ed, and the - treatment intensified in. proportion.” The

author also mentlons that there is another method ca,lled :

sthayi- saficara.  This is of -2  kinds, wiz, arohana_ |

sthayi and avarohana sthiyi. The former proceeds drom

- madhya sa to mandra sa and back to madhya ¥l “Thus
every one of the 7 notes of the madhyasthaw should he -
made a ‘sthayl note and saficara based oﬁ a1t similarly. If

. similar development is rendered in avarohana order, it is. -

. called avaroha saficari. We saw,@hat the principles of
~ these sthiyis were discussed. by( Govmda Diksita. The

author adds that Bharata propounded a kind of makarini |

called—alapa, ‘which, accordmg to him, is akin to a varlety _
of the second and th1rd Ragavardham ' : '

: The v1ews of some promment Westem wnters may
 be notlced here Captam Day. says that ‘riga’ is best

_explamed as & melody -type” since it is a melodic exten- . B

sion of certain/ notes of a partleular scale or mode (that)

' aceordmg o certain fixed rules called the miirchand.” His .

deﬁmti@n of the mfirchana of the raga as the style and

- the titre of the riga giving the relative values of the differ-

ent notes, the accentuation and any peculiarity of expres- -
“sfon or tempo is. not quite according to : the text.- His -
- definition of “the - .alapa and. madhyamakala, 18 very" '
) e}.aborate, and true to pract1ce . : '

The term “murchana” has now .. been extended in
' connotatl_on by.popular usage and is ta_ken as representmg_. R
-the ‘entire f ‘personality of the riga”. -This.is explamed -

by Mr. Popley thus :—“All the characteristics of the raga -
. are embodIed in its ‘miirchana or ‘that’ which are dhe_::' :
: ".'-_names now. glven 1r1 the bouth and North respec‘uvely o
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the raga ba51s expressed in the notes “The ; amsa and also 3
the peculiar sequences and grace notes of the raga’ are’
- shown in this, which includes both ascent and descent." It
(includes all the essential facts about the Raga”.. It w111 |
be seen that this modern acceptance of the significance of .
term is not contrary to that of its definition by Mata,nga
and especially by Kohala. It will be remembered that in- .
the ‘grama’ music by ‘mirchand’ was understood a group- -
ing of notes employed to bring out an aspect of a meiod)\
type’, but it was not taken as expressmg all the featug’es of -
the rdga as now. _ s O

."\; ’

What does the term ‘Raga’ connote 2 The personahty
- of sound created by the progression: of mu51cal notes.,
according to some accepted laws of rQelody is. known by
the name ‘riga’.. These laws whicH/govern the progres-
sion of svaras are the product oi‘a ong process of evolu- -
tion, and they form together™ "the " technique of the
alapa. The rules of alapa_ ave varied from era to erain’
one or more aspects of- their application, but their aim has
always been to estabhsh the individuality of each riga and..
keep- it distinct from that of other ragas. _Matanga s___ -
descnpmon of ﬂh\e raga quoted_ by . Kallindtha is as. -
SIE] iﬁfﬁlﬁi‘ﬂﬁﬁ %atmﬁfarmqa.

z{s\w Faframt & T em@:réw a%. Ii

\’I‘h1s deﬁmtzon is acceptable even ‘now. Accordmg
%0 current theory, the’ raga usually consists. of ﬁve, ;
six, seven or more notes of the octave,. with or w1th0ut
accidentals, in either the ascendmg or descendmg order or .
both, in regular or 1rre0u1ar sequence franging from the
_ keynote to its octave. - The order of this sequence isa
most essential feature, subJect to which the: ‘svaras of: the
riga are strung together in mnumerable combinations.. o
" These combinations mist aIways be such as: to brmg out: -
the melod:c 1dea Whlch constltutes the raga thIS 1S -
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'jach1eved by’ the repeated empha51s on one or more notes,
or one or more phrases which always keeps the spirit of -
the riga before the mind’s eye. - Exceptional saficira, the
demarcation of octave-limits and other features are deter-

mined by their power to preserve and develop the indi- .

viduality of the raga. The notes of the riga cohere in the
interpretation of its persomality by means of the device -
known as the gamaka. The gamaka assumes an infinite

variety of form in its function of expressing the varip S
$rutis revealed by each note as it occurs in the scheme of '
the, melody of the raga : : O S

- A general estimate of the . develqpment of the
technique of the riga may be made herex”’ In the Ratnd-
kara we find it developed in a veryadvanced form as is
demonstrated by the use of varnas\alankaras, mirchanas
and a complex variety of gamakas and the variations of
tempo. In the alanikiras used we find an abrupt mixture
of mandra and tira SthdyIS “This 1s suited for instrumen-
tal music, and would be~easy for vocal music if it is in slow :
speed; The alafikaras offer a- vich variety of svara-
* combinations. Sbﬁie of them are striking in their possi-
bilities of dep1ct1ng various rasas. Some of them are
approprlately niamed after their motion, e.g., firmi or wave
has a Wavehke movement. Miirchands -and tanas
Supphed\the warp of the music in the shape of innumer-
_able; Patterns of svara groupings. The emphasis laid on '
4hevadi-sarmvadi relationship is noteworthy. . The fixing -
of the tira and mandra limits is again notable in contrast
with modern practice, which takes more freedom in range,
though in some exceptional cases like: Punnagavarah _
Kurafiji, ete., the limits are final. The other laksanas
were also itnportant in the singing of the raga. But these
gradually came to be regarded-as subordinate, and only the
graha, athéa and nyisa are mentioned from the time of -
Ramamitya. . The point that all these are ‘sa’ in many
cases probably indicates that their significance had rather
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waned. At the present day the nyasa is in almost all-cases - -

the sadja, and the amsa is not defined by artists .as one
note. There are musicians who assign more than. one
amhsa to some ragas. But this seems to point to the .
significance assumed by what are called ‘miirchanas’
which - consist of prayogas which stand in the same
relationship to the raga as ‘amsa’. Now whole-phrases"
take the role of the single note occurring as arida, thougl{i
often it is found that one note helps to bring out ‘the
features of the riga more emphaucally than any oiher.
Though instrumental music has been responsahle in
bringing about changes in the practical laksatias, vocal
music has been also actively influencing the}‘Raga TDown
to Venkatamakhin’s days we find free useiiade of the three
octaves in gitas and songs, which is ondy possible of pro-
duction now-a-days on instrumentsybut now the range of
music is confined, in composition&.and the singing of rigas, |
to two and a half octaves at the'most, ¢.e., the mandra, the

madhya, and the tira octa\res the last up to the paficama.. -

On instruments the tar»a dctave is also freely used. : The
inclusion of :Eorelgn\ scales, many of which resort to
accidental notes, h@d been going on throughout the course -
of the history(df Karnatic music. = The tendency of
masters like\Tyagarija has been to appropriate. Desi -
melodies aitd even Western airs to the system of Karnatic
music ﬁ\they felt that this would enrich the art, e.g.,

) Tyag&raja s songs in Hamir Kalyini and Yaman Kalyani, o

.Pt:atapavarah Suposami, etc., and Diksitar’s songs in

Hindola and Hamir Kalyani, etc. To- day the magnifi-
cent structure of Karnitic music rests upon a. foundation
which is buiit on an elaborate system of priticiples evolved
-during centuries of the development of melodic music. .
And the Raga system of South India hasa place among -
the noblest oontrlbutlons ever made by human gemus to
thc world’s culture. - : Coe



: o CHAPTER V B o
Gamakas fmd the Embelhshment of .S‘ ong =

_ The 1dea o:E grace is mherent in all music. Gface or.'i_._'- .
_gamaka, through the refinement of sound, adorns séhg:
It makes all the difference between a plain and a plﬁasant N
note, and- by endowing a note with beauty makes it elo-." .
quent in music: Melodic music, consisting of* a successmn_{
of notes as it does, has to make its appe ead through the

~ornamentation of these single notes, and therefore has to ..
subsist almost entn'ely on ‘the use Qf »¢race. - Hven har-

monic music employs grace Wherever necessary Gamaka - -

has been_ defined by Sarngadeva vind others as the orna-

tnentation: of a note by shakmg it. But evidence from.. -
their works can be cited to-show that the idea of gamaka

is more extensive than. the connotation of this definition;
it has heen used to convey the idea of beautifying a note

not only by the sh@ke but by any other means which. seem o
to be efficient oradequate. - For instance by the 'adJustment. o

~ and control 9fthe volume of a single note it can be made':f':‘

to assume different shades of colour, and these effects canﬁ._'_: .
. be, an'd?hﬂvc been legItImately classed under the category of - *
- gamékas.  This has a bearing on some methods of classi--
' _.ﬁnahon which have recently been propounded such as that o
 tifentioned by Mr. Fox-Strangways in “The Music.of
Hindoostan”. He says that for practical purposes gamakas -~
Con strmged instruments can be classed under two cateq_.;__-
- gories, wiz., the glide and the deflect. But, besides this~ -

being_conﬁned to . instrumental music, this CIa881ﬁcz_1tlon_
does not take into account, the grace effects which can be -

~ got out of a note, though the manipulation on the instrui- | B
. ment 18 statlonary and confined to the note, 7.é., a gentle SR
_ prolonged tremor m the svara, WI'uch cannot: stnet]y be R
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' classed under elther the shde or the deﬂect The c1a551ﬁ—-.-l;'....

“cation of gamakas is ‘much more: complex in vocal music.
~This complpex;ty in- the nature of gamakas, as used in .
vocal  and ' instriimental music, ° has ‘been nonced and -
' exhaustwely treated” in  Sanskrit treatlses on . music.

They offer an abundance o:E mater1al on 'l.hlS subj ject as weH' i |
as on others.” ' S -

The employment of gamaka is as- old as the Vedﬁ‘s

It was a dominant feature of the- Samaveda; bugn’ the
other two Vedas, the Svarita (¢ sounded’)_was used, and it

can reaéonably"be said ' to have: fulfilled the{fuhction of .. .

gamaka in' the secular music of . later times. - Mr. Fox-

‘Strangways is inclined to believe that thé Sanskrlt language =

might have been a contributory’ causQ\m the evolution of -
gamakas, and traces the. deveicnpment of the deflect to the -

treatment. of vowels when they “ct)alesce in Sanskrit and

that of the slide to the simil’zi’r" treatment of consaﬂént‘s' o

But it seems far-fetched io ‘ase the evolution of gamakas .

on the grammaticdl striteture of the Sanskrit language:
It should rather be. (elated with the peculiarities of 111—_'_'_

tonation in song\@;ld the requirements of melodic music.

In the Samaveda, we ﬁnd many musical - phrases used _'
‘which havend 'surprising similarity to. some well- known

varieties of\modern gamakas.. In the music of the Saman

- veda Qerﬁnd lay music being’ pressed into the service of -

-rellgion without losing some of its distinct characteristics °

'om ¥he process. - Disjunct motion is employed often, and -

in it, we can recognise the- “Zarus” ‘of the present day. - o
" Pratyitkrama, where ‘a note moves “forward to a higher " .

note, with its elght variéties (viz.; from the 6th note to -
~-the 5th, 5th to 4th, 4th to 3rd; 3rd’ to 2nd,. 2nd to 1st, Sth'_-:_-.-_
to 3rd, 5th to 2nd, 3rd to 1st); ‘Karsana, which is move: .

menit down the scale, oceasmna]ly applied to the fifth note

meaning that it is drawn beyond the mandra: with its five
-varieties (up t6 the 2hd, 3rd, 4th of 5tH tone, the last being ..

drawn from the ~4th or 6th “tone), Nemena Pranata,
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 Vinata, Vyutkrama, Samprasarana, Abhigita,- Udghata,
Nighita, Vrddhi, etc., show how many different devices -
partaking the nature of one or the other of the Gamakas
which are well-known to us were used in the chant of the
Samaveda. We find the Udghita (the raising of a tone) -
- and Nigh#ta (the sinking of a tone) which were employed
in different kinds of transilient motion and Vrddhi (the
stress on a note) are quite frequently resorted to, in
musical practice in our own day. Apart from evidenégof =
this kind in the  chant of the Samaveda, we find\in the
various $iksas, which deal with the laws gov€rning the
chanting of the Vedas, much material which-tas a close
correspondence with the gamakas dealt 'awith by Sarn- .
gadeva and others unhder the heading\V“‘Sthayavagas”.
For instance, Krsnavaimi Srautin, ipthis famous edition of
the Samaveda, quotes the “Sikga®\4s saying, that in the
morning the Veda is to be chaniéd with the notes of the
chest, in the manner of thelgtowling of a tiger, in the
noon with the notes of the\throat similar to the notes of
the bird Cakra, in the.third service, with the notes of the
head, i.c., the 'tara;ajégister. This register, whose tones .
re'semble'thé'note“sg'@'f the peacock, the swan and the cuckoo,
1s to be used alvays. These directions evidently have a
strong resemtbiiance to the Sthiyavagas, which wete evol-
. ved laternC'The $iksas give numerous references of this
kind:_ ;;i\h"e Yijfiavalkya Siksa lays down ritles regarding
the dature of the tones to be produced while chanting
Jarious wordsof the Vedas. We note only the tone effects
without reference to the context of the words in the follow-
Jing instances.” The sound of the notes is to be like the
roaring of a lion, or the thunderclap or the noisé of the dun-
dubhi heard from a deep lake. Tt is to be like the noise
of a cloud'in a gorge during the month Bhadrapada. Some
\.?vords' have to be pronounced in the manner of monkeys
jumpihg from “branch to branch in a tree. Some other
words should be like the kissing of a child by its mother;
others ‘should fesemble_the - blooming of ‘plaits on a -

P
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mountain’s. sides, some. words .should be pr_t)nounced_like :
the panting of those that carry heavy loads or like the
notes of an amorous cock or mare or womarn. Others
should resemble the still flight of kites which draw in their
 wings dazed in mid-air, or the carrying by a tigress.of her -
cubs in her mouth without hurting them, or the gait of an’
intoxicated elephant. Words should be intoned in a sweet,
clear, and distinct manner -~ without being . tortured and _
* should be coloured as the japa flower which resenbles fhe "
red ruby. In the Narada Siksd 10 excellences of layland
religious . music ~ are . defined which have a stronger
resemblance to sthiyavagasthan the previoug{references
from other Siksas, According to the Narada Siksa, Rakta
means the oneness of the notes of the flufevand the Vini;
this indicates. according to the commentaty, the sweetness
got by the agreement of the music of\the two instruments

Cand of the singer.. Piirna is the(rebult of the fullness of -

Syaras and Srutis. AlankrtdMransfers what belongs
to the throat to the chest and the head, i.e., adorns by -
_change of register. Prasdtna indicates clarity of music.
Vyakta is akin to this® Vikrsta is the increase in the

volume of the 'tor\e: "'?Slaksr.la indicates the observance -

of the rules of yilamba, pluta, high, low, etc. Sama is
akin to this. Sukumara consists of the soft pronunciation
of words, afdrthe squeezing out of indistinct words. These
good. qgilifies of singing later multiply themselves into
scoregiof vagas in. musical treatises of a  subsequent
perfod. 1 . ' o "

- Though the employment of gamalka in music is plain ';_
enough it is a long time before we comie across. the term '
gamaka in Safigita literature. Bharata does not use the
word gamaka in his Natya Sastra. He defines Pathyagunas.
(the good qualities of dramatical speech) as consisting of -
7 notes, 3 Sthanas, 4 Varnas, 2 Kiakus and 6 Alankaras.
Of these kiku is a singnificant term and occurs under
gamakas in later literature. Bharata says tha’t._gut' of the .
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three reg1sters in- the v01ce and the vma, issues forth the o
svara or- kaku > Thas is of = 2 kinds, - Sakanksa and'_jr_"l_-_.. .
N1rakanksa Bbarata gives the octaves in which these_-_f_f )
occur, Alasikara is of 6 kinds, viz., (1) Ucca, this i isanote.

of the head in the Tara Sthayi, used in instruments; for *
accostmg"ene at a dlStaIlce, for representing wonder, etc. ©
(2) Dipti is in the region of the head, and is. Taratara. -
(3) Mandra is in the chest (4) Nica belongs-to the chest N

‘ and is Mandratara (5) Hrsva is svarita in the throat(6) |

Vilambita is a Mandra note in the throat. The.yarious .

- emotions that these express are also given. Bharata dlso

. mentions the Kiku which is Ucca and Dipta.dnd when the - |

kiku which is Mandra and other similarkakds are tobe
used in a drama. . For instance, he gays that Vilambita - .-

Kaku is to be used to depict humous," love, and' pathos.
These kikus-have characteristics Ql}:ommon with Sthaya.
vagas; it is noteworthy that- the moods they express are -

enumerated in detaﬂ I

Bharata enumerateé the four varnas and the alan-
karas which belong o them. . These alankiras have a
special Jmportarﬁe Bes1des thelr value as ‘beautiful group-
ings of - notes:
groupings ef/notes, just as these are adorned in gamakas =

t lies in their power to adorn notes or = .

or sthayavsa"gas There are many alankaras which would .

.naturaily fit ‘into the scheme'of sthayavigas without . =
disturbing. their cha,racter and it seems that they- fulfilled .
.nhé function of these gamaka varieties in an age When _
Sthese had not been elaborated as a separate category. A
study of alarnikiras is very interesting from this point of
view, and only a few examples are noticed here, just to
bring out their similarity to sthayavagas. - “Prenkholita”
moves forward and returns. ‘Mandra’ is elaboration in .
the Mandra register. The Alankara produced by the.
obstruction 6f the air in the throat is called ‘Kuhara’, and
“so on. In the Safigita literature of the age of Bharata
- great 1mportance 1s attac‘hed to the toplc of a]ankaras,:'. :




. __V] GAMAKAS_.-A’\ID:E‘\fIBLLLlSHMENT OF SONG 17 |

. which. 0bv10usly played the palt of gamakas in music.. .I o

the Vayupurana several alankaras are mentioned.- Dattila’®

treats varnas and alankar as m his Work TItis mterestmg' .

to find him deﬁnmg the ‘Bindw’ ‘as- an alankdra which *
stays long on a note, then leaps up to a tara note like a~

flame and returns. According to-him, when the notes of . -

the chest, throat and the head are shaken by three $rutis,

they are known as Kamplta Harlta and Rec1{a
respectively. . _ : '
Among authors. Who came after Bhar'ata N arad‘a in -
his Sangita Makaranda- and Mataniga ‘in his Br}laddesx_' :
mention gamakas though they do not enumefate any list -

of them or scek to define then. - Along with the. idea of
gamaka, the expression ‘gamaka’ was pechaps being slowly A

evolved. Narada in dealing with alafKaras says that he

will describe 19 gamakas but their Heﬁmt:lons are missing -

- in the existing recension of his featise. Matariga freely
uses the term gamakas in the. deﬁmtmn of ragas and gitis,

As in so many other respects he is the writer who gives: .

the most important informtation on this subject between the .
time of Bharata add> Sirngadeva. . Accor ding to him .-
Ragagiti consists &é\sbeautlfui groupings of svaras adorned cl

by gamtakas whith are lovely and graceful, of variegated

colour, pure and'brlght produced from the breast, and even, »
Here prolfably he is referring to the various kinds of -
gamakaQ\ that he knew. His descrlptmn of’ Sadharana -
‘glta isieven more interesting, It consists of ‘smocth and L
S‘!:}bﬂe combinations of Kakus and Svaras well connected.
'Agam Bhasigiti con51sts of delicate- combmations _'
. coloured by Kakus, endowed with Malavi Kaku which are
shaken, tender and splendrous and rich with “beautiful’
passagés. Vibhasa giti, according to :him, should: makc'_j_'_'_'_':.:.l_
ample use of different gamakas which are pleasing to hear, ° __
smooth, illumined, shaken, produced 'in the breast, even,
soft, emanating in ‘the tara and atitara recrlsters and in the__;-__;"_f-_'
Madhya lit by the Madhyama. All these go: to-show that’ T

at the time when' Matanga was. wntmg the functzon and
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Slgmﬁcance of gamakas and kakus had become Well
understood, and these came to be freely, used in music.

Nanyadeva, - among:- the commentators of. Bhanata § -
Natya $astra, mentions gamakas by the following -
names:—Sphurita, Kampita, -Lina, Tiripa, Andolita,
Ahata and Tribhinna.” . The manuscript of the commen-
tary being very faulty, a free rendering of his defini-
tions is given here. Sphurita illumines every note.
The Kampita shakes the note in all the three ocfaves. .
Lina indicates the relinquishing of a note and th€)joining
of it to another. . Tiripa is very quick in tefipo and is
applied to Sarhvadi notes. Andolita means: “the swinging
of a steady note. Ahata beats all notes qmckly again and
again. - Tribhinna, is difficult to render is in quick time,
the notes being illumined from the Mandra to the tara .
octave, and in that register is.lotidly sung. The most
striking features of NanyadeVa s account of gamakas is
that he gives their total nuiber as seven, and that he has
defined as well as enumerated them.

Abhinavagupta’s commentary is mcomp]ete, and we do
not come across réferences to gamakas, but his remarks
concerning. alarhk\&ras in this connection are valuable.
According, to Wim an alankdra wmakes one varna blaze
forth, ano\ther passes through- it like a thread, a third
makes_ityblossom and a fourth dyes it in rich hues: - Of.
cours%he great Alankarika, by these references, appraxses '
' '_'\their value as Vagas.

- According to Parévadeva, when a note produces the
colour of $rutis other than those which are its own, it is’
known as a .gamaka.® He gives the number of gamakas
as seven.-'. Sphurita is equal to an anudruta in speed, and
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in it the érutis shme in the ascendmg order Kampita is \'
the shaking of the notes;in a speed double that of a druta.
When a niote softly mérgesinto another note, in druta speed,
it is called Lina. - Where the Srutis whirl in the form of
an eddy, it is called Tiripa. Ahata proceeds in ascending
~order, beating the note that goes before it. When notes
are  swung in Jaghu speed it is called the Andolita.
- ‘Tribhinna touches all ‘the 3 octaves without pausing and~,
assurmes the characteristics of all these octaves. - He says '

that gamakas are usefrul in brmgmg out the charactefistic a

features of a raga.* . Y

In the second adhikarana of hlS book Parsvadeva
gives many laksanas which were found in the practice of
his time and which were defined by Bhbdja, Someévara,
etc., in the Bhandika bhisi. He ‘t('e;}t_ts sthayas very
exhaustively. Sthiya is accordingiMo him the state of
notes when they are blended tegether with gamakas or
any foreign riga.? He givesin important list of sthiyas,
many of which become spetially important because they .
_ bear vernacular names. \Some of them are left without any
definition. Vena is a. &‘thaya where raga-elaboration is done -
by strange notes. ﬁatx is a collection of notes which is
sweet in music a\nd seems to exist only by Srutis. Jayi is
established inthe place of a similar note. Anujayi

exceeds ﬂ\e ‘established order by a note. Oyira almost
-always,is Aised in a.scendmg order.  Vali, like a group of
wavesxralsed by the wind, is a group of §rutis emanating
from a good voice. Vaham consists of the shaking of
érittis in the octaves like Mandra, etc., and belongs to
the chest, throat and the head. Vahani is of
2 kinds:—Auvilapti and Sxta S1ta Tt is again of 2 kmds
Khutta, in which the notes seem to enter in and shine, and
Dtphulla in wh:ch notes shme by gding up The Vall is
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" also to be smularly understood “In Dala’ (or Dhala) the R
sruti -moves quickly like a round . pearl on a ground.-of o
crystal.. In'Prasara (or pa.sara) the note is-sweetly. and o
softly extended to another note. In lalita-gadha the note”. . .
softly reaches the tara sthina. Proccag‘a'c_lha proceeds S
gradnally from a thitk to a soft note. In Apakhalla the -~
note moves in the mandra octave very sweetly. - Nissirada: .
goes very smoothly to the highest reach of the tira ogtave s
and falls down to the mandra. Langhita leaps.over "
another note and partakes the nature of zhata 2'little.
Svara]anghlta is the same, but leaps over an, interval of =

‘2 or 3 notes. .Durvisa is difficult to pr oduce and consasts - .

- of the joining of ‘tira and mandra; (Th Petthl (patho,.'ﬁ
pettho) a phrase which has been alrgady used makes its .
appearance again, Phelll (phella\lc?) proceeds in ascend- -

ing order, and. in ita note pushes against its neigh- -
bour with force:. In’ Modamod1 the notes are lifted and . -~
divided up in descending ©otder, Gumphagumphi is made

up like a garland with seven different prayogas used con- -
tinuously -and togetlger -In practice this is known as .
Gunthagunthi, Khacara the note proceeds into the

tara register with force.. When a thiya is mixed charm-
ingly with gamakas it is' known as-Ganicethiya. In

. Tarahard; the thiya consists of notes which are shaken by
a qulck\dhatl or beat. 'In Tattavana a very_dehca,te _alaptt -
ig superlmposed on the gita in the thiya. In Savidarithe -

.,'a\laptl which- is -prominent by its rhythm,- consists ‘of

separated notes and . is without ‘support. In Bhrama-
ralilaka the note is very sweet and goes from the tara to -

the mandra octave and again upward. -Kilasacethiya

‘remains-in the riga already begun and is sweet. - Citta '
cethiya signifies the rendermg of the thaya in a penetrating

mantier . accordmg to the state of the Hstener’s mind.

._'_When the thaya is endowed with Karuna , Kaku, pathos
and the qualities of réga, or when it is contrary to the mind =

of the listener it is known ag Karuna thiya. - In Gita-

cethaya, the thaya is rendered by alapt.t ]odlyacethaya ;
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redonbles again the excellence of a prayoga and is difficult
to render.  Sariracethdya produces a brilliance in the
voice sportively. When the notes reaching the tarasthina
end with sweet sound it.is known as Sddicethaya. . (In
all these definitions the word thaya seems to be used as a
“corrupt form of “Sthiaya”). Kartari means the loud and
rapid sounding of the wire with four fingers of each hand

separately. In Ardhakartari the right hand looks like - "

scissors and the left hand renders Kogahati.. In NakHha>

kartari the wire is struck by four fingers of the rightfiand. . - h

Kuruleya indicates the §rutis génerated in the very quick
and sweetplaying of Labuthakkuli. When the‘muddayam
‘of the flute (known in laksya as Mu‘gte’yamf).,"lis produced
vocally it is known as Mukulitam. These consist of a
plethora of gamakas which are difficuleto render. What

in musical terminology is known‘as,\tér_a and mandra is -~

popularly known as Uecanica. Whén a-note commencing .
with sphurita touches the ‘farasthayi it is known as -
‘Nirukhiyi, When the Sthagia or octave is made clear it is
lekakhayika. Nirata signifies the use in alapti which is
crooked and which ig~tendered by the control of ‘breath.

~ Nigiti forcibly re-g:EﬁaBlishesadeveloped-—thiya'b'y_a-cop'ious .

use of tinas. Vatiuda consists of prayogas in the 'Man'dra. _
sthiyi (the définition in the original is not clear). The

same is called Parivadi when it reaches its end without

a gap. \E\rasam (called Esruta in laksya) proceeds refre-
shingly? The thiya withotit baisiki is known as Uttundu- -
4t Very rapid movement in music is known as Bahild.
‘Adhikam captivates the listener by proceeding spQrtiver
and leidurely.  Murakhuda (in laksya “ Anmukha”) is
a thiya in which the music does not have its full comple-
ment of notes. When a rare oddavana occurs in a riipaka
alapti it is called Napayi. Bharar'za.m.:consists_ of the ful-
filment of the riga in riipaka or Zlapti; its contrary is
known as Haranam. ‘Sanagita (da?) indicates swectness
in music and nikarada its opposite, ‘Bhajavanam means
16 o .



_ the _mamfestat:ton_ of the' ™ aga w1th ai good: voice.
'h1javanam mdlcates ‘the ' movement ~which

hampéred ‘by. ‘breath, : The: rendermg of. Komala: Svaras_ﬁ::.-:-'___.
(or delicate notes) 18 called subhava Holava pleases the
mind by swmgmg the riga.  When the charm of a: Taga
and all its colour ‘partakes the nature of Desj, itiscalted .- -
" Riti. © The'mixéd colour resulting from the fusion of ragasf'-_. S
18 known as- Anukarana Dharani is rich with. the wealth” .
of forgign $rutis from the tara octave.(the deﬁmtlon in -t

o ‘the original is-not clear). The catchmg and. reIeasmg of -
- of .a note is called Dharimelli. Vlvandhayl is the rich--
- variety of notes ~Mitthayi mdlcates the extreme sweet—'-

ness of sotind. . The brilliance of a full blaWn note is called: -
Gitajyoti. The throbbmg of a note resembhng hakara- 15: L

- Hompha. Kala.is sound. dlmlmsh,ed}in volume. Chavi is :_
of a tender colour.. Kakus are @f 6 kinds. Raga Kiku " .

brings ottt the native' lustre of a4, riga. Itis “of great -

~ importance and is called Bhﬁsa - Svara Kaku brings out
-the effect of individual notes Desa Kalm introduces into
a riga the complexion gfa foreign raga. 'When the nature :
of another réga is found.in a particular raga it is known .-
. as Anyaragaja Ts\ls also known as Upariga Bhasa, and
- -popula.rly as Thaya When the genius of a singer is re-

flected.in- a\raga it is known as Ksetra Kaku ‘and Vantra

Kaky i ;Emmd in-the - Kifinari, - the flute and the Vind.
Whenda smooth tendér note is bent ‘easily without effort.' )
'xt a8 known as ‘Namana | or-Navani. When the limb of a
'raga occurs in another raga it is known as Améa. This -

_is.of the followmg 7.kinds, - The arhéa of a janaka riga =

is Kiranirsa. " The athsa of a foreign riga is Kary-
améa.: The arfida of secondary categories is Sajatiyamséa. -

Sadréatida’i is similar in two different rigas. Visadrsaméa, L

. as apphed to -different ragas, stands in the relatlon of g

o 'vxvadls Madhyastharagamsa is’ hke the amsa called e

. Deda.” Amsamsa is the occur rence of a foreign arhsa m_'. -

a part1cu1ar a,msa (It_ is to__be n_o_i:ed_ that Parévadeva’s . -




" treatment of Kikus: and amgas is snmlar to that of:f::':z

- Sarngadeva. - In fact the. ‘whole of the treatment of- thig:

., subject by the two a{uthors has close kmshlp) Ghatanaf!

is like. the- creatlon of a craftsman artist, Akramana-'_?-:-

v

catches a note and makes it. “domiinate aver - other notes -

~which are heard;. The’ crookedness of a note resembhng."

the zigzag pattern - of a’streak . of lightning is' called.
Vankayi. Ka.larava is.” the sweet emanat:ton of’ notes.

‘Devadhvam is liké ‘the. chanting of vedas " Ahata’ 13 of 3

kinds, #iz., upward, downward" and. transverse, . }X\‘raur—' s

‘naka is the descent of music from Tara to Mandra like. |

vocal ‘music. . Bokala indicates Sthayas smaII in form. =

Sukaribhasa seems easy to be rendered though really it is.
diffioult. Ukita is'that after which M&Haca shines (the
~ text is not clear) Budda}n is the!’ &veiopment of. alaptr; .
“in both a relaxed and an intense manner “Baisiki is-the

- grouping of the notes in the loWer reaches of a raga in a.

suitable manner and is- 6f, 3 kmds, viz., WJthout shaking, -
partially shaking and shakmg completely The definitions -
for the Sthayas  Handupayi, - Svasthana,  Avasthana,
Apasthana, Kandha\rane Ghanatva Duskarabhasa and-_.'f._"-
Asadhirana are ﬁi‘tssmg in the text - L .

Sarngadeva the greatest theonst of the med1eva1 age
after Bharata, dxfferenhates between four qua11t1es of tone, .

Uiy Klaa}mla Whlch is born oI Kapha, smooth, sweet and. -

- form an 1mportant :Eeature of gamakas

be&uﬂﬁl When it is heard as a- full and strong note in .

’ma:ﬂdra and madhya it is called adilla, - Narita is a deep .
Sobte in all the 3 octaves, and is born’ of pitta. Sarngadeva_:'ﬁ_,-
“says he had’ formulated Bombaka, which is- sapless, hard,” "

high in pitch, thick and produced by vatad. The1r mixtiure
produces the mixed varieties.of whlch numerous examplesi_;__
are given by h1m These dlstmctlons in the quahty of fone...

Sarngadeva deﬁnes the gamaka as the shakmg ofa;
note which pIeases the mind of the. hearer: Kallmatha in
commenting: o th1s deﬁmtlon says that th:s charactemstx
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of sweetness will. alone - make - the tremor of a fote'a.

gamaka® Sarfigadeva enumerates and - defines ﬁfteen' .

. THE RAGAS OF KARNATIC MUSIC. "

kinds of gamakas Vig —

I

II. SPHURITA.

[CI?'-'.AE o

TIRIPA., - Th1s is a beautlful gamaka-
T _resembhng the tender quiver-

~ ing sound of the damaru.

~This is one-fourth of the druta

in tempo.

Thls is one- tﬁn‘d of the d‘futa in

tempo. L1terally Jdnterpreted
. this would meat) the throbbing
of a note. Kaﬁmatha has ref-

. rained  frem

explaining the

deﬁmt@n\s of these gamakas
= -whlch according to him are

-~

N
%
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M. KAMPITA.
IV. LINA.
V. ANDOLITA.
VL VALL
VII. .TRiB-HIN_Nz&.-
VII, KURULA.
IX. AHATA,
X. ULLASTTA.
O
\QO .
XL \PLAVITA

\XIL GUMPHITA

XIIL.

X1V, NAMITA.

MUDRITA;

GAMAKAS AND EMBELLISHMENT OF SONG. 9

- plain enough to be clearlv .

.-~ understood.

Thls is half of a druta.in tempo.

' This means the shaking of a
. note, ‘but except for.the diffe-
- rence in- speed Sirngadeva

* does not cleatly explain how - -
- this' gamaka . differs fI'O]{.l

- sphurita.
This is executed in Druta, SpEed

‘The tempo of this ig laghu

The tempo of thlS gamaka zs L
irregular. '

This 1nd1cates a thlck note pro- -

dueed eqntmuously i all the o
-3 sthanas S

 Thigiis the same as .Vah but-

o~ ﬁerentlated from it by being - |

T soft knotty guttural sound. -

This strikes the preceding notes
and returns to its origin.

This reaéhee the notes which are -

placed one. over another in ’
regular ascent. -

- This'is a shake wh1ch is a pLuta -

in tempo

The deep, restlve and cﬁarmmg B
- sound of the humkara is- 1nd1— :
cated by this. ' :

-is the gamaka produced by the-

closing of the mouth, .

1s S0~ called ‘bécause it bends
- down the: notes wh:ch arecom-
pmsed init. _



1s derwed by IIlleIlg up all the
'foregomg varieties andits

__'.'_:"'_trea,tment of sthiyavigas for'_-_:-'_'..
 their definition:. :

Kallmatha in explammg the Miéra, pomts out’ that
the combination of two, three or four, as the case may be, -
among the gamakas will make a Misra, and not alhof them -.

_' . forms are numerous.’ Sarnga- "
" deva refers the reader to his’ .~

taken together. Otherwise the latter would const1tute just. . '
- one category and not nurmerous varzetles aeeordmg to the L

deﬁmtlon e _ I s
Before exammmg the sthayavagas, an estnnate oi
Sarngadeva’s contribution on"thes stibject may - be made. -

Sarngadeva leads all. suceeedmg\theorlsts in this respect .

as in others. - Later writers l0ok up to him as their autho- =

rity on the sub_]ect Consldermg the contribution of hlS _

predecessors, Sarngadevd might be said to have glven o

. authoritative -and exhaustive ‘expression to the quirftes-
~sence of the theol‘ys and practme in this respect of his =

own days and, c\)f‘earher times., But his definitions of "~ .

gamakas are 11m1ted by the fact that they are rather

clescnptweihan analytical. - In describing gamakas, stress. .

is laid gnh*their duration. - In fact this is the only. charac- .-
ter1st'b wh1ch we are enabled to know with a fair amount _
R Qf\ "accuracy. ‘But the actual use of ‘the: gamakas is.not -

{illustrated with the aid of svaras ‘either in’ the text or the. o
" commentary, - This. neg]ect of ‘the need and 1mportance o
of employing ndtation to convey an “exact ‘idea of “the
graces resulted in'the Iack of oompleteness and precision

in the deﬁmt:lons which are otherwise valuable and cotn-;" L
prehensive. . (A form of notatlon s employed in the R
‘Ratnikara to illustrate rigas, etc., but is not used in the *

. exposition’: of - the gamakas) And Sarngadeva, unhke_"‘

_ Somanatha, omits the explanatlon of How the graces are- - -
_ -produced in: 1nstrumental musm e, on the Vma and thus L
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_' ﬁx thelr forms So we- are Ieft w:th descnptwe notes
mostly explammg the dlﬁ'erent 1mpress:0ns created by the
gamakas on the hearer s mmd

The . Stress’ ]a1d on the duratlon o:E gamakas is 4 -
valuable contribution of the Ratnikara to the definition of -
this complex theme: - The time values of ‘the gamakas are' .
definitely ﬁxed and: so far' thelr nature is made deﬁmte :

- In some cases the names of the gamakas are alone\ |
enough to explain theit nature,” e.g.," Sphurlta can, be._-
taken to indicate the throbbmg of a single note, K'afnprta T
may mean a larger shake, and Andolita a free smngmg
* of the note. "A Vali, from definition, can rnean a compo-'.-'_

site gamaka. produced by different’ modes of\ the shake at = "
~different velocities. - ‘A Lina is the mergiig of a note into 7
another. The Tribhinna consits of a *ieap extendrng as -
far as an octave up and down from g'given note, i other ~ .~
words, an exaggerated Zaru. The Plivita .is a Shake___.'_:
with duration equal to a pluta ‘the' largest it of tlme-."_"'
employed. - The tempo. of the Namita 1s not. givén: but
from the description we~cah infer that they resemble the =
Varika. (In this conhectton it may" ‘be. noted that = the: -
‘definitions of the &amalcas given in the Ratnakara are ' -
‘merely repeated by the succeeding Sanskrrt wrrters, but
freely paraphtdsed and explame,d in terms. of . contem-.
porary pract‘t:e by recent authors who have expounded o
the subl&t in the vernacular Ianouages The Iatter will -
be notmed separately) R : o
N\ The Kurula lays stress on the’ tonal qualzty of the"'_:
.gamaka indicating the peoullar colottr whlch the voice can
impart by sounding gutturally. The definition does not.‘_
throw further 11ght but is. sufﬁc1ent1y explanatory To
the same category helongs the Tiripa, the - Gumphrta (thEi__"':_'
" name itself indicating the nature of the gamaka), and the S
Mudrita produced by closing the I1ps when smgrng

. The Miéra bemg a rnrxed var1ety 1s 1ndeﬁmte though
‘yeal and frequently employed S il
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_ Takmg mto ‘account all the gamakas dealt thh
they can be plased in the following categories:— S

(1) Generally descriptive. Under this head can .

“be placed the Sphurita, the Kampita, the
- Andolita, the Vah, the Lina and --.the" .
“Tribhinna. ' -

- {2) Gamakas dIfferennated according to thelr B
tonal quality, vig:—

(a) Varieties which have referenoe\ only 1o
vocal music, i.e., the Gumphlta, the -

Mudrita and the Kurula _‘

(b) Those which have refere\nce to instrumental
music. Among the fifteen, there is no
explicit refergnke to these varieties.
These are dealt with separately.

(3) Gamakas dlﬁerenuated according 1o the order
of theg¢ Svaras they govern, e.g., Ahata,
Ullasita and Tribhinna. _
(4) Tthmra is a separate category by 1tself and
\$0f infinite variety being made up of more
Jthan one of the several gamakas .
(5) Gamakas distinguished by the time of their
O duration. Sarngadeva gives the time value
N\ of only a few' gamakas, e.g., Sphurita,

2 &

<% Lina, ete. Can all the gamakas be limited

in’ respect of their duration? Tt would
seem that not all of them can be formed by

the hard and fast rule of time value, since
- at least a few gamakas would shape them-

selves according to the exigencies of song.

Hence there is justification for a separate

group of gamakas distinguished by the
- extent of their duration.

STHAYAVAGAS.—As has been observed already,
Sa;'ngadf_;ya says that the various forms of the Miéra



GAMAKAS AND.EMBELLTSBMENT OF SONG. 'j

'_ gamakas are. ‘made mamfest in h1s exposmon of Sthaya— BN
vagas. He deﬁnes Sthaya as a hmb or part of the raga;
‘and Viaga- as denotmg gamakas ~Kallinatha explalns';-__ S
that vigas are. gamakas émployed 1 in the limb of a riga » "\'
which is ¢alled a sthaya ‘the:limb or avayava of a riga; -
bemg a collection of some’ notes 11ke the Arhéa and others," .
resting or basmg 1tself on any one among the Nyasa, .
Apanyasa,” Sannyasa .ot mea,sa notes - Gamaka _ig\
dzalectlcally known as Vaga. - ' NY:

. . T \ \.
- The Sthayas are 96 in number ‘A8 enumerated by
Sarngadeva and are . dlwded 1nto the followng four
.gwups = B Lo \\ S
I. The ten - Well known and dlstmct Sthayas
(mrtﬁa&mr- nfagT @ ) They are %4 Ao
(1) The Sthayas of Sahda. (‘zaaf-tw) T.hls mchcate;;
- a cycle of Sthdyas eath’ commencmg at the
_ tone where its predecessor ended. =~ - B
(2) Of Dhila. (mq) This indicates thmbbmgi”_-_r-:'_t;j'

o movcment\hke that of a pearl - :

(3 Of LEW‘KNJ (FSEI‘?IT) Thls consists Of a- very"__-.
“tender bendmg of a msus1ea1 phrase ;

(4) Oi Vaham (qg:r») The Vaham is elther an -
'\ctscendmg or descendmg or Sancau shake

Afhong its subordmate var1et1es are -two which = .-
A8' T differ with reference to their appllcatmn to.
a -:g1ta or alaptl (which, as Kallinitha points R

“out,” mean ‘nibaddha - and ambaddha g1ta

C respectwely) Agam it is’of two kinds; -
iz, Sthira ‘and Vegidhya., (razm ETTITaiIT)'_f’
Also it orlgmates in three ways, sweetly
{rom the throat, from the head and from the <

- body taking its rise in’ th_e__.hear_t The_re_ls'_l___

JR% trrrmarzrer:'wrzﬁ'aﬁr TAF IS T ..__'____g:;“r'a(_@m':j_
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~.another d1v151011 of the - Vaham mto two
. varieties:— S

(a) Khutta [g=r (ggn?)] in Whlch the notes seem--._".' |
to penetrate into this’ Sthaya L

(b) Utphulla (3@51) in which the notes gush
forth from it upward Vali which was "
defiried among gamakas has the same -
varieties as this Sthaya. . RN A

- (5) Of Vadyaéabda. (qreﬁra{q) In this, sfhaya '

the raga is rich with the sounds, o~f mstru—
~ mental music. - “4 N .

(6) Of Yantra. (21«3{211) This stha}a is mostly

found only in the playmg of Yantras '
(Instruments). ¢ :.\ '

(7) Of Chaya. (@rqwr) Sarngadeva says that

Chaya is Kaku, “which is explained by
“Kallinatha tox the a modification of sound.

‘The followmg kinds of Kaku are defined:—

(@) Svarakaksu (zriz) This is the effect of

foreignness produced in a raga, owing
%0 the excess or deficiency of $rutis. Ex- '
plammg this passage Kallinatha shows
\;"\'}5 how the Svarakiku is got by deviating

(" from the number of Srutis fixed for

~each note by giving the following iltus-
tration, When Sadja, (consisting of 4
Srutis) falls short by 2 Srutis it gives the -
impression - of Nisada, and when
Nisada, (composed of 2 Srutis) appro-

priates 2 of the Srutis of Sadja and

" assumes 4 Srutis on the whole it is con-
ceived as - Sadja. Also in the case of
other notes, the impression created by
such tonal modlﬁcatlon i3 -known as
Svara Kaku., ' o
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(b) Raga Kaku - ((maﬁ@) ' expresses the
native coIour of a raga. - o

() Anyamga Kaku (aq.q(mq;@) ‘imports mto a
raga the comple:uon of another raga.

(d) Desa Kaku (Rmarg) - expresses provmmal 3
 characteristics,

(e) Kgetra Kaiku, (%=%13) The body is known\._ _
- as Ksetra and . the varied and pe{.uhar
- characteristics of each individual give fise
to' this Kiku expressed in rmmerous

forms in ragas. '\a ‘;

(f) Yantra Kaku (F=a%1%) - 1§ produced on - '

Yantras like the Vindy the flute, etc.
.Those Sthayas ar} of Chaya which
acquire a Ioreign tolour in the manifes- _
_tation of a chdya (eomplex1on) not be-
longing toy them .

(8) SVaralanghgta (ewgha) Th15 congists  of
freq e(it leaps over many . notes in the

~ middle. - S
(9) Q'enta ) (¥f@) In this Stliaya' notes are
) pushed forth up and down as well as trans-
s\\ versely. S
~C (10) Tiksna. (Eﬂ&ﬂi) Tni this the notes of the tira

\ -~ octave sound sharp with the streagth of all
' thelr Srutis. : _

L The 33 well known and mlxed Sthiyas
' (ﬂzrr{-:m?,;gwe—cfm sfeT: e:nm)'_

Kallmatha expidms th'lt these dlffer from one ariother
chiefly by the peculiarity.of their attributes and that they |

are not mtermmgied for th1s reason.



R (1) Of Bhajana (aq:ﬂ:ﬁzx) Bha_]ana. is. the 5brmg1ng.i
fortls of all - the excellenices of a raga by.
spec1al effort and charactenses this Sthaya,...

o (2) Of Sthapana (mrq:nq[) The Sthayas under:f;_ .

\”

- this head are executed by being established
- at each step, i.e., after each movement they
are ﬁked and’ sub}ected to elaborate treat---

(3 ) Of Gati. (na)- The movement of'tﬁé:&iﬁsic' )

-~ of these sthayas is like the gait of an'intoxi- ~

~cated elephant, sportive, resp}endent and :

sleek with sweetness. - %) _
(4) Of Nada. (:nam) It these\\the tones are full
and resounding. - \"

3

. (5) Of Dhvani. - (e, Tlere the notes are sus- .

‘tained and conslderably prolonged.

(6) Of Chavi. (&) These are. brlght w:th‘_'

tender brlihance

" _'(7) Of Rak% ((eﬁ) These abound in sweetness

and eharm

'(8) Of Dhrta (q’eﬁq) These Sthayas are liter-

G ally borne or Srupported Cf. the defmmon in _'
- the Sanglta Sudha. : :

A (9) of Bhrta. (). These are so named because._._-'-

© the tones here are carried along.

(10) Of Ams& (axmzr)The Avayava of an allen _
-rAga in.a particular riga is called arifa,

" This is of seven kinds, Kallinatha explains.

that when a_group of notes forming a limb

of a particular, riga is inserted for the sake

of -effect in another riga, it is technically.
“called ahéa. This is not the same as the .

- well-known note arhéa.  What is the differ-
~ence between a Kaku and Aréa as defined




*'-_V] GAMAKAS AND'

MBELLIbHMENT oF SONG I

: ina raga? By Anyaraga Kalﬂu is neant the_-
e chaya of a riga belonging to it but stronglv' R

-£I‘escmb1mg ‘that of ahother rfaga.  Arhfa

- means that a phrase though not belongmg to
oA particular raga, is borrowed from another .~
) ;-raga“ like jewellery and made to adorn the = -
former. The 7 kmds of. Amea are:— '_ R
'(ﬂ) Karandmsa J T S \

(b). Kdryamsa .
(c} Sa_}&tiyémea
(d) Sadréams$a. . - '. '-"-.f;"‘

(g) Madhyithéa.
(h) Arhsarnga. -
Cf. Parévadeva. N

(11) Of Avadhana. (ﬁqmam) These can be.':-:._":_

perceived by the mind by its own act1on

(12) Of Apasthana (a:fqaﬂ:ﬁq) When a. fu]]_ and 'Z. -:
: ~ rich note\emerges at its place without effort, - -
it 1s\3&nown as Svasthana. When it rises - 7.
ag(® result of special labotr, it is called . '
Japasthana. The . Sthayas of__ apasthana R

RS D originate in apasthcma

("ka) & (14) Of Nikuti (T;@) ;;uid Karuna S e
_ (qﬁunzn)
These are named accordmg to tf:en' etymo- R

logical s1gmﬁcance

(15) Of V1v1dhatva (f“arq’ataw) T]:iese consist'{?.;'-_t
. of a series of - phrases remarkable for

“vatiety and charm.

(16) Of Gatra. ' (i) " These subside within
-the body after having made a sharp sound
(17) Of Upadama.  (gwawred) - “In these a tran- -

quil effect is produced
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| (18) Of Kandarana. (‘qﬂusﬂﬁnm)  Garngadeva .

says that these are well-known; the music.
of these sthiyas is easy and fluent, sweet
and tender; impassioned and is made gradu-
ally very thin. The final treatment is evid-
‘ently what is known as pianissimo in
Western music. o -
(19) Nirjavaninvita Sthayas. (ffaafaa) Theses
are at the commencement of the note. O
(20) Gagha. (wmz) This is released in a dﬂatory
manner. ' N

(21) Lalita Gadha. (aarasama) This 1s\the same as.
the above characterised by smoothness

(22) Lalita (sfed) is sportn?e .
(23) Lulita (gfew) is smooth and shaking.

- (24) Sama (ga) s w;i:hout rapidity or slowness.

\3

(25) KOmaIa(Eﬁ[qg)w t¥ite to its sense, i.e., tender.

:( 26) Prasrta (gga) is stretched out or extended.
(27) Snigdha {q@aﬂ is bereft of roughness.

(28) Uksay, Eﬁa{) is luminous.

(29} Uctta (sfas) is self-explanatory, i.e. appro--

"pnate
(SQ} Sudedika (Gafas) is loved by scholars,

(3’1) Apeksita (siifrr) 15 sought after for the
-completion of a prev1ously rendered sthaya.

(32) Ghosa (di9) is pleasingina Vali, Vaha(r)

and Vahani, and is very loud in the Mandra
Sthayi. : :

(33) Svara Sthayas - (wx) - are sonourous and
sweet in the Mandra octave.-

IIT.” Thé twenty distinct: Sthayas (%q-srﬁm

frafagforegmr: 1) Kallinitha remarks that though these -
do not Jdn':fer from " the Sthiyas already explained in
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dlstmctness it must be noted that this list xs not 50 very -
well- known as the other.- The Sthayas are:— '

(1) Of Vaha. ( EEE?T) In these the notes shake as
if they carry aload. .
(2) Of Aksaradambara : ( W::;(eq) ' In these
~ a prominent dLSplay 1s made of syllables or
letters. _ :
(3) Ullasita. (:3@11’336) In’ this ..'the notes até\

sent up with speed. O\

(4) Taranglta (auga) The notes in th1s toss
like the waves of the Ganges. - R N\

(5) Pralamb1ta (qa[:qa) In this sthaya ‘the music .
moves like the swmgmg aboupof water ina -
half-filled jar. ,:;\\'

(6) Avaskhalita. (aiéﬁaf‘asa) Stutnbles downwarcl _
from the Mandra Wlth speed. -

(7) Tratita . (smza) 3" pauses long at a svara,,
reaches the Téra octave like fire and returns.
(Dattﬂas\AIankara Bindu is identical in B
definiti Qn.) - : .

 (8) Samprayista (éqf%[g) denotes a loud note in
a\faroha similar to the above. _ :

(9) Q”prawsta (a'an@) is the same as the above

,§~ in aroha.
(10), (11) & (12) N1ssarana (I:r HR“T) ﬂows
\”“3 )+ out; Bhramita (wfra) s swung round or
‘revolved; Dirgha Kamplta (qﬁq—'ﬁqa)
c is a prolonged shake.
(13} Pratigrahyollamta (mamsﬁgnaa) is beautiful

“like the ball which in the game is thrown up

- again and again and caught. 2
(14) Alambavilambaka (mmm) - is guick
in the beginning -and’ ends in -vilamba -

(SIOW) style. -



(15 _ rotltapratlstd ( ) “Taking - :

. then seizes the other G . _
(16) Prasrtakun(nta : (sﬂ{ar@aa) ThlS_
- sthaya extends and contracts its’ form '

(17) Sthira ~ (fex) is the shake. apphed to the
S Sthaywarna N o
: -'(18) Sthayiuﬁa (%angq;) The dlspos1t1on\0;f thls'._

- sthdya consists of pausing agam aﬁd agam 2
on one or two or-three notes. N

.(19) Ks1pta (fw) is extended upv\v*ard

(20) Siiksmanta (ﬁgm:a) becomes mmute .
: towards its cIose } . -

1V. The 33 mlxed and unfa,mqhar sthayas _
qafERTEET wrzrr) Kalhnatha says ‘that these
- do not differ much from Bhajana etc., already explained..
Like thern they are differentiated by the difference in their
" characteristics, bﬁt\unhke them . these are not very' well—
known The Sthayasare— S e
(1 l“Of Prakrtxstha (n-gf%tweq) R in' which the
' \\ tone shines of its own accond bereft of )
L Dhrt1 Bhrti, ete. - L
m*“._ (2) Of Kala (arzvstzn) m whlch the notes are made
Vo o thin, : S
| _(3) Of Akramana (mﬂw) whlch are exceed—_ o
- ingly admissible. . '
(4) Of Ghatana (qz:nzn) wh;ch }ook hke the_.'
R creatlon of a ‘mechanic artist. . o
e (5) Of Sukha (g*cq'aq) which yxeld Joy

- '7(6) Of Cali. (ara) Cali is known as ]akka
L whlch glves the name. to these Sthayas

_“Tdra” and “Mandra” this sthaya ﬁrst tears?’_ S
.:__'e1ther of the two as with a b111 or, beak and:l- N
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. (7) Of Jwasvara (WETW) Ams;a, is called. I

jwasvara and is P._ledormndm_ in .the_se
Sthayas IR :

(8) Of Vedadhvani. (éw) In these the notes-""--'
' » a1e like Lhe sound of Lhe Vedtlc Chant .
(9) Of Ghanatva (q?lcEIEZﬂ These ‘are, stro_ng
- 1ns1de, (heavy. and ponderous) _ -L\'- L

(10) Sithila ' (f%n'iﬁa) is langmd and relaxed\ s

(11y Avaghata (:ﬂ'q?{a’) - is difficult of exec;utlon
(12) Pluta . (rgga) is extrémely slow. ;}" '_"' L
(13) Ragesta (wttg) is what is desm&b‘le for the o
o completion of a rdga, . N\ C e
,(14) Apasval abhisa (\ﬂqwmr\)\looks hke a false ERS

or unmus1eal note PN S
(15) Baddha (%) denotes a seuppressed or paraw-:'_'"':'-=l'_"';'.
 lysed sthaya o L C

(1'6) Kalarava (Eﬁ?{ar) btha.yas abound m sweet o |

sounds \ e
(17 Chanda&a (e;rm) is 11ked by skilled persons : '_
: (18) Sukarabhasa (gmmg) . ‘means a sth aya

;"Whlch seems to be easﬂy executed but is
\\ re.ally difficult to’ render L
(19) Sarihita.” LHIEH) approaches the mandra .
"*} octave frotn the tara 11ke the sound ofa. " =
N bell. e
(20) Laghu (ag) In thls the Dhruva and the:
_ Abhog.a are w1thout heavmess o ERE
(21) Antara. - (a:rra() The deﬁmt:lon of t111s:_.:"":1_:i:":_'__:
" in the ongmal is not exp11c1t ‘Probably this - .7
indicates the- Sthdya. used mtermedlatelv
between others. . DRI cilel ]

(22) Vakm (am;) is tortuous but easﬂyzendered
18 R . 5
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(23) Dlptaprasanna (E‘JHSIH%T) 18 rendered m the

- Tarasthayi.

(24) Prasannamrdu (qaqqg) is soft in tone and-_
easy. . : .

- (25) Guru (%) is heaVy
© (26) Hrasva (ge) is diminutive or small.

'(27) Sithilagadha (fafusmg) is relaxed cand-
© again tightly pressed together. - A &

2\

(28) Dirgha (<) is prolonged. O
(29) Asadharana. (amrqmn) This 1s easy and

very musical because of. §the excellence
of tone or voice; this belongs to one category
and is not common to al‘L

L _
(30) dehar.a_r_la (mqnuw) Pesembles all categories.

(31) Niradhira (ﬁﬂtﬂ{) does not demand
Vahani, etc.pd0r its execution, Z.e., is inde-
pendent of others,

'(32) Duska:;ahhasa (EEEEI]THH) 18 easy but seems

dlfﬁe@dt to render..

- {(33) _M:{sraka _ (ﬁ:lss[ep") is deﬁned‘to be the result

OO0 mixture. Sarngadeva says that ‘the
& midrakas’ are of endless variety and that

O Y only ‘a few of them are given in order to

 give a general survey of their nature. . A

~ Midra is named after a particular sthaya if
that is predominant; if that occurs as often

~as others, the Miéra has a composite name,

- e.g., Tiripandolita, Linakampita, Kampi-
tahata, Tiripasphurita, etc. Sarfigadeva

" mentions 36 of these and adds that others
of this kind are to be reckoned in a similar
manner, o

The contribution of Sarfigadeva is as great in this

subject-as in others. His treatment is comprehensive and .
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_ :chorough';_ it has the uinque characteristic df having been o
influenced by the views of his predecessors, many of whose '.

works are not available now, and of being considered as
‘the standard by subsequent writers. '

- Sarngadhara in his Paddhati says that gamakas are
of seven kinds, viz., Sphurita, Kampita, Lina, Stimita
__(probably Tiripa), Andolita, Ahata and Tribhinna.® It
is surprising ' that Sarngadhara takes no mnotice Ioi\'
Sarngadeva’s classification of  gamakas but follows
Nanyadeva and Parsvadeva. : N,

Haripala also, in his Sangita Sudhakara gives the
gamakas as consisting of 7 kinds, viz., Kampita, Sphurita
_Lina, - Tribhinna, Tirupa, Andolita amd“Ahata. His
definition of gamakas is the same as thatjef Parévadeva.
The laksana of each gamaka, as rc'g;{iia‘s’ time value and
other features is the same, accordiag to the two writers.
Only Haripila uses new metaphexs to describe the general
effect of one or two gamakasas For instance he compares
Sphurita to the throbbing df*lightning and Tirupa to the

sound of the drum. RS :

'Laks_;miniréyarjxé{‘s ‘work, Saﬁﬁgita' Stiryodaya is of -
special importance since it was written in the heyday of =
the VijayanagatcEmpire. e gives the excellences and
defects of so,g?l'd mentioned in the Ratnakara. -He defines -
gamaka ag'the shaking of a note which charms the ear.
All thevl5 kinds of gamakas eriumerated by Sitngadeva -
are~given by him. Their definitions are the same.
Lakéminirayapa also gives the names and définitions of -
the 96 Sthayas of the Ratnakara, besides the vigas given
therein. ' ' ' ' -
Ramamatya in his Syaramelakaldnidhi does not treat
the subject of gamakas, but only makes a reference to

their use in singing.

1. egfid wfvd i Rafraeaifed rafy 1 _
e FAAiaS o TAE W FEEn —raEfa:




' 140 THE RAGAS OF KARNATIC MUSIC K

undarlka, Vltthala in hlS Sadragacandrodaya merel)r' |

' reproduces the account. of gamakas given by. Sarngadeva .

in the same order.. For Ratnakara’s Gumpluta he ‘gives
the name Flumphita. -His definitions are the same as that
of the Ratnakara, A brief account of Sthayavagas based '
" on the Ratnakara, is g'lven : . o

Somanatha is one o[ the most 1mportant wr1ters
after Sarngadeva. His' treatment of the subject 1s
striking, and he improves omn Sarngadeva himself
by employing an efficient system of notation to illustrate
gamakas. Basmg the  exposition. on thé “technique of

- Vina-playing he explains the use of varmus gamakas with
reference to different Ragas. This3sdn unique feature,
which specially distingiishes his work and which we miss
in the most famous of the autho*l:\s of later times.  Iis is

the first work to explain the t0p;c with reference to the
playing of theVina. Thewmdmes of the gamakas are all .~
new and coined by him,fhough many of the graces can be
identified with Sarangadeva s. But there are some graces
which can be calledvoriginal contributions like Parat3, etc.
At least they afe\not mentioned in older works in such
:clear detail apd defined with such precision. - As regards

_ﬂle notatiofh employcd it mlght be said that in this as well

“as in the }’rastara of Melas a rare type of originality is
.revcal‘}d by Somanitha. = In the light of existing data, he '
is. the first wrifer who invented an elaborate system of

ﬁqctatlon ‘capable of éxpréssing some of the most complex
gamakas An elementary form of notation did exit
previously and -Sarafigadeva employed it in the illustration
of Ragas. - But there is no proof to show that that system
expressed gamakas. The -expression-of gamakas was
‘exactly what was achieved by Somandatha’s notation. - But
curiously - cnough Somanatha makes no referenice to the
gamakas or Sthiyavigas of the Ratnikara, but deduces
thle use of gamakas from the technique of the playing on
- the Vina. * In his commentary he speaks of Vadanabhedas
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prominent among which ar eﬂtW.é'n.’ﬁY.. : ..These., accofdihg .'to:' -

him,’ are the most popular among gamakas like Tiripa
-Sphurita, etc.,"and Sthayas, and prominent in Degi "music,.- S
Most of the names are’ coined : by him so as to 'be:' B
explanatory of the technique of the Vini.. The varieties .

are :— L L
. (1) PRATIHATI.  This consists of two pluckaj_lgs'.;_f'-
SN : - of the string and producing o

the same note. The string .
1is to be. struck; Byf\'\iz}:ry_ S
quickly ~moving, ‘wp the

finger the first dote should

be slightly révealed anda =

second stroke& equal to the

first shomld be made; The
- resultiﬁg“-_sound' resembling. -
- ' hwhltara is Pratihati, This.. =~
_is\descriptive of the sound
) produced. No time valueis .~

o given. T
(2) AHATL, ,()° This amounts to the same as
A\ pratihati in effect -~without -

’\1:'\ - method of producing this= .=
\;';\."' - grace is different. After a’
O . note is produced, another:. -
AW . note should be revealed "
<\:" . without a separate stroke..

the huhkara. - Also  the

It is to be noted that from

the description that this
- grace is- applicable in both -
ascent and descent. '

(3) ANUHATI = This belongs to the same class

as Pratihati but differs only S
in technique. A noteis pro-
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by a quick movement of the a
finger- revealing ' the pre-
vious Svara. . The resulting
sound resembling huthkara,

- is the characteristic of this
gamaka. '

“(4) AHATL It is the same as Anuhati but
' differs in emanating w1t1\10ut
nakhaghata (stroke ‘ef the
nail) and results it @majes-
tic sound. The: ttmal quahty
of the gamzrl%a places itina
_ \ category Ny itself. This is
' an important gamaka and
famfiliar in modern usage:
B method of producing it
R\ is well explained in the com-

o 4\ mentary. ‘
(5) PIDA. _“\' This is produced by touching
A\ with force a note with the
‘\'\‘". \ “stomach” of the finger
and instantaneously reveal-
O ing the foregoing note by a

K -dexterous movement.

&}j DOLANA. ‘This consists of akarsana,
’ '; vikarsana, 3gamana and
\ _ nivartana. By  this 1is
meant the pulling of the
note to a particular point
(of the octave), pulling
away from the octave, the
leading of a $ruti towards
another, and releasing that
note from that point to its
former position. Soma-
nitha explains that with a
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7 ), VIKARSA

(8) GAMAKA .

vy
7.4

(9) KAMPA.

_faur times.

. single ghita a note is to be

stretched to its utmost -

Aimits, so as to reach the

boundary of its ératis and
even beyond, and gradu-
ally to be resolved into the
note from which it started.

is the same as Dolana with

the difference that thsre 18
no returning to the, startmg
point. It is arre,sted in'a -
state of prog,réss

The repeated apphcatlon of

dolana ,\J¢ gamaka. By
one_stroke dolana is to be
exeelrted  slowly three or
The use of the
gamaka is note-
worthy inasmuch as it
signifies a category - or
species, and not a genus as
in the Ratnakara. It is
here the proper name of a
particular grace and this
has to be distinguished
from the connotation of
the word gamaka as under-
stood at present. No time
value is given.

~ter 121

This is produced by shaking

the note twice or thrice and

executing the whole within - |

one-fourth of the time
taken by a dolana. This is
produced by a single beat.

-Thus Gamaka and Kampa
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chffer chleﬂy Wll‘h.__.:_ regard_- .
to tempo. o '

( 10) GHARSANA “This is produced by 2 smgle;-:

(11) MUDRA.

| (13) NAIMNYA. -

beat revealing other notes |
rapidly. After the stroke
by gharsana the preced-

" ing or succeeding notes are

manifested. This is a glide.

A note is struck and. by the

power of that , Stroke its
preceding note is revealed;
then by ﬁxmg the finger on
the original note the other
note 48 hidden or ‘muffled
an@) this muffling is denot- -

ed by mudra. This differs -
(M from anuhati in the fact

that the latter results in a
deep sound as the effect of
the quick movement of the

finger. This difference is . .

pointed out by Somanitha
in the commentary.

This is the same as Ahatl

Only here the abandoned
note 1is released rapidly.

- When sounding a note the
- next higher note is to be

lightly _touched - .and the

 original note is quickly

revealed.

"This results froma 'sti'ong .

beat. . The wire seems to go
down by the forcible pluck-

o ing.
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(14) PLUTT. - By pulling eight notes are got.
By on¢ stroke and pulling
_the string, eight notes are
-produced in quick succes-
sion. The commentary ex-
plains that it is a lengthened
form of gharsana.

(15) DRUTI is quick playing with the dim’
: of getting notes othf;fjxihan

the initial svara, O

(16) PARATA. "This is the process of prodiic-
: ' ing the ne‘xt'ﬁﬁte from the
position of.the original note.

Somandtha explains it as

being’ff\)roduced by placing

- the finger on the fret of Sa,

J¢tc., and by puiling the

. A\ string, sounding Ri, ete.
(17) UCCATA. \ This indicates the production
\’\‘~~’ (by the sameé process as.
Paratd) of the third note
< ~from the initial Svara.

(18). &{19) The two kirids of NIJATA:—
(ﬁ\) The Nijata of Parati. By this is meant the
M:'\'."' gradual descent of the extended note (by
VvV the loosening of the wire) to the starting
: note, e.g., the resolution of Ri, etc, in Sa.
(b) The Nijata of Uccata. This consists of the
gradual descent of the grace from g'z'mfih'iira |
to sadja by the same process as indicated
in (a). | ' a |
" Both kinds of Nijata, according to Somanatha are to
" be executed by one single stroke on the wire. H_OV_‘_"'
cver according to laksya, he observes In some
19 : _
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| I_ places ‘there occur 2 beats, the second commg m the |
 middle of the grace : e R
(20) SAMA. - Th1s indicates slow. movement' _
.. .. (This is opposed to Druti).

According to Somanatha,
. Sama is the pause accom-
_ panying the produetmn or

revelation of a note

He calls the foregomg 20 varieties as Vada‘nabhedas
and adds two more terms to the nomenclature of graces, q
viz,, Mrdu and Kathina which, he pomfs ‘out, indicate
Sthana The Mandra octave is Mrdu and the Tarasthayl
is ‘called Kathina. O

The whole of Somanitha’s t\teatment is characterlsed
by originality of the first ordésvand to-day we can faith-
fully reproduce these vadanabhedas with almost absolute
accuracy ' '

The next ou_tstandmor treatise is the Sangita Sudhi
of Govinda leslta\ To Govinda Dikgita belongs the
credit of buildihg on the foundations supplied by $ars-
gadeva. In.fatt we owe to his tremendous influence the
contmmty oT tradition which links together the basic
pr mupd and the fundamental factors of the system of
Sarpgadeva and the Karnitic music of the present- day.
Govmda Diksita’s -definition of gamaka is the same as
(that of Sarngadeva. He quotes with approval the defini-
tion of gamaka by Parévadeva. He enumerates the fifteen -
varieties, which, it'is important to note, he says, was in
accord with contemporary practice. The definitions of
the various gamakas are akin to Sarfigadeva’s. Gumpluta
- is called by him Humphita. Diksita deals with vigas and
the 96 Sthayas, accordmg to the school of Matariga and
others as he says, in detail; he enumerates them in the
- same order as the Ratnakara In fact the whole topic is
fr eer paraphrased from the Ratnakar.a Taking the
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i ___treatment of. the sub_]ect as a whole, Govmda D‘ks1ta .

might be $aid to have' popularised the - system of Sirn-- o

gadeva which, it is essential to note, was in agreement with -
the then prevailing laksya.

Venkatamakhin defines gamaka as the - charmlng'
shake of the note, and adds another definition which is -
virtually a paraphrase of Pirsvadeva’s definition.t He

mentions-all the 15 wvarieties of the Ratniakara: Vah\_ -'
‘according to him consists of the shake of notes which#abve -

in a crooked manner with irregular velocity. The Vali
when it becomes straight is called Kurula. Othérwise his
account of the gamakas is the same ag that of the
Ratnakara. - He does not deal with Sthayds or Vagas.

He cites the gamakas as propounded by Bbarata and others, = -

though in the current rescensions of tke Natya éastra the -
gamakas are not mentioned,
. In Ahobala’s Sangita Pdn}ata (a'ccbl‘d'ing' to-the
available edition) the treatméitt of the subject is fragmen- .

tary. Some of the names\of gamakas are similar to those

given in the Ratnikarayand some are new. The total
mlmber of gamakas &e\ﬁned is 17 and they are as follows :—

'(1) KAMPITAY ~ This means the productlon B
7 of a pair of notes by two -

O - ~ the gamaka, for which no
VvV S time value is given. In
o these respects it differs
from the Ratnakara o

(2)PRATYAI—IATA ‘A pair of notes is produced '

O beats. This explains only____'_"_ :
N the mode of producing =~ ..~

by a single beat The: -

1. g ey o SgfeaTg@ad: i
a“mmgfﬁnﬂ%mmrmﬁ? L
gyt awEaTay TR AR 0

. _vehkatamakhin. .
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G pm,ductlon is not dxstm- '

-~ . . guished as belonging to
either ascent or descent,
as 1s done in modern
practice. '

(3) DVIRAHATA. This is explained as a repe-
e ' tition of a stroke on a
‘single note {Both pum-

bers two and three are

defined in the manner of

-~ Somanatha’ 5. ~Pratihati

and Ahatf) from which

. they may\be derived. Tt

is lmportant to note that

thqse gamakas are pecu-

Miar to and characteristic

W\ - of the Ving, though they -

" are capable of being dis-

P ) tinctly produced vocally.)
(4) SPHURITA " This denotes the production
T L\ of a pair of notes by a

single beat in the manner
\ _ kniown as fortissimo, Em-
~\C phasis is laid on this
Ny ' characteristic. The Rat-
) - -~ nakara gives time valite
\ o Ifor ‘ the gamala but
o Ahobala does not.
(5) ANAHATA. "~ This is the note produced
S : ' after the beat. This is
described as being mild
(Santasathjfia) by rea-
| _ _ son of its softness.
(6) TIRIPA. ' The time value alone is
.7 %" given The definition is
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an exact copy of that of
the Ratnakara,

This results from produc-
ing or touching -eight
notes from the starting
svara. This is the same

: of Somanitha’s Pluti.

(8) AVAGHARSANA is interpreted in the sanfs

: - manner "as gharsana
This probably meansthe

. gharsana in df:sgent

(9) VIKARSANA is explained as &’grace start-
- ' ing fromMa) hote and ex-
tending to0 others, while
remdifing in its place
(the original fret). This
_skorresponds to Soma-

(7) GHARSANA.

3% natha’s Parati and

- X Uccata. .
(10) SVASTHANA extends forward and re-
' ' \'\i / treats to the original

' starting point. ,
(11) AGRASVASTHANA starts on a note, goes back-
" ward or down the octave.

§ . + and’returns to the start-
- ing point.-
({2§~\KARTART. This is an important grace

- consisting in the produc-
tion of a Varna. with
Repha. This has refe-
rence to the whirring
- noise in the turn given to
: a musical phrase. .
(13) VAHI ' . is produced in order by the

middle and forefingers.

This definitibn is-some- .
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S Wha.t vague and the' refe-' .

rence 1s ev1dent1y to the
S Vipa, oo
(14) SPHUTA. .~ " The Kriya (or a musmal ‘
S elaboratlon) has this g5

the aim, i.¢., ends on this,
This may be treated asa
variety . of svastllana,
with the emphasis‘on the

. - . ﬁnal ’ & ¢\ \ .
(15) NAIMNYA - corresponds to, Somanathas
o ' ' Nalmnya but is. rather
vagues Ahobala  says
thatthis occurs when one

. D Qo’te overcomes another.
(16) DHALA ' ';pervades two notes. The
S &\ exact nature of the
&Y gamaka is vague, Sara-
S\ I gadeva defines it in a

o R A different manner, © -

(17) MUDRALY s stated to be a variety
O ‘ of Humphita, and is not
AV -~ defined separately. -

Ah&bala is’ not ‘bound by the classification of Sarn—
gadegay He seems to base his definitions on the strength '
of:dractice and to borrow some terms and concepts from
Somanatha They agree when they illustrate graces pro-
duced on the Vina. Ahobala has to his credit a number of
graces which can be cal]ed hls own- contrlbutlons to the :
existing number. B

Somanarya (Whose date is later than Somanatha s)
in his Natya Cdamani gives much valuable information
(which however is fragmentary). He mentions Ayuta,
Pratydyuta, Dhalu, Kampita, Ahata, and Pratyihata. For
some of these the deﬁmtlons are lacking. Kampita accord-
ing to hlm is’ qmck movement in the three Sthaym ‘Where
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the notes are ellongate:d 1t is-called E(;lupﬁ_g Dhﬁlu pervades.

‘the long and the short and the three’ (according to the .

- text) ;. the notes in the middle are ecalled agra. “The |

charming expansion of notes is called Mukta. - Sarngadeva .

is quoted as giving the following excellences of musical

rendering :—Clearness, fulness, lustre, beauty, adornment,

evenness, colour, softness, richness of tone and Ssweetness.

Basavappa Naiick in his Siva'Tat_tva. Ratnakard\
enumerates the 15 kinds of gamakas found in the Safngitd

Ratnakara. He deals with alankaras, but not Sthaya-
vagas, Hisadoption of the classification of the Ratnakara =~ -
throws light on the practice in his time in thg, Kannada o

country, -

‘Passin'g on to the group of ..Ql}iya.. works " of
the 18th century, we find the‘\"\SaﬁgI_ta Saranpi -0

enumerating only seven kinds of ‘j’gamakas in all, ez,

Kampita, Sphurita, Lina, Tribhir;ﬁa-, Tiripa, Ahata and

Andolita. Kampita is the shake'of the note with Druta

speed; Sphurita is one-thirdtef a Druta in Tempo.- Th-e'-- -
shake is of charming tong Lina is of Druta speed. Tri-- B

bhinna, is of restless gait ¥nd moves in the navel, heart_a'n-d_ '
throat. Tiripa is like'the gentle sound of the drum.  Itis

one-fourth of a Driuita in speed. . Ahata beats its fore-

going neighbour/and returns. Andolita comes to a.rest

in laghu spe€d.” From the text (which is not very clear) =

the author is to be understood as stating that the well-

known-division of gamakas into 15 kinds suffers from the

defect of overlapping.® o

" The account of gamakas in the Sangita Nardyana -
is the same as in the Ratndkara. But the author adds

that gamaka; which consists of a slight _-"'sl_iakg"of the .
~ Svara, is of 7 different kinds owing to the difference of - -

notes. The explanation is that the gamakas are of 7 differ-

ent forms based on the différence of "_c_l_m '_s_even_ n’o_tes. _.Th'e_: _::

1. 79 war (1) TRGer TEEATITE A qeweR SR (Fdml) o
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author adds that this classification is' found in the Narada
Sarhhita, but says nothing more to elucidate the definition.’
In the Gita Prakadd, Gamaka is defined as usual
Gamakas are dev1ded into seven kinds based on the seven -
Svaras. They are:— .
(1) Tripaficaka (thrlce the Druta is speed)
(2) Sphurite (same speed).
(3) Kampita (twice the Drata). ~
(4) Lina (Druta). A
(5) Andolita (Laghu). K\,
(6) Tribhinna moves in Druta speéd in all the
three sthanas.
(7) Ahata strikes the foregomg\note (it is calted
 Antra in the text, prebably a mistake).
The gamakds are to be pwf?tlsed at dawn, durmg :
singing and also standing in Water ' ' ,
Locana Pandita in his ’Ragatarangm,l refers to graces
as Kampita and others and for their treatment refers the
reader to his Raga Sanglta Sanigraha (which is not avail-
able at present) . ,
Srinivasa \Panchta in his Ragatattva Vibodha dis-

cusses the suhject minutely and makes references to the
playing of $he'Vina. He defines gamaka as the characteris-

tic proper}y of the excellence and distinction achieved in
exec ~ Gamakas achieve beauty out of it and_henc_e. _
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- are so'c’glledf The steady note resulting out of the contact
%f the 1:1ght hand fingers with the wire attains exclusive-
ess,.w1th0.ut shake, etc. . If a note resembles humkara it
1s humkrta. A note is born of one throbbing movement,
its throbbing being perceptible and imperceptible with
many notes in the middle, and it again emerges clear when
the chin is placed at the region of the heart and the voice
gives forth the sound ‘hum.’ When a note, though po~
duced at a high pitch, ‘goes to a low pitch, ‘and whensit'is
produced in a low pitch with imperceptible middlenotes,
emanating as the result of a gentle stroke, it is.known as
cyavita svara. The cyavita notes are so caMled’ because
out of them rises a falling motion. The w¢iee is also to be
known by the throwing up of the mouth\i {the definition in
the original is not clear). Whg.q',\zi note fades and
expands, it is known as Udgharsana,)Avagharsana is to be _
known similarly from pruactiéel' In Vikarsana a -
foreign note is drawn at a_gatticular spot. The over-
coming of the note by the finger is naimnya. TIPurvihata
is named after the kriya that is meant by the expression.
In Hatihata two no /és*\'are sounded at-onie and the same
place;’ Hata and Tarahata are indicative by themselves.
Tiripa exceeds‘qt’h‘érs by one fourth of Druta. By'Sr_uti‘
and time valyes these are thus distinguished in fjiff(érer.lt :
ways. Y\Q]éﬁ at a spot a note is struck twice it is
dvirdhata." 'B'y arohana and avarchana, it (the gamaka)
is diffetentiated in two ways. In Dhilu the Kriya of the
165t) fingers overpower two notes and go'up or do“fn-
Anahata indicates what occurs over the stroke. . Sphu}‘jta :
gamakas are soft and are otherwise called ’é_’éntasan.lina.
(According to Ahobala, Anahata is called 'Sa._ntasamJﬂ&)-
Mudra is not separately defined, since it is. a part of
Humphita; (the same statement is made b}f; AhOb-akf)il.
This is because Mudrana of the Sangita Ratnikara Whm .
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is the equiValaﬁt of Mudr3 has the same quality as the tone
of humphita. S e
Hrdayandrayana in his Hrdayaprakisa 'giv_es_~- the
same definition of gamaka as Srinivasa Pandita and refers.
the reader to other (standard) works for information
about ‘Humphita’y etc. - S

King Tulaji’s Safgita Sarimrta has an intimate
bearing on the practice of the present day, He gives.the
usual definition of gamaka and also repeats Parvadeva’s
definition. FHe freely paraphrases-the definitiohs*of the
Ratnikara, generally explaining them and -Sometimes
improving on them. He repeats after, Veflkatam'akhin
that the 15 gamakas are defined according to their treat-
ment by Bharata and others. Héysays that Dhila is
mistaken popularly for Tirapa, aQ’d\tha,t this is a fallacy
because Dhila has been defingédvby phrviciryas as the
throbbing movement like ﬂ;gt’:o"f a pearl. His definitions

-of Kampita, Lina, Vali,{Tribhinna, Kurula, etc., are
similar to Sarfigadeval®. He defines nimita as a
gamaka descending“{iown into the Mandra. He deals
with Sthiyavigas“after the manner of Sarngadeva.
He gives 10 Asarnkirnas, 33 Sarkirnas and adds that in
the same waylbther sthiyas have been defined by Bharata
and otherszarnd that these are not dealt with by him for the
sake ofz@r’e_vity._.; He follows the Ratnakara closely. -

| "\.,(,;oming to treatises of the present day we have a few
standard works written in Sanskrit as well as in the verna-
cilars. These derive their authority from ancient works,
trad.itiop as Well a,s practice. " Among them, the folldwing
are important. g Sl
| Kiginatha {a North Indian writer) in his Safigita,
Sgdhﬁkara__enumérates only 10 varieties of gamakas, viz.,
Tirupa, Sphurita, Lina, Andolita, Vali, Ahata, Ullasita,
Humphita, Gharsana and Miérita. All are defined
according .to the Ratnikara -except Ghargana which is
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:descr:bed as the productlon of several notes by one Slngle -
gentle stroke. ' Mifra is a_variety got by admixture.

Visnu Sarma. (North Indian) in his Abhmavaréga- -
manjan gives the definitions of both Sdrngadeva and.- .
Parévadeva. He however says that the gamakas have o
been stated by Bharata and others to be 15, - o

The Catvarimsacchata Raga Nlrupana (attrlbuted\
to Narada but which appears to be modern work) men-
tions the traditional varieties of 15 gamakas. - D)
- _
In the Sangita Kaumudi (South Indian, wr1tten in
Sanskrit, 20th century) 10 different kinds of, Uamakas L
only are described® and a large number of . verhacular texts

follows this classification. The gamakaé are:—

_' (1) Archana, which is a gracc\embracmg notes in-
ascent. AV . __ : '
(2) Avarchana covers descent e
(3) Dhalu, e.g., sp, smy sg, etc.. _
(4) Sphurita proceeds in the order st rg, gm, mp, _
ete,
(3). Kamplta{ﬁ 11ke PPPDPPs mmmmm etc _
(6) Ahata progresses like ss, rT, S8, mm, ete. -
(7) Pra,tyahata like ss, nn, dd, etc.
(8) T{\puccha .consists of graces like ss$, FIT,
~\"geg, ete.
(9) . Andolita proceeds hke SrS. Dd srs Pp, etc R
(\10) Mirchani consists of uses kae srgmpdn, S
- rgmpdns and so on. ' : IR
(These are noticed by Mr. K. V_ Srmwasa._._ L
Alyangar in his. Ganabhaskara where: he™ - E
_ points out that arohana, avarohana and
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* miirchand are. not gamakas since they Iack
‘kampa , 1.e:, are not shaken).

In the Saflgita Kalinidhi, ~Tacefir Singrachari and
his brother give the same 10 varieties of gamakas as the
Safigita Kaumiidi, with the same definitions. (These 10
gamakas are -defined identically in “Sangita Vidya
Darpanam’ by V. Naidu, in “Samgitamrtanidhi’ by
M. Pillaj, . and in ‘Bharata, Sangita Prabodhinix by
Johannes, all publications in the vernacular.)

In the Ganabhiskara Mr., K. V. Srinivasa Alyangar
defines the 15 gamakas given by Sarngadeva ifi the light
of modern practice. From this point Qf view they are
important. - Tirupa according to him .stops at a note,
presses it down and reveals the colgur of the next note,
In Kampita the note is moved \Ktﬁout bringing in the
colour of neighbouring notegsvIn Sphurita a note is
repeated, and in the repetition the lower note is faintly.
heard, Lina stops at afiote and merges the sound into
that of its neighbour: Andohta stops at a note for four
or five Aksarakalas,\pulls the note straight and reveals the
next note faintly{ \Vali is got by pulling the wire at a note
and producing the next notes. .- Tribhinna is produced
by placing the ﬁnger at the same time on three strings (of
the Vma)\and sounding three notes. This is common on
the Vifd. In Kurula from a note another is produced
withiyforce; ND, PM, is played N, sD, nP, dM. Kurula
_~also means the production of 2 or more notes by one stroke
from one note. Ahata is called ravajati; when descending
from oné note to another if the next note is subtly revealed
it is Ahata. Ul;asﬁa 1s zaru; it is of 2 kinds, Zie., ekkuzam
and diguzanu ‘This consists of gliding over mtermedlate
notes when going up or down from one note to another.
Plavita halts at a note for the period of a few matras and
brings out the colour of the neighbouring notes. Gumphita
is also called Humphita, producing -the sound ‘hum’, _
Mudnta is deﬁned as the sound produced by closmg the
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mouth. - N.amitf}. is got when the notes are moved in such
‘a way that their.tone is diminished and made subtie.
Mr. Subbarama Diksitar in his Sangita, Sampradaya
~ Pradaréini deals with the 15 gamakas of the Ratnikara
with exhaustive reference to the technique of the playing
on the vina. Ie considers that Lina, Andolita and Plivita
are only varieties of Kampita. Under Sphurita he brings
Pratyahata, Under Ahata he gives Ravai and Khandipue,
Vali, according to him, can be applied to one, twoior
three notes. Under Ulldsita he mentions ascending md
descending Zarus, Under Kurula he mentions 2 yarieties,
viz., odigimpu and orika. Tribhinna is explajged solely
with reference to the Vina. Taking theswhole of his
explanation into account, we find that the deéfinitions do not
agree entirely with the definitions of tHe)Ratnakara in all
cases. In many cases we find thendefinitions are exten-
sions of the original meaning . of the terms and
have reference to the Vina. &t." Diksitar’s definitions
and the definitions by .Qthers based on his may
find support from prevaledpusage and tradition pertaining
to Vina-playing. In, tgi:s connection we have to note that .
in the Vﬁdyﬁdhyéya} arngadeva elaborately deals with
the various methp\dé"bf playing on the Vina, which accord-
ing to him cambe considered alankaras. Similar o t}}ese
are the gan\iﬁlias of the Vini mentioned in the ancient
Tamil tl:e,a‘?fse Pingala Nighantu which are as follows :—
_Kalittal, Summai, Kambalai, Aluigal, Silaittal,
Tuvaittal, Silambal, Irangal, Imildal, Vimmal, I’rz.l.ttal, '
~Engal, Kanaittal, Talangal, Karangal, Araral and ISaittal.
These are called the several qualities of tone got on
the wire of the lute and are remarkable for their va%‘let}'-
Otherwise the gamakas are not explained in the .ax:.al_l'able
Sangita, literature in Tamil. The 5 Jatis into \i\fhlch-th?
22 Srutis have been divided also bear names like Dipta
(i.e., illumined), etc., which seem to have some: afﬁmty
- with those of the above list. '
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The gamaka has come to occupy a v1tal place in our"':_;"-f.-_ :

system of music. Itis not simply a device to make melodic -

mustc tolerable, and it is not its function merely to beaut1fy_ " s E
music. . It determines the character of each riga, anditis

essential to note that the same variety of gamaka appears .
with different intensity in different rigas. The function
of the same gamaka in different ragas varies subtly and
establishes all the fine distinctions between kindred melo-
dies by an insistence, which is delicate but withal emphatle,

on the individuality - of their constituent noteS\ \The o

gamaka makes possible the employment of all the niceties
in variation of the pitch of the notes used, and is there-

fore of fundamental importance to oug- m‘usm If the

personality of any raga is to be understood it cannot be
without appraising the values of “tl}e gamakas which'
constitute it. ) -




CHAPTER VI

The meam%g of ﬁhe mgas

Theorists from the earhest times have atternpted 0 o
analyse the s:gmﬁcance of the different notes as they occuw N '
in'a piece of music which aims at the. expression of sqme .

mood or emotion. From the time of Bharata not onIy a -
melody type or riga but every note of the scale wagiassign-
ed a particular rasa which it was supposed totepresent.
This has been condemned by some modexn eritics who - .

‘however have not takén into account the views of such’ ..
dlstmgulshed authorlties like Helmholfx Curwen ete.,,
who have not hesitated to define the en})txonal sxgmﬁcance R

-of individual notes. - It need not be' gamsald that every

note has in it the power of e);pressmg some emotion .or . )
other. Mr, Swarup in his “Theory of Indian Music” has, =~
interpreted the moods expsessed by the 22 $rutis, but his - .

interpretation is of doubtful value since it is based on the.

etymological significanee of the names of the érutis. The "
forms ascribed tolfhe rigas and riginis in old works

are mostly based dpon the sentiments which are expressed.
“by the names~ of those melodies. Bharata and Sarnigadeva
very elabogately deal with the Rasas -of the Jatis and -

Ragas asith lay down riiles as to when they should be used =~

on théss*tage The a.llocatlon of the different hours of the

day afid of the seasons to the singing of the different ragas_.__
seems. to be primarily based upon the _ethlo_nal_ __51g_r1_11?5..-__}_:: o
cance of the particular rdgas. . For instance, if a raga is S
sung at dawn or at dead of night its significance is best...l B
brought out as opposed to . the effect ‘produced by 1ts:f_-:-:.:j
rendering at some other time of the day. A modern. .
example can be cited. “The raga Bhupala produces a.

very pathetic effect if it is sung before sunrise and:..
it 1s not so well suited to any other hour of the
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ECHAI“:\'

day. This" fact has been recognised by ‘even Sl‘l‘f.'\
Tyagarija who has composed a song in this raga in- o

voking the Deity to awake from sleep. But it must be _
understood that a riga cannot be labelled as expressing
one particular rasa alone. The power of a raga to express. =~
different complex emotions is brought out in the com-
positions of Tyadgaridja- and others. The same raga
is employed in the rendering of different rasas by -
Tyagarija. In the’ Rima  Nataka of  Arudacala
Kaviraya, Madhyamaivati is employed to express ‘énger"
joy and also the narration of the rout of Rayana’s forces,
To express grief through lamentation suchy different rgas "
as Anandabhairavi, Kambodl Ahiri, and Bhiipila, are
used. Such examples are innumerablévand can be quoted
by reference to the works of Gop fakrsna Bharati, Kavi-
kufijara. Bharati; Sri Narayana Tl’rtha etc., -whose works’
are operatic in form and herrce afford valuable material -
for study in‘this connectmn The nature of emotional
experience should - be correctly“ understood in order to

appreciate its expresxon through a raga. Mr. F. Howes -

says that emotmr&g Jrarely experienced pure (i.e., as pure "~ -
fear, pure angeryetc.). “The complexity of the experience

of the civilisedZadult is such that he rarely experiences any
of these crgde (primary) emotions in a pure form. Far
more fr&guently two or more emotions are aroused simul-
taneoguly and blend to form secondary and tertiary emo-_
thns These primary and derived emotions are blended with
one another and modified in a hundred ways. Sometimes,

an instinct may be aroused pure but more frequently our
feelings are blends of several instinctive emotions.” The - -

raga has in it the power of expressing all this complexity of .
emotional experience. Itis wrong to say that a riga
possesses only one psychologmal property. An infinite
variation in the expressive power of a raga can be effected
by the use of suitable gamakas, adequate _intonation,
emphasis and rhythm. Allied to this topic is the genetic -
theory of the raga advanced (wide The ~Hindu, -
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December, 14, 1'934) by Dr. R. V a,1dvandihaswam1 _
Reader in Mathemat:cs, The University of Madras. He ;
says that the raga must be looked upon as ‘a form created -
by a psychic movement of self-expression and moulded
into shape by the operation of inevitable aesthetic laws’.
He calls this the genctic theory of the raga. His view is
that the ‘raga may be cousidered as the complete musical
expression of a single definite mood or as the total musical
functioning of a definite mental being’. We are not hére -
concerned with the other aspects of the theory. ,Buf it
seems that the mood of the riga is more easily uriderstood
than expressed. Music expresses through suggestion, and
not through direct speech. The ragas are el\quent vehicles
of emotion with a limitless but inarticglate power of ex-
pression. A genius bends them to Iug\purpose and makes _

them carry his message. VY
),_’“
&
N L\
' “}
\V. _
&
Q°

21



' CHAPTER VII:
The Aunalysis of Ragas.

Prefatory note—The aim of this chapter«:s todefine. -

the laksana, as embodied in standard comP051t1Qns andf

texts, of the most popular among the rigas th.at hiave been

recognised as belonging to the system of Karnatlc Music. - .

Among the authorities Venkatamakhin and Govmda (the
author of the Sangita Sastra Sarhksepa, Which may be said
to represent the school of Tyagara{a) are taken to be the .

foremost. = The evidence of comipesitions is treated as a

fundamental factor in the definition of the laksanas. g
Among the thousands of ragas that are obtained asa -

result of permutation jfAd the Melakartd scales, only
those that are well-knowi and seem to be specially import-"
ant from the points §f view of different authorities and are’

embodied at lea%ﬁi 4n Gitas are considered here. :“This
allows room for

e inclusion of new ragas on similar lines - - -

when they are “popularised by composers and artists, and o

since there\ls practically no limit set to the use of such new: -

materJ\{ﬂ no list of rigas and their laksanas can be final. -

So_at any period of time when the laksana of ragas is

',soﬁght to be defined, nothing more can be attempted than -
the understandmg of the laws that govern them. This™

‘may be helpful in preserving their forms and protectmg
them from Desi encroachment. - :

The arhsa, graha and nyisa alone are mentloned in -
most of ‘the laksanagitas and $lokas. But they lack an-

air of reahty, because in almost every case one single note,” ..

viz., Sa is given as representing all the three. As regards .

the Arga, as has heen pomted out already, one note is not. -

always sufﬁuent to represent the character of a raga 0111}"_ L




CVIL] THE ANALYSIS OF RAGAS

a group of notes ‘s, able to" do $0 in almost every case SN

Hence it seems adv:sable to-take the Arhida as mdzcatmg
a characterlstm phrase (Kallmatha has admitted this . -
mterpretatlon in  his - commentary) ‘The Arméa is 3_150'-;
given as 'a single note. . “whenever textual. authority and

practice warrant such usage The Graha is, according to ..

modern’ practice, usuaIIy any ‘note of the arohana or the
~avarohana of a riga.. The Nyisa is always the Sadjas \ L
No dlstmctmn is now made between Apanyasa Samlydsa Sk
or Vinyisa.  These were dIStmgmshed in. Grama, pn’usm,
for instance, Sannyaqa was the final of the first Vidars, but . -
‘in modern practice,’ practically no . diﬁerence i: made'."-
between the first and subsequent VldELI'lS S0 ﬁr as the rules -
of their structure go.- Hence all these erms mean only -
the notes on which 111termedlate phraées in a song end, R
and these can be any one of the. af&hana or avarohana. = .
Bahutva and alpatva play a vital part in current musicand - .
Bahutva and alpatva play-a vigdPpart in current music and
Mandra limits are also- mgmﬁ(:ant and :a number of rigas -
are assigned a deﬁmtely fixed range within the, madhya and :
mandra octaves; e.g\, Kurafiji, Punnagavarah etc. w7
Sadava and audawiz\are const1tuted freely. in accordance'_,__';_-_
with the spirit ofythe raga; so also. antaramarga, which

“has lost 1ts old\mgmﬁcance as apphed to grama mus:c
2,

A hs@of the abbrev1at1ons of the names of author1t1es

quoted: 15\ gwen below:— . I

'S >V —Veﬂliatamakhln "Mr Subbarama D1l\51tar. P

(SD) has admirably explamed hls Iaksanas in the ‘:Jal'lglt‘l. :

: Sampradaya Pradarsml

: .G__Govmda the author of the Sancqta Sa,stl a"_:
Sarksepa; (The gltas attributed to h}m are a]so mcluded

in this group): . _ R o ol
T-—Tuiajq (For many oi' the r'xgas he glves th_
equlvalents in grama musw ) S
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GD —Govmda D1k51ta

A, —Ahobala (Many o:E his deﬁn1t10ns agree w1th
current usage ) _
RL. w—Raga Laksana (from a manuseript of R
Tanjore, Published in Poona.) : SR
SK.—Sangita Kaumudi (A work in Sanskrlt of

recent composition, dealing exhaustively = with Taga-
laksanas. Hanuman is made the exponent.) - - . -

RV.—Riga Varna Niriipanam (A fragmentary
copy in the Madras G. O. Mss. Library. The Sancarls
given are classical.) N\

SV, —Sarngita Visaya (A fragmentary copy found
in the G. O. Mss. Library, MadrasJs»

‘RS.—Riéga Sagara ( ,Dﬁio ).
" RP.—Raga Pradipa ( ,jfbitto E

The vibrational values~.’d£ the notes as they occur in
the different rigas are given under each heading. The
figures are based on the prayogas of the standard com-
positions, and were. ‘derlved by observatmns on the sono-
meter. Every ‘sa«re has been taken to render them as
accurate as . ss1b1e having in view the capacity of the

mstrument
0\

Tlg:..names of the 7 notes are denoted by their initial
letterss a capital letter is assumed to indicate a long svara..
’ 'I‘he number of the vibrations of the svaras noted are

given with reference to the keynote Sa=256 vibrations
per second. It must be remembered that often when a
note ascends to another which is situated higher, its $ruti
~ value is shghtly increased, and when it descends to a lower
note this value is slightly decreased; and also that fre-
quently in 2 slow ‘Varek’ proyaga covering two notes
- (which- are -consecutive or otherwise) the second note is

not completely reached (vide Chapter IT, - Svaras-and
Srutis). -
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- The melakarta ragas are given their current names
and are reckoned by their serial numbers. Under each of
them, the name given by Veiikatamakhin is also noted.
T%ae Graha, Arhéa and Nyisa are Sa except where other-
wise stated. | - |

Pirna or ‘Sampiirna’ means regular; ‘Vakra’ is
irregular; ‘Varjasvara’ is an omitted note. :
In giving the number of vibrations of svaras, thrée"
- kinds of values are usually given, viz.: o N

(i) Number of vibrations of the svara in jts'usual
o ' form. B S _
_(#) Number of vibrations of thecsvara when it
'  deviates from its usual form in ascent or
descent. - \\\ o "
(411} Number of vi]nration:s‘(j Dthe svara in Kampita, -
This Kampita is assumedslo represent the simplest
form of the ‘gamaka applied to a note, i.e., the note is
shaken in a leisurely and prolonged manner without -
touching either of its &djoining notes. ‘With this gamaka
the maximum per'@@ 'of pause is possible ona note. As
contrasted with/this gamaka is its variety which touches
- or seems to toﬁch_ the adjoining note. _ o
Sa an@Pa being of fixed value, -vibration numbets
are gij(&i-"dply for the remaining notes. Ma is evaluated
0n1y\.)g(zherex%er ‘necessary, for similar reasons.
) No. (1) KANAKANGL
Vetikatamakhin gives the name Kanakambari for this
ri?{ga;_' ‘According to hini ‘the G and N are omitted in
ascent. N is Vakra. Under this definition of the raga

he describes Mukhari as also omitting G and N in ascent;
he states that it is Sampfirna and consists. of Suddha
Svaras. He describes Mukhari Mela as one of the 19
popular Melas of his time, and identifies it-with the Suddha

scale of Bharata and Sarngadeva.. ‘Accordingly, S, M and - |
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P are of four srutls, N :md G of two smt1s, and R and D.
of three érutis. - This establishes the fact that the original

Suddha Svaras of the Sanskrit texts are st111 allve in the:
Suddha scale of Karnatlc musu: T

~ Govinda in his Sang1ta Sastra Sanksepa - gives:a
somewhat different definition. He describes Kanakangi: =
as consisting of the seven Suddha Svaras which are Piirpa - -
in ascent and descent. This qualification is commonctoall "
his definitions of Melakartas. But like Venkata.makhm_' o
he makes the Aroha of Kanakangi VakraaSampumaf o
namely SGRGMP D N D S, The avardha is Prna. .
In the gita, however, both the droha and avaroha are called
Sampiirna. - (This prayoga seems tgbe supported by the. .
evidence of Tyagaraja’s songs in,.sumilar scales). . This
scale is called in the gita ‘Me]ad]:nk'lra Kanakangi’. This- .-
name is repeated in S.V., and in R.L. Inthem, excepting
omissions, the names by whlch the melas are well—known -
are given. All the moderh names of the 72 scales are
mentioned in the Drupadas attributed to Bijou Natck .

(Tt may be &inted out that Govinda uses Venkata- :j'__ .
makhin’s names}) Melakartd -but in- the body of the:
laksana $lok@s™ gives the popuilar names as opposed to
Venkatamakhin’s. But Venkatamakhin's names are given . .
in a. Qofrupted form, e.g., Enadyuti for Phenadyuti, -
Rupyé.naga for Rapavati, Vasantabhairavi fof Vat.l— C
vasantabhalraw, étc. Thus Venkatamakhin’s names as -
Seeproduced by . Govmda often lack their mnemomc
syllables) : - o

“Inits unailoyed (Cuddha) form Kanakangx takes the_f C
following values:—S=1, R=10|9, G=75|64, M=4[3
P=3|2, D==5}3;, N==225| 128, S (Octave)=2. These repre-~
sent the $rutis ih terms of intervals which are well k'nownf '
at present, and also other ‘intervals derived from these.. . -
The ratis,  if strictly based on the values of Suddha
Svaras, wouId be — S _ N
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- Sa=1, R=—25|2 _.G~—27|22 M—31|22 = 35[22 SR
D=19|11, “ N=20{11; ‘and Sa:(Octave)=2. (These. .. -
Svaras do not seem to. differ from those employed in'the = "
chant of the three. Vedas). This- easﬂy shows thai the
- identification of ' Catudéruti R with  Suddha” Ga and ./
 Catudsruti D with Suddha. N i not quite correct (vide
Chapter 11, Srutis and Svaras) becamse the values of these = . -
notes fluctuate round the absolute values assigned to them,\';..i__':
though in some phrases the above 1dent1ﬁcat10n occasionally. e
holds good. Sometnnes R——16[15 or 256{243 and D=’8]5
~ or 128{8L. S E

The number of v1brat10ns of the Svaras of the scale
arc— : T TSR \\ R
I 256 2844 300 3413 3847 D267 450- 512
1. 2736 '2379 _'_,".'*-__.\-40962 43270
S 2607 A =
I 2736 2879 34{3
to . to % “o S . L
: 2879 300" 3456 ' _4607
IV. 2843 3Q°7 3326 454, R
Group v 1@cates the v1brat10na1 values' of the o
Svaras produced in- str;ct .accordance Wlth the Suddha
Scale. RN . ._ . y S ; . Lo

T te

‘ ,a‘\’.}' . No. (2) RATNANGI e
(a,) %ampuma in ascent and descent Mel_édhi~ .
k,a{ra*—G e _- RS B
N do. 0 de. Tl do. ;’.»—RL and. SK.
This'is called ‘Phenadyuu by V- WhO deﬁnes that m 3' :
it Ga is omitted in ascent and ni is vakra e
L Same as _those' fc}?N_éi- :(_1); '-.-'_455 l

COIL: o do. o oodos 4607:-.:__-'_

ML odoo . odos o 455
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" No.(3) GANAMURTL.

(@) Sampfirpa in ascent and descent—G, RL and', o
SK: called Ganasama Varali by V according -to whom -
Sama Varali is sampiirna. (But in his gitas generally = -
the notes supposed to be affected by Vlvad1dosa are glven S
Varja-Vakra treatment.) LT
(b) R.- G, M. - D.. N :

———— L 4799
Same as those for No. (1), -II. 480 - -

1L (4799
' :\__ U
491 ¢

i e

No. (4) VANASPATIO

2 _
(a) Sampiirna in ascent and;descent—G, RL and o
SK. Named ‘Bhanumatt’; Sampuqna—V

(5) R.- G M D. N
\ e 1 4267 4551
Same asNo 1. CIL 4320 4607 .
) 11T, 4267 455
to to

43535 4693
\N@ (5) MANAVATI.

(a) Sampurna in ascent and descent—G, RL and

NYSK.
) O Named ‘Manorafijant’, sampiirna; Ga. is vakra
\ in ascent.—V. _
\\ & R. G, M. and D. N.
vV Same as for No, (4). 1. 4799
‘ . CIL 486
ML, 4799
. : : to
h ' S 4915

No. (6) TANARUPI.

(@) Sampiirna in ascent and descent—G, RL and
SK. )

‘Named “Tanukirti’ ; D is vakra in desceht.——V .
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() R G M. D N. |
L I. 4551
Same as for.No. (G -Same as for No. 3,
' : 11. . 4607 n

111 455t0.486.
No. (7) SENAVATI. »

(@) Samptirna—G, RL and SK. %
‘Senagrani’; Ma and Dha are vakra— o;\:}’

(b) R. G M. D - N‘ :

1. 273 3033 3414 4096 N0
o - Sapde ‘@s for No. (1).

CIL 2697 3072 4044 NN -
2844 3129 426000
IIT. 2697 297'5 341'4 4006
to to - to Nt
© 2844 3072 349\ M422, _

No. (8) HANUMATTODI. 0

© (0) SampirnasG, RLand SK.
J an&‘?{@ii}; defined as Todi, piirna, sung in the
evening. V has Komala Ri and Dha; Nyasa is . Dha
and ariéa Ga£2A. Under this mela ‘Suddha Todi’ which
omits Pa inyxscent and descent is given as a janya by G;
A’s ‘Mafga Todi’ and RL’s Todi are the same. Now
pr.acti@aly no distinction is made between the two varieties
of ¢T6di’.  In the saficdrigivenin RV, Pais very sparingly -

sed.

4%y . R. G - M. . D N.

I. 273 3033 - 3414 4096 4551
II. 2667 3072 . 4044 4607
2697 297°5 _. 3999 4641
2844 3129 3985 4591
o ' L 4693
III. 2697 3033 3414 . 4096 455
oo Ao 1o to = o to
ST 2879 . 3300 3456 - 4446 469
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JANYAS OF TODI (4) BH‘L?MLA_M

(a) srgpds—sdpgrs—G~ R

do. but assigned to Kartd No. (9)«-V |

Omits ma and pa, and belongs to  Bhairavi
mela—G.D. R and L are Komala; g is athéa:

Saficari: gpdsrgrssdpgpgrgrst

etc.—A. N,
RL and SV agree with G. \,\
(5 R N P\ S VR
1. 2697 3033 L\ Aowd
IL 273 _, 3072 oY A96
: T S = B
11, 2697 3039 ' L
e N e

2879 < Oz107 . 467

(1) ASAVERI BT

(¢) g and n are om1tted in ascent and the descent_ -

~ is regulagi™ '

srmpds—snspdmprga—G _

Botn©f ‘Gauri’ mela; in ascerit g and n are_- _

omnitted—A, S

Denved from Todi Mela; in ascent g and n __
\ are omitted—RL. L

Den\&dfrom srmpds—snspdpGrs—SK

Todh Mela. - erPdSSn—ddeggrS—SV.
\m \J .+ Omits g and r in ascent—V.. o
% - R - G M. D. - N
1. 273 3033 341'4 4096 4607
II, 2697 . 3072 ' 4044 4551
1. 273 - - 4096 4551 -
! . LW | to o tor

‘273 | 493 469

(m) PUNNAGAVARA’LI

(a) Purna in ascent and idescent; madhya raga'

_ meanmg that the ‘tara’ octave is not reached.

- srgmpdnﬁ—ndpmgrsn—-—G
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above——V

saftcari.

likegrgmp.

o~
\;'

) R .G__.
.. L 2697 " - 3033 .
I, 2667 . 3072 -

273 N

S 2844 .
DL 2067 3033

to . 0 to

2844 3107
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Its range 1s from mandrasadja ni o the dhaf -

o ‘Th1s is the embochment of soind’; sam-.."_

piirna in ascent and descent N S R G m P P D—d p M

GrssN—SV. . - R

. RLamd SK agree W1th G RV glves a good T

The raga assumes the Catussrutl R in phrases ' .-
) - . ) .\: - :

-D_ '.s.N_:'.'
“a044 L 4bs 1

LA006 L N 4607
T

0'{" '.-'..

. .\;.' .

) (w) DHANYAEI S
- (a) sgmpns——Sndpmgrs—uGandRL

nsGmpN S—*nd pm gt rs; classed under the _:-::_:.':..-Z

20th \ielakarta-—V

Omits‘r ;md d in ascent and con51sts of sud_.:_:

idha syaras—-A

' Belongs to, ‘Sri. raga mela and is bereft of r o

and d;

\"ﬁ)“ is an audava. (This cla551ﬁcat10n is akm tof_"_- L
§ \Y enkatamakhm ’$)-—G.D. Govinda D1ks1ta s L
} * definition ‘1§ repeated by Tulaja Lo
O - The fo]lowmg saficari is given in- RV——S o

cnhndnsnnddp—nns—nsggr—>

grmggrrs——nsggmgmp——mpd—q-__._:'.:'
-mdpd——mpmp~—gmpnndnd—pdd_

R 4

—m p p—etc

1273 . _307_.-2,_ Coe
oI, 2697 . 3033 .
CIIL 2667 0 3072__

to - ... " to.

o 87

st

4096 4607 e
a0 ass1
3999 - 455
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(v) AHIRL.
. (@) Sampiirna vakra in ascent and sampfiria in
| ~ descerit, - _
Srsgmpdns—SnDpmgrs—G.
Classed under the 20th mela, by V. The notes’
of the raga are:
srsgmpdns—-—SnmeGrs ~
Govinda, Diksita’s definition includes several of
- the rdga’s current aspects. Acqﬁi‘&ing to
him, Sa, ma, pa and dha for thiS riga are
suddha; ri is paficasruti; ni 38 kak‘ah ga 1s
| sadharana ' \

Accordmg to Tu]a]a thss is a Takka, Bhasa,
and ierived from Bhairavi Me]a,\puma, to be sung in the
evening; in the ascent and descent'the hotes occur in vakra,

. combifiations: He gives thewaficiri: M g r s=—n s r.r S—
grgmpddppS——Sﬁddp——mpdppmgr snS
etc, . _
o RVg'wgs:sSmphsﬂsr-v—nS'mgmp—gmn
d p, etc. A
' RL dgrees with G SK classes thé riga under
the 14th m\eIathh the saficira ——S rsgmpdnspns—
§ 1 D p\Mg FS8.
S & The current laksana of the raga includes ail
- the \"Eeatures noted above; $uddha ri and dha, sadhirana ga
\Qnd ni predominate ; sharp ri and dha, antara ga and
" kakah ni are accidental notes.

oy R -G, D. - N..
I, 273 3072 4096 4607
. 2667 3033 4044 4551

2697 . 320 4267 4799

2844 - 324 432 486

S 2879 o -

I 2697 - 307 4096 4607

: to - ta . to to

2gy Y 322 435 479- -
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No. (9) DHENUKA

(¢y Meladhikara and sampurna—G called Dhum -
bhmna sadja by V. ' : :

(%) R. -~ G. - D . N
: I. 2697 3033 . 4044 0 486
1I. 2% s3I 4096 . - 4799
IIL 2697~ 3033 = 4044 - 4799
N A oot v e e N
273 320 Co- 426 0 _-_";\9{
JANY A (i) TAKKA o e

(a) R1 18 varja-vakra i in ascent;'s g m p mdn — e

Sndpmgrs——GandRL

Assigned to the 15th mela- by % Who deﬁnes it
as omitting ri in ascent, ‘ankl ni in descth, with a meagre -

wuse of pa in both. Its safirdra is givedhby Mr. Subbarima

lekSltarasngddndSorngpmgmdns—Sd'_ -
mgrgs Or- Sn)dmpmcrmrgs S _
' _ R and D are kom:f} D is omitted in aroha—A

-15th- mela pis-meagrely u.Sed in ascent and descent distant
~ notes are combined; sanearl —Mgmrrg. mddN S—n
-dmmrgrr@mS—fsmpngsmetc——T . : :
(. - K> - & . p. N

607 3033 4004 4551
I\ 273 2072 4096 4607
\1 2667 - . 303 - 3999 - 455
. '-__'to . .t to to
- .:._\1.:' 280 . 311 4096 A64
V- No. (10) NATAKA PRIV A.

(@) Sampiirna—G, RL and RS; Called ‘Natabha—
ranam’ by 'V who says ri is omitted in ascent and Dha is =
vakra in ascent and descent; SDs saficira 1s given as ‘s g o

'mPndnsS—Snannpmggrrs

(b) © RoandG. . Do SN
- Same as for T\Io (7. L ..426-7 Lo 45517
. oo cIL 482 0 U 4607
I 4267 . 4551
| o BV %

485 o 469
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' No. (11) KOKILAPRIYA R

_ (u) Sampuma —G and RL; accordmg to 'V, ga 1s
. om1tted in ascent. . . - : o

(B R G and D. ' I NI

'-Same as. for No. {10) _ . - L. -.486_ L

_ - No. (12) RUPACATL. '

. (a) ‘Sampuma G accordmg to V, ga dha and'-- |

ni are successively omltted in ascent, and dha IS yakra

T indescent.” - PR >
E (b)) ~R. G.andN. A D
Same as for No. (11) N3 L 455
N L9 L 4607
ANV 435'5

o N 40
SR No (13) GAYAKXPRIYA |

(@) ‘Samparna—G; WV Zalls this ‘Hejjajji’ raga,
which omits ni in ascent. Hxs name for the scale is Geya--

Hejjajji. A . :
| (b) - RAN G- D N.
I 278 320 4096 450 |
n. \\ o L M4 & 4368
JANYAS: N

() B(EHU]JJ (ra) omits 1 in a8cent———G RL & SV
- GD de c ibes this as a mela with antariga and the rest
buddh‘a svaras; Tulaja nges the same laksana and observes
- that from this mela ‘Hejjajji’ and other ragas orlgmate
\I—Ie glves the phraseDnddpm—crmpidD S. :
(b) Svara values Same as for No. (13)
(u) JUIAVALI. - _ o , o
(@) Riis varja- vakra ‘Saficara:smgmpdn s— _
s fj___n d pm g s—G; RL names it Jujahuli or Sujaskivali
- with the same saﬁc’z'lf'a with'descentassndpmgrgs;
SVglvestheSancara sMgMpDns—depngS '
o namlng it Ju;ahurl o _ -
I j_{'_(b) Svara values same as :Eor No (13)
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III 450 to 455 ‘

(m) KALGADA e

oo (Im) srgpdns-—sndpgrs—G SV glves the_.

~ saficara. SerpDNS—anDPpGRS 1tisnamed:
' '--Ka]angada inRL... S . : :

(b) Svara values same as for No (13) -

o ~ No. (14) VAKULABHARA?\TAM

BRI (m) Sampiirna—G, RT;, and RS; v gwes the mela*' %

the name “Vati Vasanta Bha1rav1 and endds gha,t' ‘Vasan-

" 'ta Bhairavi’ uses pa sparmgly Tula}a wes the same- .

" descnptmn under the name “Vasanta Bhazravl and adds .

that in ascent the phrase sr g m does not occxucr and in des--ﬁ
cent pa 18 omltted &Y S

(b) R Gland D S NG e

Sa'ne as for No (}3»)” R 455;1_

s e I 607

r

L 4:,»51 to 469 e

No (15) WYAMALAVAGAUDA

). sampma according to G, RL and SK. V' L
gives the satngleksana. . Tulaja repeats it but adds that in"
. .ascendmg from madhya to tara-sadja ga and ni‘do not"f' :
.' ‘oceur egularly, e.d., d Ssr—srmg. r—m p ds S etc
@ om e o N

_ CL273 320 T 4096 4799
_ ?311;:;'2697 S _.'.-324 S 8999 486
\ o RN .~'.‘4'044_‘1.5»” 4915

o ':_:._.fj':_--"I_'.'iI;.;f"'.266-7_.'” L
S ite
S B 284 N
_ JANYA R/IGAS
' (@) SAVERI R
L (ra) srmpds-sndpmgrs-—G RL SK Vern- -
katamakhm defines this as pfirna, ga and fi. being omltted R
in. ascent and somenmes used as tr1srut1 notes (Whlch is i o
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still true); ctassed under ‘Gurjari mela’ as an auduva by
omitting ga and ri—GD; T agrees with V; RV gives the
phrases —dndpd—rsrgsrsmrgsrmgr—-Sgr-
g pdndpndetc; A omits ni altogether, but otherwise
agrees with G.

(%) R. G. D. N.
- 1. 273 320 4267 4799
I1. 2667 3072 3999 486
2697 324 409:6 406
844 . 4044 O
III. 2697 320 - 4044 8,60
to to to LN 1o
273 26 . 426, 479
('n) GAULA N

{a) D is varjavakra in ascent and’(&escent srgm
rmpns—-—snpmgmrs—GandSIS RL givessrmp
n s for ascent; V says it is sédava b;( blmttmg D, and uses
G irregularly —SImpns—sppInrgmrs; A says it
omits G and D; GD says it s-Sadava by omitting dha
anid has for arhéa ni and rr, Tulaja’s treatment of ga is
significant and illustrated.in the saficari: rm Pns rgmr
rssnp—pmrs—wSI\QGMRRSetc

(&) : G. N.
I 258\? 320 4799
' IL. 2697 324 486
INV273 .. ..
VLT 2667 .. 4799
§ to to

273 491‘5

(~<m) BAULL '
- <O (@) Srgp ds—sn dpgrs—G RL and SK; V
- defines it as omitting ma, and without ni in ascent. SD
says.that ni is sparingly used in ascent; according to GD
ni is omitted but ma is amsa; Tulaja calls it Bahuli and
defines it as Sadava by omitting ma: the phrase pdnsin
ascent is rare accordmg to him,

ROS R 6 D N
| 12697 . 320 4096, 479D

AL 273 a2



o Srgmpdp'ns—-—nsndpmgrsandanAndhlareadmg;

(w) NADANAMAKRIYA L
(a) Sampurna. in- aroha and avaroha -Madhya=
' raga. Sancara. Srgmpdn—ndpmgrsN—G RL

defines it as sampfirpa and vakra and gives the. saficara -

srgmp dn—_ dpmgrsn V describes it as piirpa; it>
is adorned by m, and omits g in- ascent accoﬂdmg to’ Ahd‘
bala, who gives the phrases s M.s r gm M gm pdn d‘d pm;
pmp MM=—S r MM Sampurna has antara g:a and not_;
- s3dharana ga—GD in-arohana and avarohamthé murcha-:'

nas are not 1rregu.lar—-T V T and GD ca.ll 115"N adarama—
; krlya SRR A

G )___'_ME.CABAL{% }

(@) srgpd—sadp | -
fies this with the Andhra rea,dmg, andin analternatwe read—
- ing mcludes\n‘i\ in ascent; sampurna and WIthout ma. and
- ni—V. T,¢alls. it pirna and gives the phrases: f s drs—
dsr&-rgddppmmggpdSﬂnchM-R.dn dpm,
g rmS rosm
BEETEE The1r values are the same. as No (15)
(w) REGUPTI A SUPTLIN S




'178=_ . THE RAGAS OF KARNATIC MUSIC.  [Cuap

(vity MALAHARI. :

- (@) Srmpds—sdpmgrs—Gand RLand V;
—do—in avaroha the flow of notes in comphcated and
dense T. _

@ R G D. N
. A0 273 320 4096 - 4799
- (vtit) MANGALAKAISIKA. -
| () tiis varja vakra in ascent. Saficira: sm g.m
mens—Sndpmgrs——-G RngesSmgmpdns

in ascent o O
T (b) R. G. D, .\ N
L 273 - B20 409 6 ' 4799
(w) PADI. | &N

- (a) srmpns—snp:dpmr{t—G RLnames:t
also as Pahidi. V defines it as sa@a\va, omitting ga and
using dha irregularly; in ascent dha’is leapt over—T;

() . R » and N.
L 2738 4799
(:r:) GAURI, '

(@) Srmpns;—sndpmgrs—G According
to V cyutapancama\\{s ‘also used.  'SD gives the saficira
‘Srmpdns—sndpmpmgrs, and remarksthat'
cyutapancama 18’used in descent. '

BROPG G. D. N.
,\\ I, 273 320 4096 479-9

(\.m ) SINDHURAMAKRIY A.

(@) ngpdns—-snpd-pmgs———-(} (Under
' tlrus name T deﬁnes an uttaranga mela) '
I 320 ' 409‘6 4799
(#4) GAULIPANTU.

(a) Srgrmpdpns——sndpmgrs—GandSK

V descrlbes it as sampiirga, and without g and d in ascent:
T says it is a Bottabhisa, Piirpa and in Aroha g and d are

omitted and the descent is regular. RV gives the phrases:
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.Dpnsrs——nsrgrsﬁnsrmgrs—rmpmdp ! p— | .
pmpdndp—mp,nsrﬁerdppdMGr—DMGr—_

.rrgrs- L - ) : [
@ R G M. D N

L2730 320 ¢ BA14 0 4096 - 4799

. II e it 8456
(z*m) SAURA'STRA- " S : L

(a) Srgmpdns—snmegrs—GandRL
Accordmg to S. K. the saficira is ‘s rgmpDns—u-sndnE't

pmgrs’. 'V saysthatit is sampiirna and uses occasidgdally

pancasrut1 dha, which is true to modern practic€;)which
almost exclusively uses the sharp d; the Ka:lsrk:t \ni is an

accidental note; RV gives the phrases: S grsnsrs—
nsdnsr—ndnsrs——SSdpmgrﬁpndpmg rete,. -

T classes it under this mela and says the{notes are regularly
and irregularly applied.  He gives tlie ‘phrases s r s n D p
—pdpdndp—pmGrngpetc R

(b) - R, . G sl ._D..": - N .
o I 273 32@ _ 4096 4799

' 426‘7 S 460'7
(xw) GUR]ARI T \
(a) srg m{j&ﬂ s dnpmgr s—G Accordmg -
to' V it is sampfirna and has ri for graha; T says it is
pirna with the\phrases rsnp—dsrsnsns—rsns—-
dsrs~—rgc{’mgs—DnsdpM—*pmggr—rsnsS
Ahobalaxga}rs ‘Daksina Gurjar? omits m and n in avaroha,
eq gpr\dsrgrsdndpdpgmgrs ' :

\rb) TR G _. D. - N
73 320 4096 4799
(.w) PARAJT. -

_ () Sampiirfra acoordmg to- G V and RL SK- ' _
glvesassancara SGmpdnsuHsndpmGrS _

A8 R G D N
e I 273" _320‘ 409'6""_.:-': _.479.9
(m) PURVI B

- () srgmpdnds——sndpmdmgrs—G V' .
calls it samptirna. RL calls it piirna but gives an Andhrg
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L :'“-.-:reachng which agrees with G’s. Tulaja gives the phrases

"..Sgrgmpded'pS‘—-sndpmgpmgGrs

] (%) R G. D. . N,
L 2B 320 4096 479-9

(x‘wz) VASANTAM

' (a)sgmdns—sndmgrSw—G VS&YSitIS

ke sampiirtia with vakra ga in ascent, r being varja: it takes

‘the cyutapaficama. - In present practice, this raga tises

_ sharp d more often than the flat. A
By R G, 7 D NN
SR 273 - B20 4096 - (NS 4799
3 .. 432 '_;j_‘_:
(xz;m) LALI 4. N -

(@) Omits pa—V. Alobala nge\s ‘the same Iak-
sana and gives the phrases: s rgmdagsndm—grsrs
nsndnnsrgmgrsnsetc GD gives the same lak-
sana; Tulaja says it is a Takkabliasi.  He gives the
_ phrases nsrmgr—»—rsnsnsnd—-mdnsr—-rmmd—
mdnSndndmmgrr S&tc.; Tyigarija’s song begin-

ning with the word ‘Sltamma has been tradltlona.lly handed
down as composed in LaIita with the saficira ‘smgmdns
: —sndm grs, usmg sharp dha, -

(B . I&\ G. oD, ' N.
o I 273 L '320 . 4096 . 4799
PN : 432 o

X No. (16) CHAKRAVAKAM -

e (\&) Sampuma—G RL, SK and RS. V gives the
- name: Toya Vega Vahin?’. According to him "Vega
Vahh1 is Sampfirna.

(b) . R G. D . N
o L2730 320 0 432 - . 4351
o I 2697 324 267 407

.~ " No. (17) SURYAKANTAM.
S (@) Sampiirna—G, RL, SK and RS. V gives it
the name Chayavatl and says it omits Pa in aroha
S (b) C e R. G. .. D. N.
Loous LT Same as for No (16). * 479 9
SRR S 486
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B ZJANYA-_ R AGA---"‘*BHAJRAVAM e
. . _s-—-sdpmgrs-—G RLsay_
. It is vakra puma'm descent "V calls it purna and asmgn

it to’ the”.16th ‘mela;, Subbarama Diksitar glves it the san"
- ¢a : -glmpdns—sdpmpmgrs ' :

b)) Svara values same as for No.. ( 17)

SRl Ny (18) HATAKAMBARI
IR (a) Sampurna—G RL, SK and RS,” Vcalls\
‘Jaya Suddha Malaw purna usmg va.kra dhalvata\

' ' G.and Ni. . Dha
Same ae for No. (17) 455
446

ST SN
2. No, (19) JHANKARA DH{/ANI R
. (a) Simpirna—G, RL, SK afid RS. Accordmg S
L to V its, name :lS _Thankara Bhramaﬂ and ni is omltted in -
"__ascent P e R . \ '

i No. (20) ?VATABHAIRAVI o
Lo (e Sampurna-—G RL, SK RS'and RP V calls--_
it Nirf Rathaula acoordmg to him thlgaula ‘omits idha
. in ascent. S*lesﬂar givesthesaficirasrgmpdpns—--. -
~sndm g, f\g D Tulaja defines the Bhalraw mela with éuddha -
" m-and dx sadharana ga,. Kars1k1 ni and paficadruti dha. e
: Th;g 15'to be noted, cf V Govmcla D‘kSIta also smnlarly RS
-déﬁnes the Bha:[raw mela R S e o
e TR B R ..'1-"-'D""-
T e I 2879 : 3072 4044

. :__;:3 II . 4-096
" JANYA RAGAS S T

' (1) BHAIRAVI B ST o SR

_ (a) G defines. It as pavarja vakra in- ascent and o

_ pavarJa m descent —s g mndn s—snd m g r s:.__'_i--

; Accordmg to RL ::t 1s sampurna m ascent and omlts pa i
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- descent. - According to SK it is sampilirna. V defines it
as sampiirna and as taking paficadruti dha occasionally
According to RP it is sampiirna. A assigns it only
flat dha, with the phrases:—srgmpdn—sndpmgrs
—sgmgmgmpmgrs. T says it is Upanga, named
‘Bhairavi’: Dha is arhda: Samplirna with the phrases:—
grs—srsnnd—pdndpm-pdns—msgmgm—
gmnndn—pdn—snns. Present practice assigns.it

sharp and flat dha, ' 0N
(5) -~ R G, - D, -;’_‘ N
I. 2879 3072 4044, 4551
- 4325,
II, 2844 3033 . 49% 449-4
2916 476°7 4607
o ‘ AN 4368
I11. 2879 3072 LY 4044 4551
. L to - to to to
300 BT 419 374

O 432 to
* 449
(n ) RITIGAULA; ’
(a) . SampL\-lavakra in ascent and descent: sgr
gmndmpns kimpdmgrs—G According to
RL it is purnavakra 11 ascent and pa is omitted in descent:
Sgrgmpindn s—snpmgrs SK defines it as
Sgrgn\ﬁ\é;—sndmpmgré According to GD, n is
ariisa, and the raga is parna. Twlaja says that in descent r is
omitted* and- miirchanas ending in pa are many. In des-
ce‘n(dmg from s to p, d is omitted. He gives the phrases:—
gmngrs%gmndmNN-——der——nnn—grS
etc. Dha flat and sharp are used.

& - R G, . D, SN
- L2879 - 3072 - 4044 4551
- 432 S

*(,-a,-) JAY ANTASRI.
(a) sgmdns%sndmpmgs-—G

(b) S e D, N

1
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vIL j’ I THE ANALYSIS OF RAGAS. - 18,
(w) HINDOLAM | o

o (.a) Rand P are. var}a and vakra is ascent: s m-

_.gmdns—sndmgs—G RL defines it asngdns—:. g

~sndmgs V. calls it auduva by the om1ssmn of r1 aan _
T pa; d1tto A and GD ' '

I w2 e aser
I 3088 '-404°4_'_’ AT
('u) ABHERI, ~ vt o J\\'

- (a) ngpns——sndpmgrs—G RL a,ndSK
According to V it is plirna and omits pa in ascent. SD

. -glvesnthesancara——smgmps—sndpm\grs GD

classes it under Ahari mela, which gwes all the  above
notes. He calls it pirna. T ulaja putsﬂs tnder Bhairavi,
and names it Paficama Bhasi. Hex g}ves the phrases:—
gmpss——rsns—ndpmgm—-psSM—«mmggsnS
S_Pmmggss—Smngsnn—~—sSndp——mMm

g v s; RP classes it underthe same mela, Dha sharp = -

is at present used contradjctory to Iaksana

By R, ;“"5\ G b\
L 2879\\ 3072 4006 T 4551

('m) UDAYARAVI CANDRIKA

(u)\S gmpns—snp m g S'-—G V adrmts the
saficra it places it under No. . Tulaja derives it
: 'from Natamela with dha and ga omitted. He gives the -

hs-\ases—snp—*snpmrpm—w-psns—rrprnp—" .
'snnsetc. :

Re3) Svara values saftie as for No (20)
('mh) ANANDA BHAIRAVI

(&) G calls it sampuma vakra in ascent and sami-

-

pfirna in descent.” - According to 'V, ri is omitted and dha.

is vakra in- ascent, and the riga is sampiirna. ' RL defines
1tasngpns——smdpmgrsandalsosgrgm pdp

ns——sndpmgrs SKglvessgrgmpdpsforf -



Cge THE RAGAS OF KARNATIC MUSIC [cm.

ascent A derlves it from Bhalraw and glves —nn§ g

"Ggrsrrsns—nnmggmmpmggmgGgrsn

. NsM-—DpmmpmggmgGgggGgrsansggrs

n nSS as saficari. Tulaja says that the ascent and descent

. of notes are not regular but complicated e.g. —Pdpm
' Pmmggrsnns—ggs—ﬁPpSs—nnd—-—dppm——

mggrs—nnsgGSete. RP gives Dha as améa and

'gwesmdeSn—dpMGrsnSetc Antara ga
- Kakali ni and sharp dha are adnutted now as accidental .

A

".-notes : . : _
. (br) ) _ R.'." ST G‘ ) ) | D. L \\ ’ N.

C L 2879 o 3072 - 4096 - 4607
o 324 . 43200 4799

: (z;foz}z:)? DEVAKRIVA. ;
_ (a) ‘Ma.dhyaraga Pa is v%‘r‘]avakra in. ascent
and dha is vakra in descent:—s = g mnd n—pdmgrsn
—G.. This saficara is called Andhra by RL, which gives.
Calsosr gm dns—sndm g £'s. (V’s Devakriya corre-
' sponﬂs to G’s-Suddha. saveniy: 'RP describes it as plirnavakra
under No.. (20) ‘with dha’ for ashéa. T agrees with V.

_Gatussrutl dha is alao\used '

(b) Svara. b\a\lues same as for No. (20)

(w) MA&H _

. i Sampurna—G and RL. SK'defines it:—s g
- j“mpndsﬁ\ ——snspdpmgmrgs V calls it sampiirna
~and &D dehnesxt—nngmpdns———snbdpmgrs
-bhaﬁrp ‘dha’ is now used as an accidental.

(b) Eavara values same as :Eor Bhaaraw

(x) NAYAKI

K (@) Ga-is Varjavakra in aroha and sampurna in
des;:ent—w&rgmpdNedpsmsNdpmGrs——G RL.

- calls.it ‘“Andhra) in form. 'V says.it is sampiirna and, sung-
: accordmg to.practice and classes it under No. (22).. Now '
o the raga adopts sharp dha only .




(:m) GH AN TARA VAM

(iﬂn) Sampurna with dha for graha—V SD says; o _-_
_that th1s is traditionally called Ghanta and gwes 1ts murcha—- S

'nd as Sgrgmpdpndns—sndpmgrs Inthxs Baga,
‘$uddha ti, sharp ri, flat and sharp dha occur. In eirrent
. ‘usage- sudldha ri and $uddha dha predominate, ., (RL under
~‘this mela’ ‘gives the saficira:—s grgmpn d¥s—nsnd
pmpmgrs. . SK clagses ‘GhantiravathNinder No. (8)

- with the saficira ——srgmpns—sndp\}ngrs it addsthe'_ L
phrases. SnDpdnsandGrg m\p and calls the raga -~
‘safikrama’.* A calls it Ghantd, assigns it komala dha,and .
gives the saficarl:—gmpdngs=rsnsndpm g mp tip S

mgmpmgrssrssn—gggmpdpmg rssrsn

ﬁgmpdnsndpmpmpmgmgrgrsn—p dnS - -
1 s n-S. RP classey-Ghant’ under No. (20) and calls L

it sampurna vakra\h Arohana and avarohana GD puts . L

- Ghanta under Srn:agamela, with dha for ama; it is piirna.

Ty gnres for 1t the Tollowing saficari under Bhairavi miela _
-'Pmpgl‘Sgrnsgrgmp—ndP—wN S——nsnrd P_

m p n dp Pmpmgl‘sgrnSS—ngr—gmgr—;_.

. ZSgrrsddP—mdesSS—nsndpmp_ndp_p._...;
'Pﬁmgrsgrnss S s Lo
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No. (22) KHARAHARAPRIV 4. |
(a) Sampirna—G, RL, SK and RP. V calls No,

(22) by the name Sri with piirna aroha and the slight
use of dha, and vakra ga in descent. SD gives Srmopns

—snpdnpmrgrs.

(b) R. G, D. * N.
_ . 1. 2879 3072 432 4607
JANY 4 RAGAS. | N
(2) SRI. ' O

(a) Avaroha is sampiirna vakra. Sr uip 1 s—sn
pdnpmrgrs—Gand RL. A says itomits g and d-
in ascent and gives the saficari:—rrp n\g rgrsSSns
ndpmpnns—nSrmmppnnSrgrsn sndpm
pmMmgrrgrgrsnnsS, GDQallsxtpurna T says
it is very popular, ‘the prince of fagas’, the first of melas
and pairpa: its saficari accordmg to him is:—S s n s—r g
rs—snp*mrmpnp—nsnsrgrs—snnpdnpm
m Petc. He says that 1t belnngs undoubtedly to the sadja-
grama _ '

_ (b) Svara- vaPaes same as for No. (22). _
() MADHY‘AMA’VATI _ -
(@) Srmanmsnpmrs—G RL, SKandV
GD puts ipyonder Sriraga mela. A gives r, m and n as

© amdas, v(ﬁhthesa.ncarlhmpnsrmrsnspmpnp

mp o rs. T calls'it riganga under Sriraga mela and
glvesthephrases =P PmnpnpmrMmrinmopn
ﬁ\s‘ etc. _
O R. N, -
1. 2879 4551
(itt)y MANIRANGU.,

(@) Dha is varjavakrain ascent, and dha is omnt—
tedmdescent-_ermpns—snpm Grs—G RL
gtves it as the Andhra reading: it also gives:—s r m pa.s
—sndpmgrgrs. V agrees with G. RP says it is
' purgavakrain avaroha.  According to T it is sadava by
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the omission of dha, and has the phrases 1§ T g fansn: - -

—grrsn—srmp—mpn—snpmgr—rsSetc

I T G RS TR

Lome o w2 "'-4-60'7
(w) SAINDHAVI T

(ra) ‘Madhyaraga Ndnsrgm—pm crrsndns .
_ —G. \% descnbes it as piirna with dha irregularly used inQ™
‘ascent. SK gives the saficira D n srgmpdn—dgwm
grsnd. According to T it gives victory in battle gnd is
sampiiriia ; He gives the phrases i—5 ¥ s—F § fi T’ s T—
sf'mmpd—pndp—sndpmpmgr—nggrrs
RV gives the phrases;—ndnsr—srgfsrsgr r—.
grsrr—rgrgs—sgrrs—grmggﬁgrrgg r r—
Srfnmggrs—-—rrgsgr—mmm—\ppp—ddppm——-'
pdpd—mpmp—dpmgr—pmgr—mgrgr——»sr '
'ndsrppdmpDP N T .
NS I T N S R G
o Lo2t6 "‘230'3* S5 R £
(@) USBNL O o
() Ris ams\a Sampuma Saficitai—S RGm
pdns—sndp®grs—G  RL says this is the Andhra
‘reading ; its ot’her readingisSrgmpdns—sdpmgrs.
V calls lt& sampurna raga. Aceordmg 16 SK the safi-
caraisSwgmpn d n s in ascent. RP gives i as atmsa,
and, CaIIs it piirna and. purnavakra in arohana and
a\?arohana T calls it purna with sa for athéa, and gives

thephrases ——rgMgrS—rgmpnmndpm—ndnS-—— S

_' nldpm—-vpdmgrs—rgrrs Rngesthephrases———_
" ndnsr—srgr—sgrrs—rgmpmgrgsr—rp M g

rmgr—Sgrr—ssrgmpdpm—pdpndn pdm— * - .
dn dn sﬁndnerndp—mpldnpd—mpmgrs

Seuddha dha oceurs as an acc1dental in current usage:
O D."._.? N

L2879 3072 a2 4607_'.' o

' 4096
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“o U (wi) KAPIL - R
| (@) SrGmrpmpdns—sndpmgrs—G
~ This is an Andhra reading according to RL which des-
~ cribes the saficira as sampiirna also.  V describes it as

sampiirna. RP says it is famous and sampiirna in archa
and avaroha. Tulaja calls it pirna and gives the phra-
ses:—~Rggrs—rgmpdns—sndpmgrs—Rggrs—
ndp—DNS—pdnsrgmpmnn—snpm mpm—
| pgrsrain—dpmpdns—rrnpmgrs. A '.
" (‘Hindustani Kapi’, which is the populay f6rm of
Kapi, uses antara ga, Suddha dha and Kakali ni in addi-

tion) .~ - O -
S . R G VD, . N
S L2879 3072 N0 432 - 4607
- (vit) DARBAR. \" .

(¢) Srmpdns—S I}{:d’pmGR S. The descent
is sampfirna and in it ri and\ga are shaken—G. RL gives
the same saficira. Q) ' '

@) R G. Do s N
L2879 3072 . 432 . 4607
o “ to
\ . - 337 .

- (Ui MUKHARI, |
T “{(9) In droha dha is varjavakra. Saficarar—s r
-mpdnds—sndpmgrs—Gand RL.  According to”
SRitissrmpnds—snd pmgrs.  V putsit under
‘No. (20) and defines it as omitting g and n in ascent.

* - (GD identifies it with the ‘Suddha’ mela.) A assigns

- komala ri, piirva ga, piirva ni and komala dha and gives
- the ph‘raseé':%(_l_ Srmm P_h ndpmggrsrss—
dsrmmpdssrggrrsndnndpmpMgr
§ rs.s D 8. At present §uddha dha is also used. g

c L2879 T 8033 4006 o 4551
B L. - ~ A L
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*No: (23) GAURI MONOHARI

_ L A{a) Sampurna—~G V calls it Gaun Velavah
' ..accordmg to h;m Velavah om1ts ga and ni-in ascent
B ST TR Geand DI- N T
SERUCS _Same as- for No (22) 4;9 9
“No. (24y VARUNAPRIYA’

e :_;(a) Sampurna—G vV calls it V1ravasantam It Lo
is ‘gavarja, _Wlth vakra dha omlts dha m ascent and ig*
sampfirna. - T T R Oy

‘_"_"(b)'-i-:' © R Gand N '-D*‘-'- .
: I Same as for No. (23) 4551
" No: (25) MARARANIANI &

(a,) Puma—G ' calls 1t Saravatl whlch omxts
1 and ga m ascent accordmg to hml\x D T w

L (b'); R G AN - L
2879 3204 4096 .._450 e
R " No. (26) CARUKESI

) (a) Purna—G Called Tarangml by v accordmg SRS
1o whom it omits ri anc1 ga 1 in ascent, and in descent uses ..
the phrase p d n rg\{M or. R e
L (b):‘ : £ G andD CNow T
L R Same as for No; (25) 460 7
e \ " No. (27) SARASANGI S
_ (@ Sampuma—G
B cent—V L :

‘Saurasena omlts riin des— -

~:-'Sam; as for No. (2:5) 4799
No (28) HARIKAMBHOH
(a) Sampurna—G RP etc Called ‘Hankedara:
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JANYAS.
) KAMBHOJI

(a) Omits ni in ascent and is parna in avaroﬁa—-
- G. V calls it sampiirna and without ga and ni aréha. A
says ma and dha are ath$as and gives the phrases:—g p
dssndsds—dsrmmgrs—dsrmgrssrggrg
r SH-SndprmgpdSrsndpdpmggp dsrgr
§Fth §f 6—~srsssndpdpmgrgrsets. Accoidity
to him m and n are omitted in ascent. Tulaja t:alls it &
bhisa of Kakubha, omitting m and ni in ascent and gives
the phrases:—g pils Snp——pdnpdpmgrsvsrgmrs-—-_
dnpPDDSetc. The kakali niis ﬂOW used in the |
phrase ‘$Np’. )

% R G. V. D N.
I 2879 320 T 432 4551
O L. 4799

II. 2843 - 324 4267 4607
o6 N 4374

HI.. 2879 . 320 432 - 4551
tooim’\Q to to to

20037 84 4k0 46kt

(id) KEDARAGAULA.
(a) S¥mphs—shdpingrs—Gand RL GD
describes the mela of the raga as piirna with paficasruti ri

and dha\and the other notes given above. * RV gives the
phrases—nsr rs—nnSrgsr—SgrgrS“—mg

r\grs—mdpmg—rmpdpdmpd—mpnnrdp—Pﬂ' B

dnpdmdpmgr—dpdmpndp—sndpdm p n S—
snddMggS. Tula]a derives it from Kambhoji mela;
calls it piirna and ¢ gives the saficari:=—S s n d p—n ndp
mgr—rmpnNd—nsndpm—pnnSetc

) R ¢ . Dp N
L2879 - 320 432 4551
I, 2844 . 4267 4607

Sode o 4374



(i) MOHANA. - |

_ (o) Srg pd s—sd pgrs—G and: RL .II.CI_.asé.éd' S
under No. (65) by V. Tulaja calls this ‘Mohanakalyant® =~

putting it under Kmbodi mela with the phrases:~Srsd

_p——pd_'s'rgr'gp—gpdS—c__lpdsd:p—dpg-r'—_g_pg_c_lp d
~gpgdpG—p G rgrR S;he says the svara group-

ings are vakra in this raga. =~ o

® R G D AN

L 2879 320 432 K

CIL o296 L A BN

(iv) JUNJHUTI. D

(0) ‘Madhyariga’; mandra ni is omifted in drcha

and avaroha is sampfirna; Saficira —d.s¥gm pdn—-

dpmgrsn dpdS—G.  SK gives g;b:e'saﬁcéra:—d srg

mpdn—ndpmgrsndp. Theysadharana ga is alsp

tow occasionally used. R\ _ :
(b) R . & D N.
' Loz’ %0 42 - 455
I | |
(v) SAHANASSY
(@) Nisafifa. Saficira:—s r gmpmdns—S
ndpmgmrg¥s—G RLsaysit is pavarja and vakra
in ascent:—S+ g mdm d n s, and in descent sampiirna. -
V classesdptinder No. 22, with pa as vakra in ascent and
- as pirgas’ There is nowadays a tendency to introduce

traditional laksya and laksapa. .
CLozre o800 a;ml s

t'h%%ka_ﬁfni as an accidental: This is not sanctioned by

CIL e 3111 - 47 a0y

- (vi) NILAMBARI. -

- (@) In drcha it is sampiirna . vakra, and dha is -
- .varjavakra in avaroha; the saficira is'—s r gmpdpns’ -

—snpmgrgs—G SK classes it under the same Mela,
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' butgwesthe avaroha as snpdnpmgrgrmgs RL‘ .
classes it unider Mela No. (29) with the saficira: sy g

mpdns—Snpdpmgrgmgs. V puts it under. -
No (29) calls it sampiira, with vakra dha, and- va,kra ri
in avaroha SD gives it the saficdra:—Sr g mpdpnnsn
dns—PnpMgrgs RP puts it under No, (28).
Current laksya makes use of Kakali ni generally  with
Kai$iki ni as accidental. RV gives the phrases:—n § S
snsggmggrmgs—SnpnnS«—nsgrs—nn S
—ggrmg—Sgrgmgmp—gmpdp mp—mpﬂnp _
mgm—pdpmgs—u—pSnpdpm—-~gmpnn~snnd—-

pndndmgmrmgsetc N 3 _
o I 287-9 - 320\ \M32 4799 -
S - o . N - ’ :
. .. L& o 4607 -
- 2916 307-22_; z 426'7 ' s '_455-1
(mz) SAMA RN\ o T

o (a) Srmp ds—S dpmgrs—-—G Vaccepts
th1s saficara, but classegdt inder No. (29). - TuIaJa putsit.
“under No. (28), and- gﬂves the phrases:—S r s rm g r—
'mmddp—dDSSéSdpmpmgsrssetc -
T (b) R..'. G. . D.

= \ 2879 S0

('w@ DVIIAVANTI

_ ) Aroha is sampurna vakra avaroha is sam-
ﬁ?iga v1s,amavakra Saficirar—srgmpdns—sndp ‘
mgrg s——G RL says it is plirga in droha and vakrain
-avaroha; gives the saficira of the descent as Sndndp
m'p g s, calling G’s rendering as Andhra; V calls it
- sampiirtia and as.sung according to laksya; SD gives the
saficira —RgmpdsndnsH—ndpmgrs—rmgrs -

Sadharana ga is @ visiling note. - S L
) Reo G Lo 'D.- N
B : 320' L3z sl

3072 R S




“_—-mdpdpndp#mpmdpmgrhsrmpudndd
_ 'mpdpmgrﬁddpmgru-pdsndd—pdmpd
' -sndpmgrshrmpdsn - LT

R . I 2879
L2816 _
"‘*'12844

(x) SURATI

_ (»a) S *m p n 5—g N d p m g p m R,s-e—-Y} Accord— R
ing to RI., g is-omitted in iroha and m\avaroha V de-
_ fimes 1t as omlttmg g and d in ascent cg}l} it Surata

SR G YD N
"f fI 2879 f_fSZéggizg;"ﬁ432 ¢’;ji:jf4551:ﬂ‘
558 2844 BN D TR 4607

(m) KHAMAS, |

(8) G ‘defines kf\s bereft of Tiin, ascent and i
avaroha is sama~v1s‘ahla—vakra, and’ m1xed with catus—
Sruti i H1s sancara is S g m p dn s—ns n’Pd P m g S
Now kakall m\1s occasmnally used as an accldental Tl

to SK 1t1s S rgmdns«ésn dnipmgs V saysﬂoinﬁs
P and rin descent :Tcalls it piirpa, and says pa‘is. leapt
‘over; he gives the phrases —S . dn s—n st r—G mrsm n"d
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o w R G. D VN
L 287-9___ 324 432 a5
 No. (29) DHIRASANKARABHARANAM. -~
(@) Sampiirna—G and V. SK and RL class

- ‘Sanikaribharanam’ as a janya under this scale with the

saficira:—Srgmpdns—sdpmgrs GDcallsita
sampiirna raga with paficasruti ri and dha and describes
its mela. Tulaja makes an interesting distinction hetween
- the mela and the raga named Sankaribharananf; he says
that this raga is derived from Sankarabharana-mela, and
uses paficaéruti dha. He gives the phrases:~s sndNSdp-
- —mgrgmpdnSnD—g—grs—sndnS—SnP~Dp
—gpdSNSDMGmRsete. RV\gives the phrases:—
nsdnpdnsrs—gmrg—sm g\iﬁ*p m g etc.

(&) R. GRNV D. N.
1. 287-9 324" 432 4799

II. 2916 w320 4374 486

I 2879 ‘324 432 4799

to A to to S to

291:38 330 440 - 490

JANY 4 RAGASSS
(¢) KURANII.
(a)Madhya riga’;nsrgmpd—dpmgrsns
- —G. REgivesnsrgmpdn—ndpmgrsn;its
Andhgd readingis Snsrgmpd—dpm grsns. Vie-
fings) it as sampfirnd omitting dha in ascent, with vakra
a in descent. . T calls it piirna and upinga:in ascent
-according to him g and d, and in descent d are leapt over:
he gives the phrases:—P mgrs—nnsrm ggrs—snn
pmm—mggrS—mnns—rmmgmpnn Sete. -
@ on o e
S L2 2879 30 42
" (i) KEDARA. | o
- (#) R and D are varja and vakra in Eroh"a,' and-
the avaroha is samplrpavakra. - -Catud-éruti dha is in-
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'cluded Sancara --—smgmpns—Snpmgmdpmg
r s—G. . According to RL, strgmpns—snpmgrs;
the Andhra reading beingsmgmpns—snpmgrs.
V -says it is an audava, by omitting dha, and its ga is
vakra. T says it is sddava by the omission of dha and
gives the phrases —m g mpPnMPn SS—m g mgr
- snsetc.

@ R G B W PO

12879 - 324 4267 486
II S 320 - - 4‘799
(i) BYAG. -

{a) ngpndns—sndpmGrs“Q Ka131k1m
is now used as a visiting note. _ .
() . R.. G b N

I 2879 . 324 .:f\"432 . 4799
N\ 4607

(iv) HAMSADHVANI
(a) Srgpnshvsn;)grs—GandV

(%) R, N G N.
L 2879 ~\' 324 486
O At

(2) DEVAGANDHARI

(a) IQaroha it is sampurna vakra and sampurna -
in avarohal)" Sancara—srgrmpdnS—snmeg
R S—G~\Accordmg toSKitis srmpdé—sndNdp-
m R. S (GD and T class it as sampfirna, under Sriraga

' la) Kaiéiki ni is used as a visiting. note.. v descnbes
it under No. 22 as sampurna w1th vakra ri and dha.

4607 .

-y R T Ge b, - N,
: L 2879 -324 S __'43_2_ 479:9.
(m) ARABHI = IR

() Srmpds——sndpmgrs—G Vsaymt'
omits g and r.in-ascent, and occasionally uses ri in ascent.”
- RL gives ri as athsa. According to GD it is sampiirpa, .
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SDRS—MgrSN—dns-Q‘V

. o ddp_pmpdndnergr—rns——DNNS Tyaga--

rija avcuds the open use of ni in his- Pancaratna Krii in
o Arabhr In current usage g and 1 are very spanngly' '
- apphed Clnonro AT
L 2& 9 - 324 o482 4799
(zm) NAVAROJU R
(.w) Madhyaraga Pdnsrgmp—-—m\grsnd

-_ p——G RL repeats this laksana and gives, dha’as améa. -
- V.says it:is a sampiirpa raga, its range bémg within the _
two pa.ncamas (ie., mandra and madhyahla,) RREERI
®. . D N 0T R G

S L 216 243;[\* 2879 .. 324

(vm) ATANA '

(a) In aroha g andd are omltted Srm p R s—
snD pmgr s—-—G Sampuma according to V who
_ classes it under No. (28). RL classes it under No. (28)

glvlngthesancara,-r—w rgmpdns——-—Snpdpmng’S,
~dhais a_msa_ Ka‘B\kl ni is now used as an_accxde_ntal

:' (b) \ R . G! . D ) N. K
: N ’87 o 320 - 42 4799
S \“\ . o _ 4551
A IH Lo 3033 o

',\'_'.. D

»« DR 3414
N giny BILAHARI "

(o). Srgpds—-—sndpmgrs—-—G Vcalls1t '
o _Bllahun with vakra ma in ascent and occaswnally using
- T-calls it Bilakuri and gives the phrases:—sr gpm
-ggrS-—rgpdsndSndpmgr‘sn-—drS—-HS
d Pmggrs—ete Kalsﬂn ni is also occasmnally used
(b) RO L Gl S D e NG

: _._'_2879 eS20 s 4g2 w9

4607_ -
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(x) SUDDHASAVERI

_ (a) Srmpds—sidpmrs——G Waththesame'
saficira, classed under No. (28) in RL." Accordmg t0'_"-
V, it is'classed under No. (1) as an audava ‘omitting ga |
and ni.- T classes it under Mayamalava with the above ’
laksana and gives the phrases:—sd s—d dssfr M M—"
rmpddP—pMp—D S... We may believe that somehow © .

- ri and dha became sharpened and T’s Suddhasaverl attam§ SRS
ed the modern :Eorm e e &y T

Ty R ‘D, . ."'_f'f{._‘.
L2879 82
(m) BEGADA ' A e

. (@) Sampiirna vakra in aroha, and sainpilirna in ava- L
roha. SgrgMpdepsw—SNldg gre—G. Vde =
firies it as sampiirna and as omitting#tin ascent. RL says -
rand d are omitted in ascent and the ragd issung with sam- = "
piirpa prayoga in descent: it! gwes the saficira:——s g'm
' pnsorsgrgmpdeps———sndpmgrs Ma-and -
ni give character to this raga. and their peculzar va]ues. '
are given below, - ,aj}\- o e he gl e e
' (6) -vR\\ : G ML - . N
| SR87°9 324 3414 o432 4799
. _"IEI’.). el NUT L 3456 o 486 o
LSO 3499 607
NN o to te
" No (30) NAGANANDI i
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(%) R G Dol

. L. 8072 ~324 4096 . 4368

'No. (32) RAGAVARDHANL.

(o) Sampiirna—G. ‘Ragaciidamani’: omits gin _

aroha and d in descent. R is varja—V, T

OO R. | G. D. - N

I.  Same as for No, (31). - 4551

No. (33) GANGEY ABHUSANL. \ ’_\'

(@) Sampiirna—G. ‘Gangatarangini’: D‘~and r
are vakra in descent—V.
| () . R G. o N
L Same as for No. (31). \\ _ . 4799
No. (34) VAGADHISVARL. |
(o) Pirna—G. ‘Bhowaccl‘iﬁ‘yénata omits d in-
droha; d is vakra in avaroha. G 1s varjya—V.
O R, m’G : N. D.
' I Same as“fdr No. (32). . . . 432 .
No (35) SULINT. o

(a) PurnaT’G called ‘Sailadeéaksi’ by V, accord-
ing to whom r anfin'are omitted in ascent, and g in descent.

(b) \X R ' G. D, N,

\\I Same as for No. (34) 4799

JANI’A\\
(;.e) DESAKST.

(@) Defined by G as consisting of satéruti ri, anta-
ra ga, catué-éruti dha, kikali ni, and omitting m and n
inascent. The avaroha is sampfirna vakra. G adds how-
ever that the riga is derived from Harikimbhoji mela. =

RL calls the raga Desaksari’ and defines it as omit-
tmg ni in ascent and as being vakrapfirna in avaroha; It
gives the saficira Srgm p ds—sndpmgmrs SK |
classes it under No. (35); which is supported by a glta b}’-- :
Subramanya A1yar of Tiruvaiyar. o :
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GD deﬁnes Desaksi mela as havmg suddha ma, panca.— \
$ruti dha, satéruti ri, antara ga and kakali ni, T derives
Desakst from the above mela and gives the saficari:—g p .
dds—mmme—sssn—pdr—Pd—Snppmmrs—
rssndSS—ddpdSs—»dsnppmr—gpD S etc.
V defines that Sa11adesak51 omits r and n in ascent andgin
descent

& R . G. D. NN

I 3033 324 42 419
" No. (36) CALANATA.

(@) Samplrna—G. Under this mela,r.G:‘describes

Nata as of sampiirna droha and as -{:»mit'tif}gS g and d in
descent. This agrees with V’s definitioss” A gives the
saficari —rgmpdnssnpmmpm\hiRSrgmrg m
pdnsdn—ete. T callsita Bﬁésanga derived from -
Nata mela,; he says ga is omittedand gives the saficari:—

SSSnp—rgmdnssnMpp—rﬂpNS—SSSn
pSSSn—SSRrrgmpdn S n p etc,

(%) . R L G. D. N. -
_ . L 307;3~} 324 4607 4799
I 3088~ S 4355 486
e Y - 440 o
TI-3033
.\ to
Y sz

T% foregomg are called ‘Purvanga ragas by Ven-~
ka.tamakhm The melas No. (37) to No. (72) are called
_ \Uttaranga rigas’ by him and differ from the former group
~ only by the presence of the ‘Pratimadhyama’.  This single-

note is enough to establish a different raga-personality as
between two scales which have all other notes in common.
Hence the values of the notes given in the melakartds in
the Pirvafiga group apply generally to this group also, -
which can be taken to be d1st1ﬂgmshed solely by the value
- of the ‘Pratxmadhyama in almost’all the cases. - The .
* difference in nomenclature and saficara between the schools -
of G and V can be perceived by reference to the gitas by
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G and V the Caturdandl prakasﬂca and the SMgIta-.__:.__.
: sampradayapra)darsm1 ‘Therefore onlya few well known -
: scales and ragas of. the uttaranga, group are: analysed here _

No. (39) JHALAVARAL[

: (u) Sampurna——G V calls this Dhah Varahka :
" he descnbes Varalf as plirna. This definition of Varali
~ can be taken as final. -GD defines it as having Suddha S,

D, d, and g, kakali ni, and sat$ruti ma. - T says Vataliis .

plirna, derived from this mela,-a manapancama Bhaga, -
with the saficiri: grgmpd—mpds Snd\pmGr— '
'Srgmpdn s—-rgmpdndp—-—mdndmggr S, ete.

) . . R G. M, {0 D oW
1L 2667 300 - 3647 3999 . 4915
I 2844 291 3792 4096 . 5056

2730 \ L
L 2879 C 486

L to © : S e
2088 L so:ﬁ

No. (45) SUBHA PANTUVARALI

(@) Puma—Q V calls it Saiva, Pa.ntuvarahka .
He deﬁnes ‘Pantyvarali’ as piirna, " Here also there is re- .
markable agre¢ment. between the 2 authormes, ‘which

. should give Pantuvarah a final definition. . RL defines -
. it as. Samp&ma in droha, and omitting pa in  descent. -

T ascent

| Accordn{g to T this is plirna and derived from Sindhu-
) ramakﬂya Mela (consisting of Suddha ri, sadharana ga, -

‘antara’ niand Vikrta Paficama ma}) with the saficari; Sr

L '_gmddndNs—ndpmgrS-—rGrrS—-grn_dN_S'_.—_;j
etc . DR

BO72 3641,

| (na:) Purna-——G Called Kas;ramaknya ;s }‘Vs
accortdmg to whom 1t 1s sampurna but thh vakra riin .
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@ - R .GT M. YD SN

Lo’z 8243641 '.‘4096 _ 486.,..
No. (53) GAMANASRAMA. o
(ﬂr) Puma-—G ~Called Gamakaknya by V

* -

(@ RS G M. DN

JANY A.
' (£) PURVIKALYANT

(a) Sancara Srgmpdnds—Sndpmgr‘s—-—-
G. _ N

\

- | R 6 - M D«,\'\ N
L Same as for No. (53}

- No. (65) MECAKALY‘QNQ'

(a) Samurna——G Called San’ta Kalyanl by V.
# . R G. oSM. - D N
1. 2870 324[ V3eet 432 486
I[, 2916 337" 3686 - 4374 4976
JANYAS. : N\ o SR

2%

(i) YAMUNA K‘ALYANI

(@) Niis \varjavakra m ascent and descent San-
cara: Srgp{mpds—Sdpmpo‘rs—G V. deﬁnes

L2734 86+l 42 .479-9”-' SR,

\\.'

it as samp‘@rna, and as using $uddha ma; SD gives the S .

saficAras Srgmpdnsm—SndpmGRS SD.gives g,
r aadDd as amsa Suddha ma s also useci as an
a(:(}dental B N '_ R

Loy a4 T aeAl oA

A L
(w) HAMIRKALYANI R T

_ (w) Spmpdns——Sndpgmgrs—G SDgwes N
‘sampiirna droha and avaroha, for this raga, a:nd mentions

g, d and 1 as. amsas Quddha ma is use{d as an__'-__;

accidental.
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: (b) - R. ' G M D. N,
. L 2879 . 324 3641 432 g
- 341-4 -

The foregoing riagas represent perhaps the most im-
‘portant among those prevalent in the Karnatic System,
Their laksana is not summed up merely by a description
of their saficari, but its essence is embedded in laksya,
According to this their constitution is found to be sich
with colours endowed by usage and constant refinement,
What this compositeness means with reference 45.the pro-
blem of the $rutis is the aim of the study of the vibration
numbers of the svaras occurring in these ragas, and their
values have been recorded in' the light .of\my observations.

Generally there is agreement beﬁi’}een different Schools
as regards the saficira of the ;égﬁs other than those re-
corded above, making allowance for Wifferences in the
names used by Govinda an@® Venkatamakhin, For their
arohana and avarohana ;jé‘férence may be malde to the gitas
by Govinda, Venkatamakhin, Paidil Gurumirt Sastri,
Tiruvaiyar S.ubramajp}a Alyar, etc., and to the list of rigas
given in the Gapéndu Sekharam, Gayakalocanam, Gana-
bhiskaram, Sangita Sampradiya Pradaréini and other
- standard t;@fs\. :

I’gj%t“o be noted that many compositions of §ri Tyaga-
réjg\.iﬁ' uncommon ragas are from time to time - being
breught to the notice of the public. There is reason to
believe that these riigas have been created by Tyigarija in
most cases, according to the Melakarta scheme, and the
laksanas for them are determined by the songs themselves.
This adds to the difficulty of drawing up a final list of
ragas. Moreover, songs are being 'éomposald at present
in many rare rigas, the nature of which is therefore being
defined for-the first time. 1In Appendix V are given the
arohi and avarohi of some rare ragas in which songshave
been composed in.recent times, ' IR



. APPEN DIX I SR
SOME INTERVALS COMMON TO VEDIC AND KARNATIC *
: MUSIC, '

- In the following p_ass'age —_

R S SN SR SrS NSSR saS rssl\
yo(a)pam puspam veda—puspavin prajavin pasumain bhavgu
—(Ya]uweda)
R is somehmeb intoned as a suddha rsabha of less than 3
frutis (corresponding to the dvifruti rsabha of Kamauc musm)
but more often as a catuéSruti rsabha. When rarely*the verseg are
chanted at twice the normal pitch, R partakes the hatire of a satéruti
rsabha. N is sometimes akin to Kikali ni (15 @ but usually occurs
as an interval divided from Sa by a tone, £ ©

S 3

In the line— O _
sRN ssR nSN sRsM' SR NSSR
yathanaé Samasa dvipade catugpade ° vidvam pustan grime
N S sRsS N®
asmin andturam— - QYaJurveda)

the intervals divided b)\a\ét»ensks are divided from one another by
six Srutis approxunate.ly These can be treated as satéruti intervals,
which however do :rmt occur as 1ndependent intervals but only result
in the course o partlcular piece chanted. There are numerous
instances of Ihs kind of interval in Vedic music of the above type.

The following Saman using 7 notes, the only example of its
kind, aﬁords interesting and important material for study. = The
rem}cmng in notation (the same as is given in Chapter II) is by
MS?\ ankaranara.yana Alya‘r :

""mﬁg‘arqrsraeamsﬁu;uarrztlaq. _
;HTHfﬁH(TﬁHHTHHTHHWIﬁH‘TIHI.
TAQUARIRGw A 1w L
-«nm%nﬁr*xmf{m#‘fmlmmm
%m-’a'fr(mszﬁ—arsza1aar521—~ B
.mﬂmﬂmsﬁH-—mﬂHﬂrrtmx’(mtrar—
9T 9FF A1 W4T § T E 4197 S 0 g

.h & "?9

Z > ff -
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a1 F A WG —-AT W A A AT A—

ST AW FTAMIASET—

W MR T MR AT T e A {ar—

H—qf |7 9T 9T ¥ 9 A1 9 U Y=

T |/ AOCAT T X ACRAA— o

1 $2 @ & a1 52 ¥—&7 52— o M3 s234 i

. & i i m Q g—wr & 8—a &/ g e
‘H'-II*‘IT?ﬁ%TI qg—aTg—g g Hrgarapiy - O\

T 1 AT W AT AT A A AT LA A

g

aEr aRP

1 -9 3 5 QO

T g g-—ar &y a1 o s 234 5 097 4 8,28

a ar sh—mr€r & | A a A A g e e
97 ¥ qr—97 4T qUAL G AT A1 A0 DGR 5 F

. AL T Af—WT 9 AT AT AT A

2. . 1 \9

a1 § 343 T—91 5 2345 IS 1
A arft i erg—ar & D 97t @r w9
B, arar st a—drgpar av g G

C. @ dr ar t’n“t——:{ﬁ'm T

~ This Saman ; &{eé use of seven notes, a complete Saptaka
from Krusta whieh occurs three times (under the number 7) to =
atisvirya. Th€uétes according to A mode (representing current
practice) may.be seen to have close affinity to those of the sadja
grama. | Byt'it is very difficult to formulate a general rule governing
the Sa‘\&n notes of- A mode. Because, very often, the first note
or -pkathama is represented both by ga and i and the mandra or
ﬁgtﬁf note by mandra pa; the atisvarya is taken to and rendered as
“sadja; the closes on the 1st, Znd, 3rd, 4th and 5th notes are often
inexplicably rendered om the sadja svara; and there is no
.f:onscious effort to intone krusta as madhyama, though it
s perceptibly raised above the prathama svara.  Under

- these. conditions, each Siman according to current sage
has to be studied by itself. Most Simans are now sung to
the notes ga (flat), ri (sharp), sa, ni (flat) and dha (sharp), the
first three in the madhya octave and the other two in the mandra
octave. Sadja, from its dominant influence, can be said to function
as the keynote, and the nyasa is too often on this note though it may
be against the note prescribed as the final of the melody.
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In the above Saman the progression of the scalé is from madhy:i” .

madhyama to mandra paficama. The Krusta is rendered as a Suddha
madhyama though it is sometimes 'slightly less in pitch. Tn the
music of the Gandharva Veda the 3 notes in'mandra sthiina, ‘n, d -
and p’ seem to have been raised by an octave and superimposed on*
the tetrachord ‘m g r s’ which gives the madhya Saptaka. (This -
inference is based on the assumption that the current rendering of
the Sdma Veda represents the ancient method.) The Saman notes
in the form of this Saptaka correspond to the miirchana of the
sadja grima called ‘Uttaramandrd’ (can it be that the name ‘Uttata~
mandra’ contains a reéference to the raising of the mandra chotes
to the madhya sthana?) In this Saptaka, Krusta is equak t0“ma
(§uddha) and is literally a madhyama or middle note. Th1s gamut,
spreading over the 3 sthinas, ie., the lower, middle and higher
reglsters (already mentioned in the Rkpriti- sakhya} ig’ at the start- .
-1ng point of the practice of secular music.

The Narada Siks3, though presenting dﬁ%ulties regarding the
§rutis and the order of svaras used in¥ {the Saman chant, goes a
long way towards the elucidation of' the general nature of the
svaras of the Saman scale. The reiatlan of the Saman notes and
the notes of the flute in the SlkSsL i1s very important. ‘The latter
are mentioned simply by theif“names, without any other qualifica-
tion, and as such, in my o&mon they refer to the §uddha notes of
secular music.. This mfefence is supportéd by 2 facts. First,

- Sarngadeva refers to}he notes of the flute in the same manner
without any qual%ﬁ(j.afmn meaning by them the §uddha notes, and
Kallinatha accepts“this usage (wide verses 441 to 446, the Vadya- .
dhyaya of the \Sanglta Ratnikara). Secondly, the current into-
" nation of the-notes of the Saman.chant is not incompatible with the
Suddha getes of lay music taken to be mentioned by the Narada
Slksa,\but closely carresponds to them. It is true that there is o
sfrict ™ uniformity in the notes in'the current modes of rendering
Samans, which generally are allied to the scale Kharaharapriyi. But
_if it is accepted, that the Sima Veda was chanted to the Suddha
svaras mentioned by Bharata and S3rngadeva on the basis of the .
illustration of the Nirada $iksd with reference to the flute, the
intervals used in the Saman scale must be the same as those of the :
sad;a grama consisting of two, three and four érutis, :



 APPENDIX II.

SOME UNFAMILIAR INTERVALS USED IN CURRENT

RAGAS. N

In addition o the intervals given in Chapter 1L thefollowing

also occur in'the rendering of various ragas:— A
256,225 40/27 128/75, -
T 36725 2250128
729/640 - 128/75 AB0781
75/64 2187 /1600 ¥
243/200 1280/729 . N
2187 /1600 50/27 A
176/128 ~ 243/125 NV

The vibrational values corredponding to these ratios are to be
found in Chapter VII. It is, 10" be noted that the more complex
intervals often occur as modifications of the main notes which sus-
tain a melody-type, oscillating about them freely within the range
prescribed by the natyse ‘of the riga, and acting as the vehicle of
gamakas while beirig{shaped by them. It is with reference to such
ntervals that theull significance of the gamaka or the shake of a
note being a vitdl shanipulation of melody can be adequately realised.
- In chagie¥ VII some values of ‘illusory notes,’ (mentioned in
Chapter\zf,\}'”_which cannot be ignored in the practical rendering of
musiq;'.ﬁ}e also given. For example, in Todi, G—312:9, and N=
46935 "in Bhiipala, G—=301:7 ; and in Bhairavi, N=450:7. Other
@aﬁc'es may be found i this chapter, S



APPENDIX I11.
VENKATAMAKHIN AND GOVINDA.

Accordlng to My, M. Ramakrlshna Kavi copies of the Sang1ta _
Sastra Sanksepa are available in the Andhra country, in Mysoeré™\
and in the south, besides the copy in the Adyar Library, He is of
the opinion that the work is more ancient than the Catﬁrdand:grhka— :

-&ikd. But any criticism of the scheme of 72 melakartds’ may
be dated perhaps only since the time of Venkatamakhiny I con-
sulted Mr. K. V. Ramachandran’s copy of the Adya\rxmanusorlpt
There is a printed version of the gitas contained itf\this rescension,
and othegr written versions similar to this are stated to have been

in circulation among artists in the Tan]ore {'S@'lct for the past one
. century and more. :

The dlﬁ'erences between Venkatamakhln and Govinda in their
treatment of theory aré striking apd fundamental and indicate the
progress of the art. "In Chapte.r II it was shown how ‘Govinda
‘departed from the CaturdanderakaSJka irr adopting 6 varieties each
of rgabha, gaindhira, dhaivata and nisida, and 3 varieties of
.madhyama Heé defin s\(ewdently) Suddha svaras thus:—

ﬁaﬂ FEEEHI(I El'ﬁ-f[ RlECET

Bt a3 sgh (a?) v o

B R/ et wIdaa | '

\g\qﬁ gAY TEIAARTHAT: | ' :

* The s‘e}erence to the Acyuta Raya Mela Vina may be assocxated
with the Vma of the same name mentioned by Ramamatya The
as§igyithent of five §rutis to sadja and paficama respectively is intrigu-
ing.” Govinda’s 'reason for this ' seems to be the fact that fuddha
nigdda and sadja according to his reckoning are separated by five
grutis and that Suddha gandhira and $uddha madhyama are similarly
separated by five fritis, Even according to him paficama consists
of four érutis. He divides the octave into 12 sthanas; by combining
the first and second &rutis into the first” ‘graha’; the third and fourth
frutis into the second ‘graha’ and so on.  These 12:sthanas are ex-
plained as the basic constituents of the 72 melas.”

‘In the {reatment of melas and their j janya’ ragas, the dlf’ferences
- between the two theonsts are no less sharp, i spite of many points

Jrey
b
e
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of agreemenf. ‘The janaké ‘melas of . Vefikat,amakhm ﬁ_ré-tréated
by Govinda as janya ragas in most . cases. The assignment of

grutis to some notes in the case of many melas and rigas, and the

naming of several ragas make the difference marked: Govinda de-
fines several ragas not found in the Caturdanpdiprakasika.

Vefikatamakhi'n groups ragas according to their graha, amsa and
nyasa. These 3 are represented by a single note, and the resultant
groups aye seven according to the seven notes of the gamut. He
enumerates 7 gaulas, He cails Nata a Bhasdnga Raga, and asam-
pirna. (though it has varjya svaras in avarohana). Suddha vesanta
is described by him to be a rigiigardga and a j anya of-Saikarz-
bharana. $ri, Airabhi, Kedaragaula, ctc., which haye.Jopya svaras
in their saficira, are called pirpa. His idea seéms to be that a
Raga can be called plirna if all the 7 notes in{the octave are used
taking both iroba and avaroha into account But Govinda restricts
the term ‘piirna’ to apply to rigas or scalés'with 7 notes in conse-

‘éha and avaroha, Current

cutive or regillar succession in both are
usage conforms to this applicationi\J enkatamakhin's use of the
terms ‘sddava’ and ‘audava’ _arehs,till’ accepted; according to Vet
katamakhin, Dhanyasi, Bhiipals, Nagadhvani, Gurjari, Karnita
bangala, Madhyamadi and Gapla are ragangas; Bhairavi and Chayi
-gaula are upanga ragas. (Vide the Ragaprakarana of his work).
This classification, excépting Chiyagaula, does not agree with that
of the anubandha ¢4ppended to-the Caturdandiprakaika. The
classification .in fhe * anubandha is the same as that adopted by
M. Subbarag@ Diksitar; in it is fourd another division of ragas
into ghana, yakti and deiya. Venkatamakhin states that Sama-
varali enfanated from the Sama Veda and that the sweetness of .
Madhyamadi is best expressed through the flute. Kalyani, a
fz%vgfu?ite.among Mahommedans, and Pantuvarili, popular amongst
~eomimon people, are condemmned by him as unfit for use in gita,
prabandha; ete. : '

Venkatamakhin and Govinda differ fundamentaily in their
treatment of the melakarta ragas. Govinda defines everyone of the
72 scales as sampiirna in arohana and, avarchana. Consequently
he classifies Vetkatamakhin's scales as janyas wherever they are
not samptirna in ascent and descent. He seems to be guided by the
rule that a scale should be piirpa in droha and avaroha. In de-
fining the .scales. Govinda gives the name. of the kartd given by
Verikatamakhin (which is often corrupted), secondly his own name
for the kartd, and the saficira for Venkatamakhin’s karta (whick
~according to him is a janya). The svaras and in many cases even

+



their éfutis_ are gwen by him in slokas. What is noteworthy is that

Go_vinda renders even the arohi and avarohi of each scale and riga
in anustubh  metre. In the gitas for scales the svaras, frutis ..~

(wherever necessary) and the saficira are explamed what is very

important to note is the piirna saficira of the droha and avaroha -

of each scale in 2 consecutive bars before the close of each gita,

In the following list of Govinda's scales, {&) represents the
name of the scale given by Govinda and which usually corresponds:
with Venkatamakhin’s name: (b) indicates Govinda’s own name °
for the scale, which in each case is sampdrna in arohia and avarohgy. -
and (c) gives Govinda’s saficira for Vefkatamakhin's scale men-
tioned in (¢). This comparative study will show the place Qsélgned '
by Govinda to Venkatamakhin’s scales in his statement,of/theory.
The ragas under {c¢) are described by Govinda as ]anf;as} of scales
given under (b). The definitions under (¢) are r\eproduced here
as found in the driginal. o

No. (1):—(a) Kanakamban . AN

() Kanakingi - : ’\ ' L
(c) Kanakambari: § FR LR =ﬁ ar

: -.,-;.\:'Tﬂ'['iﬁll
No. (2) —(a) Phenadyut1~ O

~ {(b) Ratnangiy : -
(.c) Pheuadyutl: f’fqrmqm#‘fﬂrmaﬁqu'

\ ar R &y
. (3) ——-(a) Sﬁmavaral1 :
- (B)>Ganamdirti - ' : S _
\(c) Samavarali: ¥ ﬁ:m q'r'q?ﬁm fo1 *T‘Im wmo
v A - ﬁmmmn R
No N) —{(a) Bhanumaii . S
* .'; (b) Vanaspati. - : : : .
m:'f’ '. {¢) Bhanumati: & ﬁ: a1 ﬁ LR EIT st s l’a qrqr A
v o IR mﬁmuﬂ' '

No. (5):—(a) Manorafijani -
(b) Mianavati * o : ' L
: (c) Manoraﬁjani q F{ HEUCE a"r ar ﬁ I’ ﬁr .
- -.wamnﬁn*
No. (6) ——(a) Tanukutl ) . :
~(b) Tanarfipi

(c) Tanuklrtl Hﬁ:mqtﬁrm mrax *Tﬁf‘ﬁ‘ﬂﬂ B

- :rrftmn'--'
27 h
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.. No. (7) —(a) Senagram

S - (b): Senapati e
“(c¢) Senagrani (The &loka- deﬁmtwn is n:ussmg
- according to the: glta, pa is var]avakra in

- - ascent, and descent is purna) :
- No, (8) —(a) Todi
(&) Hanumattodi
() Todi: Hﬁmﬂ‘[ﬂ’?ﬁmﬁ | Hﬁ-‘rmmnﬁa
qarn

No, (9) :—(a) Bhlnnasadjam : . ' O
(&) Dhenuka
(r:) Bhinnasadjam: 8 Rar v WIFﬁ } CRCR|

. U (] iT W
| No. (10) -—(a) Natibharanam ~ON
(b) Nitakapriya \
(¢) Natibharanam: & RSWH T 971 97 iy | Hﬁ’ftﬂ
HErF ARG )

No. (1) :—(a) Kokilarava o\ )
' © (&) Kokilapriya ("
(c) Kokilaravahd I RMRaTTANf gy
,yz- TRy
No. (12):~—(e) Riipyanaga
© (&) Riipavati
(¢c) Ru\pyanaga BHuT Ay frar *Tﬁl'TlHT
T{raarny

(b) Vakulabharanam :
:\";. (¢} Hejjujji: SR Msmaqrarar ) afvaray
A\ ™R
N@. (14) —-(a) Vasantabhairavi
~O (&) Vakulabharanam-
N/ (¢) Vasantabhairavi: @ R MTAarg Ay o
TRTR R @)
No. (15) -—(a) Mayamailavagaula '
(b) Ibid-
() Ibid.
.. No. (16) -—(a) Vegavahini
Tl : (%) .Cakravaka
AP ' (c) Vegavahmx -Hftmmqwr?ﬂmeﬁrsnwn
f:v,-;-‘_.. . TR 4T )
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No. (17) -—(u) Supradipa
() Séiryakanta =~ .
" (o) Suprad1pa ﬂftmqrﬁaﬁﬁmlﬁwqrmﬂ

LHE i ]

No (18) —(a) Suddhamadhavi

(b) Hatakiambari ' .

_(c) Suddhamadhavi: FAGWATACEH 0 7 &
_ . fangarad

No. (19) :—(a) Jhankarabhramari o ~"\_

(&) Jhankiradhvani. "

(¢) Jhahkdarabhramari: & @ @ a1 § 91 w1 ﬁT k'& d

mmqmﬂﬁn

No. (20) :—(a) Bhairavi o Y
(&) Natabhairavi : A\
@y%wm1ﬁﬁmmﬂﬁmﬂrqﬂmmﬁ
w0
No. (21) :—(a) Kirapavali : \‘

(b) Kiravani .
@)mm@mﬁakmhqmmalﬁammn
' _ ﬁﬁmn
No. (22) :—(a) Sri Raga Q
(b) Kharaharapriya .
(¢) S§ri,Raga: & R wrﬁmr#’rm s amaRm
wary
No. (23) — (e} Velavah
B Gaurimanohari -
\t‘c) Velavali: § R MARGMR 1 « oy em

\Q rEr
No C24) —(a) Viravasantam
o~ O () Varunapriya .
\}_~ (c) Viravasantam: S R MM CA T & KT A g

_ HMRE

No. (25) =(a) Saradvati " .

() Mararafijani ' )

(¢) Saradvati; @ R Tlr?r‘z‘éﬂ?ﬁ'ér | et
- a7 ft qr -

No. (26) i —(a) Tarangini o, o _ .,
. (b) Carukest A L $e
" (¢) Tarangini: § ﬁ‘ LR R R wow ) ogfamaa S

. mRAEy - T UL
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No (27) :—(a) Surasena
" (b) Sarasangi '
(¢) Surasena: FRAATY tn'eni?f i wmwﬂ

R A
No (28) --(a) Kambhop(dr,)
' (&) Harikimbodi :
(c) Kambhop ar”tqutrrﬂ"rﬁl affarug

: ar REr

No. (29) w-(a) Sankarabharana . N

(b) Dh:rasankarabharana AN

() Zid. | - &

0. (30) ::=(8) Samanta
(&) Naginandini
(¢) Samanta: Hﬁmmﬂmmmu {7 a1 &r

Aedpary aTdwRa..

No. (81) i~-(a) Kalahatisa /N>
(b) Yagapriya sy :
(c) Kalahathsa { Fr_r%mmq#‘rbrrm aﬁ‘fmrrn
gy AU
No. (32) :---('a) Ragﬁcﬁaamam

() Ragavardhani
(r:) Qégacudamam . AT AT A/ 97 G &) ﬁrw :

waqmn

Z-
P .

No. (33) —-—(a) Gatigatarangini
5 (8) Gangeyabhiisant :
(¢) Gangitaradgini E R mw gy 9qmy

o =.\’""
'KV‘- _ adrRan
~N0 (34) :i—(a) Chayanata )
. ““\ (#) Vigadhi§vari S
20) (r:') Chayanata ARITRIAMWa| ﬂf’r‘rfﬂﬁfq
' Vo ATRE N
No. (35) ——(a) Desaks1 : - )
() Salim , o ,
' (c).Deéakm SRmdrqrEr @ gymaad
: RET 0
No (36) —(a) Nata ”
* (b) Calanjta ' '
. (e) Naga:, TRAAT A A sfegaad

l‘i‘ﬁ’r "
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No, (37):— -~
- (b) Salaga
‘No. (38) :—(a) Jaganmohana
(b) Jalarnava
(c) ]aganmohana g R AT g ar
aﬁtmwnmﬁ:mu
No. (39) :=—(a) Varali
' (b) Jhalavardli
No. (40) :~(a) Nabhomani’
{(b) Navanitam - \
-(¢) Nabhomani (In the gita it is deﬁned 39
: ecrrﬁwﬁm‘iﬁ, wﬁqﬁ@ )
No. (41) :—{a) Prabhavati- = N
- (b) Pavani : N
(¢) Prabhavati: ® R ¥ ¥ = AN
qTRury ﬂ.\ﬂ’{%m I
No. (42) _(a) Raghulita = = ,5;.: '
() Raghupriya o\
(¢) Raghuhla s
*ﬁt#muaﬂftaru
No, (43) --(a) Girvanal
(8) Gavafibodhi
(c) Gx}\rana g L B AAIT)
> ﬁra%ﬁaa#‘rq‘nu LI KK
No.

o

(44 -.\(a) Bhavﬁm

\“\ “(b) Bhavapriya

N () Bhavanl aRaagmfrafry
'»\".; ‘}L‘(ﬂT‘Tﬂﬂﬁmu_'

We. (45):—() Pantuvarall .
ey (B) Subhapantuvarali « ¥

(¢) Pantuvirali: E RO T I a0 &3
. sfmorsamRE
No. (46) :— (@) Tivravihini
-{b) Sadvidhamargini
(c) Tivravahini: RaTagerafe;
- . A gfawarmfcan
No. (4_7) :——(u) Sauvira- -
' () Suvarnangl
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(c) Sauv:ra: AR MRw qHTf‘e‘l‘I. ai"e‘rwrww
afon: :
No. (48) :—(a) Jivantini
: (b) Divyamani
(¢) Tivantini: (the gita defines it as Wﬁ{&ﬁfﬁm
and sIQERaafiT)

No. (49) —-(a) Dhavalangam
(4) Dhavalambari

(c) Dhavalangam: 31 A0T 0 €re gfearg

mR &0 (in the\gtta it is

_ - called tﬁmﬁ‘s)
No. (50) :—(e) Narmadi : K. N\
(b) Namanardyand
{¢) Narmada HR'TIH’T*T?]T\HII‘?T f ‘twtn‘mqff
R Grr*
No. (51) :—(a) Ramakriya \s .
: (5) Kamavardhani
() Ramaknya R EEE L RN F T
. - ,”.7; ) far ll
No. (52) —(a) Ramamanohan
(?) Ramapriya ' _
(c) Ramamanohari: aRMArgwarad) fafw
= A\ - wRAREy
No. (53) ——(a) Gamakakriya '
\N“(5) Gamana§rama

\\ ~ (¢) Gamakakriya: @R@rwrgrarf) sgam

Iy

%

N wq fear
No 54) —(e) Vaifakha | N
") (b) Viévambhaiis
A% - (¢) VaiSakha: ﬁﬁﬁ{;mqm:ﬁmn frefqam
' e ftgln B Fe

No. (55) :—(@) Syimala
(b) Syamalangi _ .
(c) Syimala: ST QA qrm fry ™ qa@mArso
T T

N
g

No. (56) :—(@) Trimrti -
(b) Sanmukhapriyi g =2 :
(¢) Trimarti: Hﬁ:rrrtrrwwr#rm gfrwrRad

REH ... T

e



-

%

No (57) —(a) Simantini
: (&) Slmhﬂndramadhyama : :
@)Smmmm FRIAGNALG T FoArq e
o ' 191 |
No. (58) :—(a) Simharava
(b) Hemavanti (IHemavantini)
(¢) Suhharava: @ R#AT4r 4y
o ) ‘ﬁﬁqnwtﬂﬁﬂﬁfn
No. (59) —(a) Dhaumyaraga
(b) Dharmavati
(c) Dhafmyariga: S R W AT 91K | -9 19 '«Tr\q

wmﬁmn O
No, (60) :—(a) Nisada _ _ T A\
(b) Nitimati . » O
(e) Nigada: H‘Tﬁﬂqmﬁ‘ﬂl AT A g
& \4
No. (61) i—(a) Kuntala AV
*(p) Kantamani . &Y
(¢) Kuntala: Hﬁqu%ﬂw| gfiqigwm
A -

No (62) —(a) Ratnabhasura
: (b) Rsabhapnya ’ ' ‘
(QRmm%%maaﬁmﬂﬁmmﬁlﬁﬁmq
NN qmﬁmn _,-*
No. (63) —-(a) trafi '
- {b), &ng: o

p-:_-
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Q)

ot

(SJ Gotriri: Hﬁ:ﬂrmqar'«nﬁr] EEE EE R

: o Ry o
No. (6&"’»—(&) Bhiisavali .
(b)) Vicaspati
O o RE _
\NO.A(GS) —(a) Kalyani P
() Mecakalyani TR
No. (66) —(a) Caturangini
(b) Citrambari U

(c) Bhusavah Jﬁﬁfﬁﬂ T AT Hﬁrtﬂqqm _

" (e) Caturanglm gRATRTA Ty 9 Riar

PN CowamRErn
No. (67) —(a) Satyavati-- TR .
e ﬁ’(‘b)'Sucar'itra -
(c) Sa'tyavah Hﬁ:iﬂrﬂrﬂ‘ma, ];{q’qrqqlﬂ

'4":'y"‘" &HT “ T

v
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' No. (68) i—(a) Jyotismati
- (&) Jyotissvariipipi- =~ - . - T
(¢) Jyotismati: @ R A &t a fry frwargy
L o &weEan 7w
No. (69) :—(a) Dhautapaficama R
' - (#) Dhatuvardhani S : :

(¢) Dhautapaficama: ¥ [ AT fﬁ T E Rkl
. . qﬂ’mq,‘ﬂ“ ]

No. (70) :;(a) Nasamani = . ' '. \

~ (b) Nasikabhasapi 4

" (¢) Nasamani: ¥R TWAGT TN & LOF Mg

R TIT'f\(_H]'” .;:\. |
No. (71) F*"(“jé'e‘j}iusumﬁ.vali ’ “.(w«‘
(&) Kosala - \

w\Y . o
(¢) Kusumivli; T ALHI M1 &1 Rgman
#OHIR &1 1) '
N

No. (72) +—(a) Rasamaﬁjari..&" -
- (&) Rasikapriya\y - - .
(¢) Rasamafijari: R WA TR T 18 fH wx
T wa R an

In the above list gf\Govinda’s scales, the names under (a) for
numbers 12, 17, 30,36, 41, 42, 46, 50, 54, 56, 57, 59, 62 and 63
differ from those. given by Verkatamakhin, .In some. cases
Venkatamakhins) names are either not stated fully or differently
spelt. In thelcase of the scales Todi, Mayamalavagaula, Bhai-
ravi, Kambhoji, Safikardbharana, Nata, Vardli and Kalyini, (a),
(b) and Xc) are similarly treated by the two authorities, except

- where Xa) occurs as (¢). It is notewerthy that Verkatamakhin’s
dehnitions of ‘Bhairavi mela’, ‘Kimbhoji mela’, ‘Sankaribharana
\‘mela’, ‘Suddhavarali ‘mela’,- ‘Pantuv%rﬁ]_li mela’ and ‘Kalyinl mela’,
(vide the Ragaprakarana of the Catuidandiprakasika). are .
accepted by Govinda along with the mames to which he adds his .
own prefixes, - Govinda differs from Verikatamakhin®in substituting
catusSruti-rsabha and-——dhaivata for the  paficagruti-rsbha and
——dhaivata used by the latter in the scaled. There is close agree- |

. ment in-many cases between Venkatamakhin’s saficira for {g) and

Govinda's saficira for (¢). It would appear that Govinda, having

f_?_un_d that Venkatamakhin’s scales partook the dature of janya
ragas in the light of his own scheme of scalés, propounded his own |
names cotresponding to those of Venkafamakhin; and defined his |,
- _ o : * St e

E
e :

et

-
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% .

' scales ag’pfirna in drcha and avaroha, and the scales of Venkata— '

makhin as janya ragas classified as such under his own melakartas,

Thetsaficara of Govinda g:ven m Chapter VIL for scales and
janyas is in the shape of formulae expressing thé metrical definitions -

in the original. The

No. Name Df Raga

Qfoﬂowmg list gives some popular
rigas of Gcwmda Whu:h hzu?’é not been defined by Veikatamakhin.

Mela of

origin

(1) Suddhas1mantm1 Ao, () FamMATHCAE I

: | "
(2) Kalgada
. -

(8) Jaganmohini? 'y No.

F e

£
(4) Sindhurdmakriyd

No.
{5) Devakriya No.
(6) Vasantavardli Not

. . B A\
(7) Phalamafijar] \ No
: :’::\ 2

(8) jayan‘gaéﬁ:)i?a- No.
' (9)'g§hhogi

\ W
2

(10) ’]'ay"ané.ié.ygx}i. -
an Manohar"i )

(12) ‘gKalamdm
(135 Pancama

o o i
& .
;) .

° No.

'No.

(13)

(15)

(15}

(20)

LN

RO

"(20)
.(22)

(22)

(22)

janya
Govinda’s Sancara

g q 0

mmaRkmy AP

aﬁmmwmﬁﬁgﬁﬁm
mwmkank_

IR e« CRER R
wﬁﬂ§

Hﬂmmﬂﬁqﬂlaﬁqa
@

Hﬁmnwanﬁalﬂmﬁa
G ikeng .,

gRAqmE ATEA) a5
GTgdwaar  ” .

aﬂmﬁammﬂrﬁamn
TR G o

Hﬂmaqmmm1ﬂﬁmq
qarg

No. (22) aﬁ*ﬂan’mmm meWA -

Tg R e

Gﬁqumwﬁqumn“'

ﬁmwwn

fNoQa aﬂﬂmnmmmuaqmm

fcarg

No.(22) SERWAFART ﬁﬂaﬂr'_

THTA

m;@a ammaqﬁanaqumnﬂ

ﬁmﬁmu

?5.

Y
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i

: (1’4)':'Siddh.as'ér.1'a © - 'No. (22) EEEREL 'cn an’ ﬁr X :nq_
I PARE A & I o JECEECIE LR
(15) “Stddhabatigala® - No.(22) gRarawa T m ft-_rnrt
_ - T SRR : !
(16) Mafijari- - No. (22) &7 (L,Tr T a"r tm f?r q ;ﬂ g
(17) Narayani~ ~  No. (28) Hﬁ:rrrmmrv_ﬁ ArdEs
' _— drgan N\ -
(18) Malavi.: © = = No. (28) @K trqa'wrm ﬁmrmﬁ‘{
S 9 ALY o '

" (l' H ? ﬂiﬁ'ﬂ;
(19) Pratapavarali («Ac- No. (28) & rrf\w o 3 ar @—

cording to ‘the - ﬁf\a A 7 aarﬁrmu -
Saficara, this ' D & :
must be Kuntala- ' N -
varali. The error B
may be due to &\
the scribe.)” N
(20) Sarasvat:manohan No. (28) q l’t UE R REIRE R e
8 Qaary \
(2,1)‘ Sama. \\ No. (28) SRWawamwy, gnds
Co. '5'(' ) YA 9 @7 (1 ~ .
(22) Bafgald)” ©  No. (28) afRmmamAu @frmw
R A w S
(23) \Qigapaﬁjaram No. (28) @R s v« gran qafwa
A\ S Hicargar g
~ (2«4) Rawcandr:ka ' No. (28) ¥R awdiqrg, B ﬁ{ wH )
WV ‘ ' T | g '
(25) Koklladhvam . No. (28) "afRmrangdrary f’e‘w a’m :
o _ Aarfcary T
(26) Nava_rasakannada No. (28) TaAHTT | TIITHI Eﬁf
(The use of the il I
term {éﬂT in the . I
definition is sig- - LR
nificant,) - ' , -
(27) Nagasvaravali - No. (28) WAM AT A g qA
L _ _ TEIgE g w0
E = EY . . :‘ . .-4
e LR
- . e {
"
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-(28) Bahudati -0 No: (28) e T %ﬂ :ﬁ o omRw

qiTEll'T?IETI!

"'»

(29) Kolahalam No. 1(29)“:.-'13 R EER T o T ﬁr i3 RO

_ TR qutﬂrn[ S
' (30) Janarafijani’ | N;o (29')_' ERMATH G v g9 rrr q
e . Rarfeay
(31) Candrajyoti = -~ No. (41) 9 RamagTaag 19 trmrr
- o | w R, QT

(32) Mandarii__ No. (50). HRWHW#TT-.‘THI & ﬁm\w S

_ R B 8 8- U .1.3 o
(33) Harhsané.dam _ No (60); Hﬁmwﬂr 1 rm« a‘eﬁrrtn._ )
ﬁiffﬂﬂfikm\‘ :

' Kha.raharapnya anil Ha{nkambod; embodiéd™ in g1tas by. Go—
v:tnda are not mentioned or dealt with by Velﬁi:atamakhm '

In classafymg ‘the * following ragas, accordmg to theit melas,
Venkatamakhm V) and Govmda (G) *agree in most cases and do :
not in others, -+ . - ; .

(n Bhupa]a _ {Nov. (9)-—V o
~ {2) Saurastra NQ. (15)—G and V. _
B - \No (20) G Hrtmmqtﬂﬁrm laﬁrtﬂ o

() Abari - of U mwwrenn

- ,\~ [No, (ZO)HV ¥
(4):Dé,}&é.§"a.ndhar1_ o . ‘q"[q'([ f;:m 8
»\ b '_L-Nu. (2)~V.. R S
: Jl\lo. (20)—G:. Hﬂmqrmm:nar |Hr‘v‘f'ﬂ_-_

\5) Udayaravman— : BUSSUE g

d k : ' '
i . :'_‘5- -_lNO (9)-—-—V

S ENO (20) G arrfrrrqqr;ﬁbr: ﬁrﬂ?ﬁa.
(6) Ghantaravam <" ) qmrrﬂ n : '
v e (20)—V BRI

O A No: (20)—G:, Hﬂmqﬁfmmﬁranaﬂr 3
(7) Dhanyasi® oo 400 ﬁmﬁm” R
e Nr?,--(ZO);%V;\ :

No. (20)—G: w:ﬁwﬁrmmﬁr. rrem'
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| _ No. (21)—G: SR T ATAAEL qaqxn
(8) Kiranavali J : af s
- No. (21)—V. - -
. [No. (22)—G: FaAMAANATIgRTT
(9) Suddhadhanyasi - i _oamEEn :
iNo. (22)—V." N o
- [No. (28)—G: @rkaaasrdig; (ayaq
(10) Chayatarangini { h aGRran A
o .40 [No.(28)—V. O
-0 7 [No. (28)—G: sRATTTGRHI(aa YA
(11) Balaharizsa - CoEr 1";‘“r2=u:1‘!
) ’ NU. (28)-—V- 0\{'
| e [No(28)-G. O
(12) Nilambari . no. (29)—v.. N PR
No. (29)—G:VaRauagiag gy vw

(13) Suddhasaveri

(14) Kannada :

(15) Sama

]
1B
| No.
Noy{29)—G:
{INo.

L™ [No.
\ {No.

THE RAGAS OF KARNATIC MUSIC.

3

¢ wargary
@®»=v. -
' G R qarfTiA

TATRE N
(28)—V.
(28)—G:
(29)—V.

There arela few discrepancies in the manuscript of Govinda's

for
in the\Same order.
under No. (28), but

. =

N\

which  describes it

work.  Ithe manuscript, a preliminary catalogue of janyas is given
b mela, and in a subsequent section these rigas are defined
Suddhasiveri is enumerated in the catalogue
defined under No. (29) in the 4loka and the
ta. The §loka defining Pratapavarali differently from the gita .
as  as

ARG and  waefakm;

this shows that the saficira given in the §loka, as already pointed

out, must belong to Kuntalavarali.

the catalogues under
complete the list

The definitions of rigas for

Numbers (15), (22), (28) and (29) do not
in each cage.

the gitas of the manuscript are

In the printed version of the gitas, ,
in some cases amended

or modified, and new ragas are defined. The printed version defines

the following rigas, which are no
(1) Vasanta, (2) Paraju (3) Maiji,

t found in the manuscript:—
(4) Nayaki, (5) Khamis,

(6) Byhg, (7) Atana, (8) Ptrvikalyani, (9) Yamumakalyand,

. "“?

~

S



APPENDIX TII. f- 221 .
{10) Jun]hutt, (11) Sahani and (12) Da:rbaru This version also
defines Devagindhiri under No. (29) as .m{raﬂ‘{ﬁq;ﬁ * and
sgQeay ; Subbarama  Diksitar  calls thiss Defiya Déva- .
. gindhari and classes it under No. (29). Deddksi is called m‘%ﬁ“{-
Yewiva in. the manuscript gita, but  gRmEAAfRa  in the
printed’ gita and classified ‘accordingly. ~The .printed version |
derives Ahari and Dhanyasi from No. (8), whereas the manuscnpt
111ustrates them under No. (20)..
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APPENDIX IV,
_ ~  NEW RAGAS. _
Venkatamakhin’s permutation ¢f the melakarta ragas contributed
a large number of new scales to the Karnatic system, Tyagarija
- and Diksita composed in many of these scales and theéix janya
»~ rAgas, thius makitly the melakarta system serve the practical needs
“of the art. With the development of the elaborate method - of
deriving janya rdgas in all possible ways of per1nzi§§1fion and com-
bination of the notes of each scale, the seve;lt);-two kartds yield
thousands of new rdgas. Tyigarija madeuse of many of them
which were untknown before his time, and\Hfitnself conceived many
ragas. Northern rigas were frequentlgiincorporated: in Karnatic
music, e.g., Hamir Kalyini, Yaman ~\Kalyani, etc. Venknna
Kavindra (latter half of 18th cent@ty) in his opera called ‘Parvati
Kalyanam’ has composed songs in Mohana Kalysni, Ripaka-
kalyani, Mangalakaifika, Bg‘ihdﬁ,vana Sarafiga, Gauri, Pantu- .
varali Malavadri, etc. Mahdvaidyanitha Aiyar has composed a
ragamalika including the {2 melakartis; this composition is interest-
ing because it gives the\ definition of all the scales by a sipreme -
master of the art, “The saficira for some unfamiliar or new rigas
which have been ¢$ed for composition in recent years is given below, .
with the names’@f the composers. .
Na;x{ﬂ:}a'f raga.  Mela. Saficira.
I. .Patnam Subrahmanya Aiyar:— . o
(1) Kadanakutithalam 29 Srmdan gps-Smdpmgrs,

d II Tiruvaiyar 'Subrahmar;ya Aiyar;— -

N/ Name of Riga. = Mela., .. Saficira.
(1) Milavasri - 10th Sgmpundns-Sndpmgs.
(2) Bhujangini . 16th Srsmgmndns-Sndmgrs.
(3) Surasindhu - 15th Smgmpndns- Sandpmr’
(4) Ahirinita 17th Smgmpdns-Sn pdnp:
(5 Kannadagaula_ o 22nd Srgmpns-S ndpmgs.

(6) DeSaksi ~ ' . 35th. Srgpds-San dpmgrs.
II. Sivarimiah:— : B oo
(1) Sv_ambhusvarg riga 29th Sgps- Spgs. -

i
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Name of raga e Mela : R Sancﬁra B
IV. Muthiah Bhaga,vathar —
(1) Puspalatika . ' 22nd srgmpns-snprﬁgrs _
'(2) Miyapratipam ~ 22nd snigmpdns-sdpmgrs.*
- (8) Vinidhari: - . 16th srgpdns-sndpmgrs
- (4) Mohanakalyani . - 65th s1,gpds-sndpmgrs _
(5) Harinarayani =~ ~'28th- strgmpmdns-snpmgrs
(6) Suddhalalita . 17th srgmdns-sndmgrs. - o
(7ZyTLalita " 15th.." Do. " Do N
(The drstmctlon made between 6 and 7is noteworthy) \fa;,: :
. (8) Gaudamallira. .. 20th srmpds-sndmgrseN "
(9) Cakrapradipta . . -_.-_2211_d srgmpm dns-sn dmg S
(10) Vijayanagari - ., 58th srgmpds-sdpmgfs
(11) Ormika . . 57th srgmpns-sapmgrs. .= .
(12) Valaji .- - .28th sgpdns-sadpgs . -
(13)Guharan3an1 - 28th Srsmpdns\“sndnpmgs,' T
(14) Navaratpavilisam - 22nd srmpn &ss ndmgrs. '
- {15) Budhamanohari 28th- srgmgps-spmgs
(16) PaSupatipriya  *":29th srmpmds-sdpmrms.
(17) Sithhavahini - - 27th» sgmpdns- sndpmgrs :
(18) Amrtavarsani © . :6fth ¢gmpns-snpmgs: -
(19) Karnarafijani - -"-'-'22nd srgmgpds-sndpmgré. '
(ZO)Sumanapriyﬁ S '2§th srgmgpdps~ sdspgm
£ - Ts..

(21) Nagabhiisani ‘\\ 29:11 srmpds~-sndpmrs
(22) Hamsanandl >l 33rd srgm dns-sndm gr s.

S
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~+  * APPENDIXV.
| | THE DRONE.

The drene plays a very important part in our system of, music.
It keeps manifest, the keynote which by being constant controls the
’ music, for whicl it also supplies the background, The\structure
and spirit of every raga can be understood only by feference to the-
keynote which synthesises the various interpretations of each riga
which together go by the name &lipa. Consideting how essential
it is for the melodic system, the drone cagibe said to have been
employed from the time since music was\practised in this country
as a fine art, \\

The original nature of the drg:mé’\is shrouded in mystery. Mr.
Clements in his ‘Introduction to the'Study of Hindustani music’ states
that in the system of Bharatavand Sarngadeva the drone-strings -
weore dha (low natural), }’(I:dw natural) and ga and the speaking
string upon which the air was played was ri. According to
Mr. Clemeats, this codclusion is inferential but nevertheless valid
and based on Captain.Day’s inference. With this view is to be com-
pared Sirngadeva’s'description of the Vina called Alapini . as pro-
ducing sa andsapa on the open strings. Though Messrs. Clements
and FQX~Str:§.ﬁgWays are of the opinion that Bharata and Sarfiga-
‘deva -are, ai}élt about the drone, their texts are not without references
ta it.\.iéérﬁga-d'eva refers to the employment of the 3 sthanas
(octaves) in music and lays stress on the accirate rendering of the

.Svaras in each octave according to their respective frutis. Even
the Rkpratisdkhya refers to the mandra, madhyama and uttama
{t.e., tara) sthinas and the 7 svaras which belong to each. The
3,sthanas are thus used from very ancient times and especially
in lay music. For the exactness of intervals used, the 'heip of a
device like the drone would appear to be indispensable. Secondly. -
t.he unity of instrumental and vocal music is emphasised by authori-

ties from Bharata downwards. According to Bharata the oneness
or unison of the voice, the vinad and the flute is praise-worthy
(mli@udgrat gwwme: sa%dy ). Sarfgadeva holds this agreement
between these sources of music to be the measure of sweetness:

ATRONIHROT, wHwAT A e  aT ReAYe S EECIE LAl

-
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225
The Silap[;a'dikiram expresses the same idea in the lines
tendBu  emrps Bur@ed |, e
 QuaRu  dup deovsarer Qslus
v a@Pis sremer sPwBim Ceigg’ '
« R "(3’{5‘57@6,&7.@*5#@,5)

The prominence attached to the agreement in music is seeti in the .
_ eplanation of the terms ®wg and  gmyw in the Natyavarga *
of the AmarakoSa (circ Gth century A.D.), in the commentaries oft .
Sarednanda (1159 A.D.) and Bhinuji Diksita (close of the 16th .
_geatury AD.),  This unity of music is hard to\réalise withouh the o
“aid of the drone. Thirdly, in the works on ‘musical theoty, the
description of musical instruments and concerts, though,lacking in
any direct reference to the drone, points out the paci&if“must have
played. Describing the avanaddha kutapa, Bharata\leys down that
among those to be secated on the stage are the p{aurajika, panavika
and dardarika (drummers with different drumg); and in thie kutapa
the performers according to him are a sgmgster, a player on the-
vind, two flutists and songstresses. It js difficult to imagine how
these concerts can perform without ;s.j‘ﬁirbne.

The Safigita Ratnikara thrgwé.”.a good deal of light on the
. Dbroblem of the drone. Sirngadeya mentions several kinds of vipas
" but none of them is describéd)as having a drone-string.  From
various references in the }m\orlg_‘l conclude that the flute, besides
being one of the main musical instruments, was also used to finlfil =
the part of the drong™irt the system described by Sarfgadeva. The
good flutist, accorfling to Sirngadeva, presents, exhibits or keeps
" manifest the fhrce octaves (mandra, madhya and tira). The
ofiginal te:;j:f:is mfé“ﬁ"qu?ﬁlﬁlﬂr. Kallinatha accepts this as also
anothc;r«w{é?sion (awmfiar) in his Commentary * wg(Reiglrasr
TE QIR RO SZAN amaEaiy Tl g s 'ﬂ_fxmzraﬁ:r{ﬁr
W smzgwr,’.  Since the editor of the Sangita -_Ra,txja_-_
kara says that the reading areizrfn: ~ is nowhere found
_.in the original rescensions of the work and - as Ka.lhnaiha
* himsel§ recognises the other reading, we may accept’ a1 ENHTT
as a valid basis of argument. This is suQPOI'te_d _bY a referenc_e
in the Nartanadhyaya where Sarngadeva, in describing the gundali-
vidhi, refers to the stopping of all instrumental music and -the‘
subsequent singing of the vocalist to-the octave prscrlbed by the
flutists and accompanied by thetmn (g fn%‘l'g = waTesa it |
T TR G wiiay dwed ), Thiese and similar references ShO_W
9 :
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‘a6 THE RAGAS OF KARNATIC MUSIC __
thaf the. ﬂute was used for the purposes‘ of a-drone. Th1s rmght
have been due to the volumf: of the tone of the flute. which is gireater

than that of the vin, and because the notes' onethe flute: et

: of fixed and invariable pitch, “which should have egsily provided a
drone of standard pitch, as contrasted with the freedom with which
- the W1res of ‘the vind could b€ -turned to different pitches, Sarfiga-
deva says that when the flutist played the madhyasaptaka th,erc

» was a perfect blend of the notes of the flute, the vind and the: vmce, ;{",.

gf.%rraa%m A GEREREIEEE, | ST Et’W’II(TIﬁ'(Hﬁ'H’FP w\ﬁ‘ B

’4"_'

*This shows that the Aute wasg, turned. to the :mchlE fi-egxster

' adopted in vocal fifusic, and even when used as am, atemmpany1ng°

instrument determined the pitch in the rendering of.n muisic. The flute
has been retainéd as an accompanying mstrument in the music -
used .for the dance down to modern times.\\

p §

In the 11ght of extant lzterature, tl\ Hrst work to mentlon exs’

__plicitly and define the drone is the \“Syaramelakalanidhi of Rami- &
matya. - He describes several varletles of Rudravina (whlclr ;W

closely corresponds to our modern vina) with different modes of

v

tuning., In defining the Suddbia Mela Vina, he says that the 3-¥ires o

below the 4 mainstrings aré4o be tuned to madhya sa, mandra pa
and mandra +sa. - Theése' three are called  the fruti strings’.
(st Baefial gQ@@isagsay ) ¥ ¥ ¥ % coRedsfy e
HEIRY maq%r PL) This definition employs the term $ruti’ to
1nd1cate the droge. Hence when M, Fox-Strangways says that
the $rufi inthe/south means the keynote, whickl he points out is a

' which,, détermmes pitch’, we must remember, that the term is used

to meah both, and that this usage is at leaSt four cefituries old.

Nefkatarmakhin’s Madhya Mela Vind exactly corresponds to ‘the. - -

médern Vini in tuning; and among the sidestrings the one tuned to*
tira sadja is called tipi - (a’rrqﬁ:rtn) . The “same string
is’now known by the name tip saragi or tipsadja. Tt may | be foted
that Sarngadeva describes the playing of the tara notes on Fthe fute .
by the term”  fiqr (or &z or <ifd:) - qreedr - gEddwETTgEa
¥ AEENTC A a“rt{rm?ai?r S E u Ramamatya uses the tcrm. an*mme
to.thean keynote : e : :

The tambura may have been the oﬁ‘shoot of the vina after It was s

. endowed with the drone strings. The. -principle of its construction.

- is the mountmg of the drone-stnngs on the frame of thc vma

n)

v

*
LW

- transferericd of meaning from ‘a nice distinction of pitch’ to ‘that 5

<

B

.,_‘
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Wlthout the ﬂrets The Kalpadzrukcsa of Kesava (1660 AD)

. mentions Tumbur’s vma agxoffg others by the: name Kalavatr
-(gq{rrg [ggﬁ%‘gj . Z-‘E'Sﬁ'al) - The . ta.mbura lmght have been:.' g
been ‘' named after Tumburw.:  The: “system - "of  tuning -

- riféntioned. by Ramamatya and subseq_uent writers could have been. - : :
_adopted only-after sadja and pancaﬁfé, became invariable notes fixed:" "0
_m relationt to one another as ffths.  If so, the system ‘might be even

48 old as &ri Vidyaragya’s time. ghe drone-stribgs of the tamburau.,-;:
CEh present are tuned to mandra sa, mandra pa and madhya sa (th@ '
msame, it is essential to note, as the tuning of the’ §ruti stnngs of ,, :

Ramamitya’s Suddha JMela \éina) this is known as the pan(‘.ama- R

fruti tuning. 'If mandra ma is ‘substituted for’ the, “faandra-pa-

_given above, it is known as the mdhyama—srun tumrzg The

drone-strings of The vina are at present tuned to mg.dhya sa, madhya CL

pa.and tdra sa. - This paficamaruti tuning is chiafiged to. madhyama—--
gruti by altering the madhya pa into madhya aa”. In.the latter case-
the melody starts on madhya ma on’ th mitin wire and gives a~

“beautiful effect, e.g., in the rigas Kurarlﬁ\}un]hutl etc. A famous'*

_'.-,__Va:mlka of the past generation used¥td have madhya sa, antara.or -

~sadhdrana ga, and tira sa for dromen the casé of some ragas. The o
dronie with antara ga gives a gadd effect for ragas like Kalyam and - )
that W1th sadharana ga suzts Udayarawcandnkd. and smmlar

rigas. _ _ _ N :

_ : Q- : | S
* The Nagasvara 15{ment10ned in the ‘Kndabhzrama of Valla«- y ‘-J; :
‘bhardya (1420 A D\ edlted “b%rr”’ Mr M Ramakrlshna Kavi “as,
follows . N\ ) : S ;ﬁ, &z

:}‘“KQ‘SE‘E m&xﬁlbﬁw‘a}( 50*‘;’*553 :)aa,sm-maﬁ- A L
@‘ﬁ”% l:,s’éogwwxssna cﬁo“tﬁczﬁ“ﬁ\ z,r‘ﬁo@_sOmg” W __ Sl

- Acco?rdmg to Mr, Kavi the Nigasvara is referred to lin 2 )
- e muc‘h older work” A lexicon of similar age is.stated by a. scholar to S
refer to the,instrument as ‘also Nigasura or Nagasara. if ‘this is. .
so, the employment of the drone can be credited with greater antr%;ty- S
than what is indicated by other textual references.” The Nagasvara® | °
is supported by a drone of very loud quahty consisting of a Smgle'
“*note viz., the adhara fruti’ represented by the mandra sad;a '

4y
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