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PREFACE.

It has been my aim in the course of this treatise to investigate
the evolution and the structure of Ragas, comprised in the system of
Karnatic Music, and [ am proud of the privilege of having worked
under Vidvan M.R.Ry. K. Varadachari Avl., onc of the veteran
musicians of South India, and former Lecturer in Indian Music,
University of Madras. The Ragas constitute the fundamental
factor which determines the character of Indian Music. It may be
said that our system of Music was moulded in the past mainly in
relation to the laws governing the concept of the Raga, and its future
may be very largely guided by this influence.

Though the Raga is so well known in practice, its theoretical
aspects seem to have been only vaguely understood, and in many cases
current ideas concerning them appear to be rather confused, partly
owing to the string of differences of opinion and partly to insuffi-
cient acquaintance with the available literature on the subject. The
need for a close study of the Ragas and what they stand for is
thercfore cvident, and this work is an attempt to consider the Riga
in relation to its historical background and its place in current
practice, in the light of the wealth of literaturce preserved in palm
leaves and printed books.

The historical approach to the subject needs no apology, since
this sets the theme in its proper perspective for study; besides, by
this means, one is enabled to unearth many ideas which have long
remained forgotten but which have great practical value even to-
day. So far as the practical aspects are concerned, the two most
striking problems which call for attention at present and which
have given rise to a good deal of controversy are’the saficira ragas
in each raga. In considering these questions, I,have tried to base
my conclusions after a careful scrutiny of the views of the various
schools of thought, and by observing how and why they differ or
agree. And in the case of &rutis, I have tried to make use of
methods of exact measurement as far as possible. Owing to various
considerations, my treatment of the subject had to be very brief but
I have taken care not to omit any data or detail which might be
necessary for a proper understanding of the problems discussed.
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CHAPTER 1.

INTRODUCTION

The logic of the theory of Karnatic Music cannot be
understood without a historical study of its development.
Such an estimate would show that even from remote ages
the North and South were in intimate cultural contact, and
legend as well as history shows how inextricably Aryan
and Dravidian culture became blended even before the era
of Christ. The Srutis which are of fundamental impor-
tance to both systems were conceived as 22 even before the
time of Ilankovadigal. Throughout the centuries we find
the North and South mutually influencing one another in
the development of the arts. Mahendra Varma Pallava
published by carving on stone some compositions of the
musical system of the North at Kudimiyamalai in the 7th
century A.D., and we find that a Tamil footnote is added
to the inscription. Nanyadeva in his commentary on the
Natya Sastra mentions Karnitapata tanas, and gives
many other references to South Indian music. Even
Mataniga refers to Dravidian music. Sarngadeva defines
a raga called Devaravardhani. Throughout the history
of Sargita literature we find a free exchange of opinion
between the North and the South. Alduddin Khilji took
with him musicians from the South after his invasion of
the country and Pundarika Vitthala who was born in
Atanfir in the extreme south went to the court of
Khiandesh and wrote 2 treatises on North Indian music.
Northern authors also took note of the views of South
Indian theorists. What is most important to note is that
every author from the time of Kallinitha, who repre-
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sented the music of the Vijayanagar empire, bases the
theory of Karnatic music on the doctrines of Bharata and
Sarngadeva.

We find from the extant literature on the music of
South India that the present system in vogue is the
product of evolution since the birth of civilisation in the
country. We can trace in the Karnatic music of to-day
some of the most striking features of the music of the
Samaveda as well as the quintessence of the art as it was
practised in the Dravidian country at the time of the birth
of Christ. The scale of the Saman music is the current
Suddha scale of South India (making allowance for slight
changes that have occurred in its form during this long
course of development); and the most popular among
Karnatic Ragas such as Sankarabharana, Kharahara-
priya, T6di, Kalyani, etc., are survivals of the art of the
Golden Age of Tamil civilisation (Circ. the first century
A.D.). Much of the literature on the music both of the
North as well of the South is still not available, but there
is ample material, which is helpful in throwing a good deal
of light on practice and theory, scattered in libraries all
over India.! From a perusal of the leading works on the
subject, I am led to think that the theory of music as
embodied in Tamil works has been no less active and
powerful than that of the Sanskrit treatises in moulding
Karnatic music into its present shape. There is a school
of thought which may be said to be represented by
Mr, Clements (vide his ‘Introduction to the study of
Indian music’) according to which the Sanskrit books of
Bharata and Sarngadeva have nothing to do with South
Indian music. There is another school headed by the late
Mr. Abraham Pandithar (see his Karunamrta Sigaram)

1. Valuable information like the date, authorship, etc., concerning the
available Sanskrit works is given in the articles on ‘Sangita literature
contributed to the Journal of the Music Academy, Vols. III and IV by
Dr. Raghavan, M.A.
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whose view is that the Sanskrit theorists including
Bharata and Sarngadeva copied their system and that also
wrongly from the Tamil authors. The truth is_ some-
where between the two hypotheses. As a matter of fact
there has been the closest co-operation in the development
of the art between the North and the South. From very
early times the 22 Srutis and the 7 notes of the octave
were accepted in common all over India. The funda-
mental aspects of both the systems of the North and the
South have been the same. Taking South Indian writers
as such, we find them quoting Bharata and especially
Sarngadeva on Srutis, Svaras, Tanas, Varnas, Alankaras,
Gamakas, the general technique of singing, Prabandhas,
Talas, etc., in fact the whole range of music. Every one
of them accepts the Suddha scale of Bharata and
Sarngadeva as his own. Accepting the whole body of the
theory of these two, each practically tries to interpret
laksana as embodied in it and the ever changing and
developing laksya. Some times the two are reconcil-
able; often their differences have to be admitted and are
noted down. The way in which theory developed from
century to century in respect of the problems concerning
the subject-matter of this thesis is studied in the
succeeding chapters, and we find a few germinal ideas
slowly broadening into the elaborate form of the technique
of the present day, in every one of its various aspects.

As regards the Svaras and Srutis Sanskrit works
till the time of Sarngadeva seem to be predominant. We
do not know what part the Tamil works played in
influencing them. Between the Silappadikiram and the
commentaries by Adiyarkunallair and Arumpadavuraiyar
few works have survived to-day. But these three works
are sufficiently explanatory and homogeneous to give a
coherent idea of Tamil music and its influence. The one
most striking feature of this system was the division of
the octave into 12 almost equal divisions or 12 degrees.
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We find this division to be a vital aspect of the division of
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 $rutis; and the hypothesis may be proposed that since
the Pafica (or Catu$) Sruti Ri was identified with
Suddha Ga, and Satéruti Ri with Sadharana Ga, since the
lower tetrachord Sa to Ma was taken to be divided only by
Suddha Ri, Suddha Ga, Sidharana Ga and Antara 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 was evolved as a matter of
development, when these notions about these notes were
accepted about the time of Venkatamakhin. But as
against this proposition, it must be noted that the ancient
Tamils reckoned a fourth as the fifthnote and a fifth as
the seventh note respectively from the keynote, and this
would not be possible if the octave was not divided into
12 degrees. This is most remarkable since it dates from
the time before the Christian era. The influence of this
division and also of the music of the Nayanars and Alvars
should have been persistently active in settling the form
of Karnitic music, though we have not got any book on
theory in Tamil after Adiyarkunallir which explicitly
says this. Sanskrit being the language of the learned and
the lingua.franca of the educated classes throughout
India, theoretical treatises continued to he 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 representative of the art
they dealt about.
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Coming to Ramamatya we find significant changes
noted about theory in his book. Ramiamaitya accepts the
Suddha svaras of Sarngadeva but questions and corrects
his Vikrta Svaras. Most striking of all, he mentions
Paficasruti and Satsruti Rsabhas and Dhaivatas, which
are not given by Sarngadeva. How did he get these
notes? Surely he did not create them, since they are
found in the melas already prevalent in the country (vide
his list of melas). The Suddha Ri, Ga, Dha and Ni were
already there. I think that only one inference is possible
according to existing data on the subject. Namely, these
notes were native to the South and they were probably the
intervals used in the Tamil music of a hy-gone epoch,
which were recognised by every South Indian writer and
which had survived to the present day. (There is no
mention about these particular intervals in the Tamil
works.) When once they are admitted, the melakarta
scheme of 72 scales, huilt of the different combinations of
these notes, follows as a natural consequence. As in this
aspect, in alapa also we find the present practice based with
remarkable faithfulness on the music of the ancient
Tamils.

The history of South Indian music after the time of
Sarngadeva (with whom the epoch of ‘Grama Music’ may
be considered to have come to a close) can be divided into
two periods, viz., one up to the time of Venkatamakhin
and the other from his lifetime. By ‘Grama music’ is
meant the system of the jatis, grama ragas, etc., based
on the 2 gramas. After Sirngadeva the authors derive
the rigas from the Sa-grima which alone they consider
to be in vogue. The Ma-grima had become defunct
according to them, its paficama having become a variety of
the madhyama. At this period we find Vijayanagar leading
the whole of South India. Kallinitha, Laksmindrayana,
Rimamatya and others give us important information
regarding ‘the music of this time. By the middle of the
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17th century we find that the musical centre of gravity
had shifted to Tanjore. Govinda Diksita had directly
transmitted the torch of musical lore from Vijayanagar to
Tanjoré. The cream of Karnatic music was being
formed at this centre of culture, which kept itself open to
the influences of the North and even to some extent of the
West (hecause the Tanjore Court patronised all kinds of
talents), under the fostering care of the Niyaka and
Marithi Rulers. The most outstanding treatise writ-
ten at Tanjore was the Caturdandiprakasika of Venkata-
makhin, It was followed up by Tulaja’s Sangita-
saramrta which popularised the system of Venkata-
makhin. The Karnatic music of the present day is in
conformity with this system in its main features. It may
be remarked that surprisingly enough the Orissan musical
literature of the 18th century, and Basava’s Sivatattva-
ratndkara (Circ. 1715 A.D.), representative of the music
of the Kannada country, do not reveal any sign of having
been influenced by Venkatamakhin’s work.

After Venkatamakhin, Karnatic music developed
rapidly along the lines laid down by him. But there
seems to have occurred a silent revolution unnoticed in any
theoretical work which has profoundly changed the face
of Karnatic music. This revolution has made even the
Caturdandiprakasika a hook of the past, in spite of its
fundamental influence on the structure and theory of the
current system. For instance the chapter on
Prabandhas in the Caturdandiprakasiki seems to be
clearly out of date at present. In the reckoning of the
Srutis of the Svaras occurring in various ragas there isa
difference (though it is slight) between contemporary
ideas and those of Venkatamakhin. Again in the names
of the ragas and melas the difference noted above recurs:
this is not a serious difference and except for the fact that
Verikatamakhin’s names for several rigas have now been
superseded by other well-known names, and the conse-
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quent confusion in the nomenclature of ragas, this%night
be passed over. Because, the substance of the most
popular of the ragas of those times still remains; but this
substance seems to have been much improved upon. This
is inevitable in this art which is always being modified
according to taste and genius, and its progress cannot be
chained to a particular date or individual. And nearly
three hundred years after Venkatamakhin, the art is not
exactly the same as it then was. We have to make
allowance for the influence of laksya. KEven within the
space of a century Bilahari is known to have changed the
use of PDNS as a phrase into PDS. There are several
instances where by the strength of usage a raga has shed
off phrases sanctioned by text and adopted new phrases
popularised by practice. We find at the beginning of the
19th century the melakartds and a large number of janya-
ragas being widely recognised by names which do not
agree with those given by Venkatamakhin. Songs were
composed in the 72 scales by Tyagaraja and Diksita, but
they seem to have differed in the use of the vivadisvaras.’
A complete system1 of deriving Janyaragas from the 72
scales by the different combinations of Sadava, Audava,
Sampiirna and Vakra groupings resulting in thousands
of ragas seems to have been understood. Tyagaraja
contributed new ragas which were creations of his genius
to the stock of accepted ragas. Both he and Diksita made
use of Northern ragas also in composition. The list of
new ragas has been increasing by the contribution of
various composers down to the present day. In the book
called “Samgita Sastra Samksepa” all the well-known
ragas of Tyagaraja’s songs have been defined in $lokas
and illustrated by gitas. The treatment of many raga-
saficiras and of the §rutis assigned to the ragas found in
this book differs sharply from that of Venkatamakhin,

1. For a discussion of this problem, see my article “Melakartd Ragas
in practice” in the Journal of the Music Academy, Vol. III,
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though it is seen to correspond on the whole to current
usage. But it seems that a wider view will have to be
taken af the practical application of $rutis in ragas as is
shown in the chapter on “Srutis and Svaras”.

A chief factor in the transformation that has been
taking place in the form of several of the rdgas even
within the period of the previous generation is the
Desiya mode of rendering which commonly resorts to
the use of notes which impart a catchy air to a particular
raga but are alien to the spirit of its construction. This
tendency has been strongly criticised by Vidvan
K. Varadachariar Avl.,, Lecturer in Indian Music, The
University of Madras, in the Presidential Address deli-
vered by him at the Music Conference held in 1932 by thc
Madras Music Academy. In it he observed, “I believe
that except in Mukhari and Bhairavi the foreign note is
a trespasser. While long prescriptive rights cannot be
ignored, it is up to us to prevent further intrusion. If a
courageous stand is not taken to prevent future encroact
ment, the processes of attenuation and dilution will
destroy the form and beauty of our ragas”. This
authoritative statement not only utters a warning against
Desi encroachment of our ragas, but also suggests the

“method of interpreting and defining the laksana of the
term ‘Dest’.

The conclusion mentioned above raises up the
question whether our music is Desi or Marga.
Ramamaitya derives all the Desi ragas from the Sa-grama,
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 De{i ragas
are assumed by him to originate from this grama.! I{

T S ————
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has defined “Marga” music as that discovered (Simha-
bhiipala interprets ‘Margita’ as ‘Drsta’) by the Creator,
etc., and used by Bharata and others in the presence of
Siva; and De$i as that which charms the heart of the
people in different countries. The latter is plain; it means
the moulding of a 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 does
not seem to be quite acceptable. By Marga the Sima-
veda and Vedic music alone is not meant, because
Sarngadeva says immediately after his definition of
Mirga and Desi that the Creator evolved this (meaning
‘lay’) music from the Simaveda: Bharata, who used this
music in the presence of God, did not deal with Vedic but
with secular music. In the Prakirnaka Adhyaya of the

* * *
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In these lines Venkatamakhin states that Mirgardgas are now obsolete
and that the current rigas are all De$i and therefore belong to the Sadja
grima. '

1. This is expressed by Mr. M. S, Rimasvamy Aiyar in the
introduction to his edition of the Svaramela Kalanidhi, pp. LXIX
and LXXIII,

2



10 THE RAGAS OF KARNATIC MUSIC. [CuAp.

Sangitaratnakara, Sarngadeva says that he will deal
with the De$§i and Mairga laksanas of the topics there
dealt with, and his subject-matter is lay music. In the
Prabandha Adhyaya Sarngadeva makes it plainer that by
Marga he does not refer to Vedic music. He says
Gandharva is miarga music. This is explained by
Kallinatha to mean that its tradition is very ancient,
and that its origin is unknown like that of the Vedas. As
contrasted with  Gandharva, Gana, 1is Desi.
Kallinatha says that Gandharva includes all the melodies
from Jatis to antarabhasas. This defines in indubitable
language what Sarngadeva and his commentator under-
stood by Marga.

In the Viadyadhyaya, Sarngadeva says that the form
of Desi ragas is chiefly determined by laksya. Kallinatha
explains that this rule applied to De$i ragas like Ragangas,
etc.,, but not to margaragas like the grama ragas,
Suddha Sadharita, etc. In the same adhyaya, the good
flutist is defined to be proficient in Marga and Desi ragas.
The Pataha is said to be of 2 kinds, marga and desi. Surely
the Vedas were not chanted to the accompaniment of the
Pataha and there is no mention of the flute accompanying
it either. In the Rigadhyaya Kallinatha sums up a
thorough examination of the development of Desi music
by saying that De$i rigas are not bound by rules. The
nature of De§i is that its purpose is the delighting of the
mind of the people of each country and it is elaborated
according to the will of the singer. Kallinatha quotes
Aifijaneya to the effect that Des$i ragas are not bound by
rules of Sruti, Svara, Grama, Jati, etc., and that they
assume various forms in different countries. Kallinatha
makes the point absolutely clear by saying that gita, etc.

1. In his commentary Kallinitha says:—

‘ ed A | T g XflerRER ) X ¢ ¥ aaixéngrEfaeRe
el Wagdgmiify gird wafy | T g aniRERRTETEE -
gy ¢ * ¢ eRmREPATIEIRTIR 33 aReeRed: |
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(4.e. also Vadya and Nrtya) are de$i if they are elaborated
according to the fancy of the artist, and if they are bound
by rules they are understood to be marga.* This gxplainsf'":.
beyond any doubt the sense in which the two terms are to;
be understood. So it is not a misnomer to say that unwar: 2
ranted invasions of alien notes or phrases into a riga are
called Desi prayogas. If a raga is rendered according to
its accepted laksana as shaped by the authority of standard
compositions and texts, it can be called marga without
doing violence to the term. The task before the artists and
theorists of the present day is to preserve the marga
characteristic of our music, lest it should be lost irrecover-
ably, but this does not preclude ‘Deéi ragas (meaning by
them alien melodies), from being added to the existing
stock if they are worthy enough. So long as the current
ragas are rendered according to definite rules they are
Mairga.

In the chapters ‘Srutis and Svaras’ and the ‘Analysis
of Rigas’ the number of vibrations of the notes as they
occur in practice are given. They can be taken to repre-
sent the most common forms of the usage of the notes
concerned. I arrived at the figures by a close study of
the problem with the help of the sonometer, and I am very
grateful to Dr. Paramesvaran and Professor Appa Rao
for having kindly provided me with the necessary faci-
lities in the Physics Department of the Presidency
College, Madras. The investigation was based on the
laksana given in the standard compositions and texts
mentioned in another chapter.

1. FfierrAuTAle & Qi | * kK %) e qrgeeg—
“yut e 7 fE
AragRTReBTET 2Ry ¥ w7 ) X
W ARl smgeRtradiarrresy | e g e Tt
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—Commentary on the Rigavivekidhydya.



CHAPTER II.

SRUTIS AND SVARAS.

The most striking quality of Indian music is the very -
large use of microtones and a study of how these
intervals came to be adopted serves to explain many
features which are of fundamental importance to our
music. All our theorists are agreed that Brahma, the
Creator evolved music out of the Samaveda which forms
“some of the oldest music of which there 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 the musical intervals which
by evolution have mndergone change and development
continuously till the present day, we are able to recognise
them in the accents used in the Rgveda, the Yajurveda
and in the music of the Simaveda. We find that already
during the Vedic period music had developed considerably
and reached a comparatively high level of development,
as is made evident for example in the Medhaprakarana of
the Taittiriya Brahmana by references to Siita, Sailiisa,
Vinavida, Ganaka, Tinavadhma, Sankhadhma, etc.
Theory had also received attention during the Vedic
period 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 out 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’, ‘Svarita’, and ‘Pracaya’ are the
names of the earliest notes and the Pratisakhyas assign
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values to them only with reference to the intervals of the
Samaveda. According to Mr. Seshagiri Sastri there are
three svaras or accents in the Vedas, namely, the Udatta,
‘acute’, the Anudatta, ‘grave’, and the Svarita, ‘toned’. He
says that on the piano the Udatta is represented by C, the
two sounds of the Anudatta by B and G, and the Svarita
by C sharp (or $uddha rsabha). According to him
the pracaya svara as in vogue in the Taittiriya Sakha and
the Rgveda is identical with the Udatta. A long svarita
in the Rgveda is split into two long sounds, the first of
which is sounded as Udatta and the second as Svarita.
When more than one Anuditta precede an Udatta all but
the last are often sounded lower. These are illustrated
by the following example :—

N s S R S n §S r 8§ N S r

Ag ni mi — le pu ro hi tam yaj fas ya
N s N s S R S S R S S n
de va mrt tvi jam — ho ti -— ram raf na
R r S

Dha ta mam — Rgveda, .
P p N S N s S R N

Co da yi tri si nr ti — nam — Ibid.

Mr. Seshagiri Sastri points out that the system noted
above is not scientific, that it differs between provinces
and that the notes are used contrary to definition. We
have to note that though the above rendering is in agree-
ment with the specimens given by Messrs. Haug and
Fox-Strangways, it is possible to discriminate them even
more closely. In the above instance the three notes N, S
and R differ by a semitone each. But very often, if not
always, N is separated from S by 4 srutis and S from R
by 3 $rutis. )

Making allowance for the passage of time since the
Vedic age, and current provincial differences, I consider
this to be a fact of very great importance. I have verified
its truth by hearing the passages in question chanted by
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various distinguished professors of the Vedas. These
two intervals I consider to be at the root of Vedic music
and the subsequent development of Indian music till the
present day. The other intervals are easily deduced:—
P and S stand a fourth apart; P is separated from N by 6
Srutis 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,
t.e., 2 Srutis. My argument for the two-, three-, and
four-éruti intervals as the basic intervals is supported by
the statement of Mr. Fox-Strangways that he heard the
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 $ruti less, and the third is rare if not altogether
absent.

We will see that the intervals noted above are clearly
perceptible in the Simagina, in spite of contradictions
between theory and practice and differences between
recensions. It is said by Mr. Fox-Strangways that the
scale consisted of 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
atisvirya. Whatever be the truth of this order of deve-
lopment we must note that the Rkpratisdkhya mentions
7 svaras which occur in the Simans, their sharp and flat
variations, and both the author of the Narada Siksd and
Sayandcirya 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 lay-music was perceived and theoretically analysed.
Mr. S. Sankaranarayana Aiyar, in a learned article in
Vol IV of the Journal of the Music Academy, has pointed
out the fundamental difficulty in appraising the value of
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the Saman notes, viz., the $ruti values for the notes have
not been hitherto explained by any commentator. Added
to this are inconsistencies between practice and theory and
differences in practice owing to the existence of different
schools. For example, three readings of the same
Saman (kindly rendered in notation for me by Mr.
Sankaranarayana Aiyar) are given below :—

O gni i—Ayi hi —vo ito yda i — toyda —1i
A—N D s—S R S — G rGr GRs—Gr Gr s
B—G G g—P P Pm — DD dDDPp — DDPP.
C—S S s—GG Gr —MmM MGg— MM Gg

Gr na noha — vyada to ya i — to ydi— Nai ho ta sa
A—g G RS —sGr Gr Grs -— Gr GRS Gg Rs Gr GRs
B—d D Pp— pbLDDPp —DDPp—DdPDD Pm
C—m M Gg — gMMMGg —MMGg — MmGMMgr

Tsa. i.ba .. Au ho vi — rhi .. si

A — G RS NSSN snrsn ND — NSSN Nd.
B—D PP MPMG RRR —-—MMMGR
C—M GRGRS DDD—-RGRSD

Here A represents the method of singing adopted
by the majority in Tanjore and Tinnevelly Districts.
This has neither textual nor theoretical sanction. Ga
being Krusta and Ma atisvarya, the only authority on
which this is based is tradition. B is according to
Sayana’s interpretation, and has been advocated by the
school founded by Krsnasvami Srautin of Varahur.
This is confined to one sect, and when I listened to this
mode, gave me the impression of belonging to Harikam-
bhoji Mela; C is according to the Narada Siksa. This
is not sung in practice; even theoretically the allocation
of srutis according to the Siksd does not agree with the
$rutis of Bharata and others. Amid this confusion, one
has to agree with the statement made by R. Simon in the
introduction to his edition of the Puspasiitra that to the
singers of the Simaveda the relation"of the tones to one
another was important in the first place and only in the
second - place the tones themselves. He very truly
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observes that to suppose the tones of a scale thus built is
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 Rkpratisakhya distinguishes between
the 3 registers of the human voice, between the grave and
acute varieties of the 7 yamas or svaras, and that the
gramas are mentioned in such an old book as the
Mahabhirata, we are enabled to evaluate the Saman scale
with a negligible margin of error. Mr. Fox-Strangways
rightly says that the highly elaborate system of the
gramas may be dated back beyond the time of Aristoxenus
to the Sth century B.C. Itis to be noted that all our
musical theory is derived from 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 sSuddha
scale, that the other 2 gramas are defined. This suddha
scale can be said to be the direct off-shoot of the Saman
scale in secular music. Taking the notes Ni, Sa and Ri
into account around which the accents of the Rg and
Yajurvedas move, and considering the necessary evolu-
tion of the 4th, 5th and the octave, the suddha scale was
a necessary development. The current popular rendering
of the Simaveda, (A), supports this. If according to
the Narada Siksa M G R S formed the upper Saman
tetrachord, 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 pramina $ruti. The
new scale or group of notes was based on the consonance
of the Sadja and the Madhyama as compared with the
Sadja group of notes which was based on the consonance
of Sadja and paficama. The gandharagrima is men-
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tioned in the Mahabharata, in some of the purinas, in the
Paficatantra, in Nanya Deva’s Bharata Virtika, in
Narada’s Sangita Makaranda and by Sarngadeva. But
it is not mentioned by Bharata and is called obsolete by
Sarngadeva. It is identified with the Saman scale (which
is a downward scale) according to the definition of Nirada
Siksa which is believed to be a late work. It is to be noted
that the Mahabharata mentions the scale, which is thus
a very old grouping of notes. Returning to the main
trend of the enquiry, we have reason to infer that the
evaluation of the intervals used in the gramas on the basis
of Srutis was first made necessary and possible by the
subtle and at the same time fundamental distinction
between the two kinds of the fifths used in the Sadja and
the Madhyama gramas. This distinction was measured
by one $ruti which clearly distinguished between a three-
sruti interval and a four-$ruti interval, and which could
be easily perceived on the Vind. This instrument should
have readily demonstrated the relative sizes of the
intervals. After making sure of the pramana Sruti Whi?
became the unit of measurement, the smallest tones of the
scale namely ga and ri should have been known to be equal
to two srutis, ri and dha as bigger than either of them by a
sruti, and sa, ma and pa being double the value of ga and ni.
It may not be possible to indicate the exact order in which
the $rutis for the 7 notes of the scale were evaluated but
that such evaluation was easily achieved and with remark-
able approach to the accuracy of just intervals is a fact.
The allocation of 22 $rutis for the 7 notes of the Gamut
became an established and fundamental fact in musical
theory at an early age in Indian history. This has been
accepted by all theorists from Bharata downwards, in all
parts of India including the South. It has been claimed
that the South developed its arts independently. But by
the time of the Silappadikiaram (Circ. 2nd century A.D.)
Aryan and Dravadian culture had become inextricably
fused together, and the conquest of Ravana by Agastya
3
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with the aid of music, celebrated in tradition and litera-
ture, serves to reveal how much the South was
influenced by the North. The references to Samgita in
Tamil literature down to the time of Adiyarkunallar form
additional evidence to prove this point. The Divakara
and Silappadikara recognise 22 S$rutis. The 22 Srutis
are defined as dividing the octave equally. Two notes
are samvadis if they are separated by 12 or 8 S$rutis
Taking the two definitions into account it is possible to
arrive at the value of the notes defined in terms of the
Srutis. But in the various attempts which have been made
to interpret the notes, the method of dividing the vibrating
string in different ways and measuring the resulting
vibrations has been differently applied and very conflicting
ratios have been given for the intervals of the notes of
Hindu music.® Mr. P. R. Bhandarkar is of the opinion
that quite probably the expression of Hindu scale in terms
of 22 $rutis is only an approximation and supports this
position ably in the course of a series of closely reasoned
ﬁticles in the ‘Indian Antiquary’ for 1912. Comparing
the values of a major tone of 4 $rutis, a minor third of
S $rutis, a just 4th of 9 $rutis, and a just 5th of 13 $rutis
with the values given by the cycle of 22 $rutis, he comes
to the conclusion that this system is capable of introducing
an error of as many as 21 cents, or nearly a comma in
expressing the minor third. The error of the other
intervals is negligible. He points out the inherent
inability of all systems to express accurately the so-called
natural scale unless the octave is subdivided into a very
large 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
expressing the given scale. The cycle of 24 $rutis is

1. Vide Abraham Panditar’s Karupimrtha Sigara for brief
discussions of several methods df this kind,
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rejected because it would be accurate if the 3 $ru
interval were the same as a 3|4 tone, which it is not.

Many attempts have been made at different peridds
in history to discover a perfect scale. It is interesting to
note that for purposes of harmony the extent of a perfect
scale is fixed at 72 tones to the octave which can be reduced
to 48 or 45 tones. Thomson’s enharmonic organ has
40 tones 1o the octave and Poole’s organ 50 tones. It has
also been thought possible to reduce all music to 27 or 24
tones to the octave. The possibility of dividing the octave
into as many intervals as are required either for the
requirements of harmony or melody becomes evident and
seems justified when we note the following statement:—
“As organs, harpsichords and pianofortes with 14, 16,
17, 19, 21, 22 and 24, tones to the octave have been actually
constructed and used the condition of having 12 tones and
no more does not seem to be inevitable.” Various cycles
of tones have been proposed with the aim of expressing
all possible tones by a limited number of intervals. It.hgs
been said that the condition of forming a cycle is not
properly speaking harmonic or melodic, but that it is
arithmetic. The following are some famous cycles:—
Cycles of 118, 93, 81, 77, 74, 69, 67, 65, 57, 55, 50, 53, 45,
43, 31, 26, 19, and 12 degrees. To return to the $ruti
system, Mr. M. Bosanquet after elaborately analysing it
arrives at the following conclusion:—*“The system of 22
possesses remarkable properties. It has both 5ths and
3rds considerably better than any other cyclical system
having so low a number of notes. The only objection as
far as the concords go to its practical employment for our
own purposes lies in the 5ths. These lie just beyond the
limit of what is tolerable in the case of instruments with
continuous tones. For the purposes of the Hindoos where
no stress is laid on harmony the system is already so
perfect that improvement could hardly be expected”. It
is interesting to see how the octave has been divided at
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various times and by different theorists into different cycles.
The following figures 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 known
in all its details to the ancients whose attempts to express
the microtonal intervals were only approximate, as has
been established beyond doubt by research, but which
succeeded marvellously in giving as accurate an idea of
them as possible with the means at their command.
Various attempts have been made to give the value of
Vedic svaras but though it is true that our notes took their
rise from Vedic chant their $ruti values were not explained
clearly in the Siksas as has been observed already. Hence
the different values which have been assigned to Vedic
syaras cannot be accepted as final. But it is possible to see
i* the chant of the Simaveda that the melody centres
round G (flat) R (three $rutis) S, N (flat), and D
(sharp) in the majority of the Simans, and M is added as
krusta at the upper end and P as atisvarya at the lower
extremity where there are 7 notes in the Saman. But the
intervals seemed to have been intoned with considerable
freedom, the notes partaking very much the nature of
those of the Suddha scale of lay-music, and krusta and
atisvarya especially treated freely within limits set by the
melody. The latter 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 RkpratiSakhya mentions the three
octaves, each containing seven notes, and distinguishes
between one group of notes without intervening intervals
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(probably the suddha scale which was being formed) and
another group of yamas distinct from these notes. These
yamas are grouped as soft and sharp (which can be taken
as referring to vikrta notes).

The problem of identifying the $rutis is bound up
with the music of the grama system which was in vogue
till the time of Sarngadeva after whom only the
Sadjagriama survived. Bharata describes the Sadjagrima
and Madhyamagrama and the experiment of the Dhruva
and Cala Vinas. Bharata is very short in his treatment
of the subject and does not mention many details regarding
the Srutis like the description of their names, families,
castes, etc. He does not define the grama but he describes
the constitution of the Sa and Ma gramas; but he and
other writers who deal with the gramas are agreed about
the fundamental aspects of the system, though here and
there they might have differed with regard to petty details
like the names of the S$rutis, etc. So the Sangita
Ratnakara’s definition can be taken as representative of
the theory of the grima and of $rutis as comprehended in
it. The Ratniakara very clearly shows the assignment of
$rutis on the experimental Vina'. Sa is fixed on the fourth
string, Ri on the 7th, Ga on the 9th, Ma on the 13th, Pa on
the 15th, Dha on the 20th, and Ni on the 22nd. This
gives the values of the Suddha scale indubitably and this
clearly shows the mistake committed by a host of writers
including Sir Wm. Jones, Ousley, Paterson, Stafford,
Willard, French, Carl Engel, S. M. Tagore, Grosset, Day,
etc., when they defined S to R as four $rutis, R to G as
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—Svaradhydya, S. R. (Sangita Ratnikara)
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three $rutis and so on. Mr. Fox-Strangways also accepts
this wrong allocation of the $rutis in the face of the texts
and practice and is therefore led into a series of errors.
The Vikrta notes recognised by Sarngadeva are Acyuta
Sa (the fourth $ruti), Vikrta Ri (seventh), Sidhirana Ga
(tenth), Antara Ga (eleventh), Cyuta Ma (eleventh),
Acyuta Ma (thirteenth), Vikrta or Kaisika Pa
(sixteenth), Vikrta Dha (twentieth), Kaisika Ni (first),
Kakali Ni (second) and Cyuta Sa (third). We find that
almost all the Indian authors accept 22 Srutis for the
octave, and Nirada differs only in naming them. He
defines the Gindhira grima in addition to the 2 other
gramas. The value of the Suddha scale is accepted as the
same by all. Inthe Aumipata the treatment of the
subject is singular. Though the 7 svaras and 22 $rutis
are mentioned the infinite nature of the possibility of
musical intervals becomes the keynote of the treatment of
the work which enumerates systems with astounding
numbers of svaras, $rutis and so forth.

In the definition of svara and $ruti much ingenious
discussion is used. The svara is defined as the smooth
charming, and continuous sound, originating after the
srutis, which pleases the listener by its own virtue.’
Simhabhiipila comments on this verse elaborately. He
points out that some are inclined to think that there is no
difference between the svara and the $ruti, since both of
them are heard by the ear. He quotes the different kinds
of relationship between the $ruti 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 $rutis as the
jar is of clay; some others think that svaras are got by the
transformation of $rutis as curd from milk and so forth.

1. sgaRcaE} 4: AEISTEIES: |
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—Ibid,
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The essence of these views seems to be that anlong micro-
tones, the notes assume those which are required. Iu
this condition they are recognised as the distinct notes of
a scale. The svara is defined by Matanga as that which
shines by itself. The names of the notes have been
explained by different writers old and modern, so as to
give them meaning and to justify their nomenclature, and
most of these attempts seem far-fetched. Kallinatha also
writes an elaborate commentary on the question of $rutis
and svaras. According to him the $rutis are so called
because they are audible. He says that in his view $rutis
are of one kind because they form a natural phenomenon
(the manifestation of which is described by him in his
own way)'. This is an intelligent view. Kallinatha then
gives the opinions of different schools, as follows:—Some
think that Srutis are of two kinds according to suddha and
vikrtasrutis. Visvavasu is of this opinion. Others hold
that they are of 3 kinds because they occur in the 3 octaves
or according to the 3 gunas; or of 4 kinds according to
vita, pitta, etc. (Tumburu is quoted to support this.)
Vena and other Rsis believe that §rutis are of 9 kinds,
viz., Dvisruti, Trisruti and Catusdsruti, which occur in
svaras. Kohala is quoted as saying that some think that
there are 22 $rutis, according to others there are 60
and others think that they are innumerable.* Regarding
the nature of the origin of the svaras from the $rutis, five
different views are given by Kallinitha, who condemns
all except the parinama view and abhivyakti view since
they are accepted by Matanga and others.
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If we enquire about the notes that were used in the
music of the jatis, we find that every $ruti except the 5th,
6th, 8th, 14th, 15th, 18th, 19th and 21st was used. (This
reckoning omits the consideration of the gandhara grama
since it was only theoretical). Inquiring into the sizes of
the intervals used, we find the following were commonly
employed :—

Catus$ruti (Kakali Ni, Vikrta Da, Kaisika Pa,
Antara Ga and Vikrta Ri), Trisruti (Kaisika Ni,
TriSruti Pa, Sadharana Ga), and Dvisruti (Acyuta Ma,
Cyuta Ma, Acyuta and Cyuta Sa). The suddha examples
for the 3 intervals are well-known. In the miirchanas we
find these three intervals occurring in different
combinations.

Before leaving behind the age of grama music, we
should inquire whether it has left any impression on the
music of the present day. We find that every writer
down to the present day makes some reference to the
gramas and in Sangita literature it is accepted univer-
sally that the $uddha scale is the contribution of the sa-
grama starting on sadja as it does. The old writers down
to Sarngadeva make the discussion of S$ruti, svara,
tina, mirchana, jati, etc., in fact that entire structure of
melody known to them centre round the gramas. Mr.
Fox-Strangways says that the Sa-grama is the western
major with the sharpened sixth. In this he is clearly
wrong because the $rutis are definitely assigned different
numbers 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. His definition of the
Gandhiara grama also is not acceptable because he derives
it in two ways (one from the Sa-grima and another from
Ma-grama in reckoning both of which he differs from
tradition and text as has been observed). According to
him the three grimas differ in their fourths, namely, the
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fourth of the gandharagrama is Ma tivra and the fourth
of the madhyamagrama tivratara while that of Sa-grama
is suddha. The Ga-grama derived from the madhyama-
grama has a perfect fourth but this is admitted by Mr.
Fox-Strangways to be a mode of Sa-grima and not a
distinct grama.

Kallinatha’s commentary throws light on many pro-
blems concerning grima music. He asks why two notes,
namely, Sa and Ma should be associated with gramas
in the world and why not the others. He answers that
it is so because of the authority of the Rsis (that is
tradition) and also because of the employment of 2 kinds
of svaras, wiz., the Suddha and the vikrta. He explains
by saying that the $udda notes are found in the Sa-grima
and the vikrta, notes in the Ma-grama. This is an
intelligent analysis making it plain that since all the notes
$uddha and vikrta were obtained in the two gramas there
was no need for the formulation of other gramas. The
Ga-grama was taken on all hands to be obsolete.
Kallinatha further states that Sadja being a prominent
note, is used to form a grama and also because in this scale
consonant (samvadi) intervals abound. Ma is important
because it is never omitted in the tanas, and Ga is born in
their race and so shines in heaven. But another answer
is possible for this question, which incidentally also points
out the error into which some modern writers have been
led when they make scales out of the saptakas starting
from each note of the Sa-grama and arrive at seven diffe-
rent gramas as they call them. For instance, Mr.
B. Svarup in his “Theory of Indian Music’ says that out
of the different grimas except the three well-known
gramas, Ni-grima was almost like the Ga-grama, Ri and
Dha-gramas were similar except for the position of Ma
and Ni, and Pa-grima resembled almost the Sa-grama.
A similar account is given by some Southi Indian writers
also.. But this explanation ignores a vital aspect of the

4
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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 djstinct allocation of $ruti intervals. (The notes of
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 distinguished
sequence. But to constitute the miirchanis of the
Sa-grama into gramas is a travesty of the term grama,
as understood in classical theory and would simply amount
to the creation of scales which are derived one from
another and which would never yield the well-known Ma
and Ga-gramas. The so-called grimas formed out of
the mirchanis of the Sa-grama have to be distinguished
from the three well-known gramas which represent three
distinct genera and three original modes of tuning.

Mr. Fox-Strangways says: ‘“The theory of grama
has remained barren. It is true that the system of the
Karnatic music is arranged in accordance with it and that
the musicians of Hindustan hold it as a pious belief”. He
goes on to say that the musical science of the South is
over-elaborated and that the North has followed a diffe-
rent system of classification. We must inquire about the
truth of these remarks and see if the music of the grimas
has not made any real contribution to our system. We
know that the $uddha scale of those times is still accepted
as our Suddha scale. Secondly the two-, three- and
four-$ruti intervals of the grimas form important
features of our present system. And the classification of
melodies, even after Sarngadeva, in many places has been
according to grama, jati, miirchani, etc.! Mr. Fox-

1. To give only a few examples, Ahobala, Basava, the authors of the
Sangita Nariyana and the Sangita Sarapi and Tulaja refer to the jiti or
miirchanid of the rigas treated by them. The number of such references
varies according to the writer. It is interesting to note that Vernkatamakhin
describes Bhiipila as being reckoned among Rigingarigas by $Sirfgadeva
and Kambhoji as being classed under Kriyangas by Bharata and others,
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Strangways is right when he states: “Bharata’s is
North Indian theory of grima, though, as we have se
it touches the South Indian theory also in one point, i
the division of the Réga into two classes, those which have *
the fourth and the tritone respectively for basic inter-
vals”. But though the classification of modern Karnatic
scales has been thus influenced by the gramas it is not
quite in the same manner as Mr. Fox-Strangways
conceives it. It is not by the divergence of the fourth
but of the fifth that the gramas have established the
distinction between the two main groups of our rigas.
And it is the Vikrtapaficama of the Madhyama-grama that
slowly evolved into the modern Pratimadhyama, as we
may gather from the evidence in the works on Karnatic
music written after the time of Sarngadeva, and this note
is responsible for the fundamental division of modern
Karnatic scales into two distinct groups.

The Gandharagrama can be breifly disposed 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 various ragas under it. Nirada defines
it as also Sarngadeva, but they refer to it as a scale
prevalent in heaven (i.e., obsolete). Ahobala after some
centuries defines both this and the Ma-grama in a way
which does not agree with the old definitions and which
had no reference to practice.! It is not clear with
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reference to which grama the Ga-grama was derived. In
the absence of specific directions, it is not improper to
assume that the suddha scale of the Sa-grama 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-grama
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 edition of
the Ragavibodha, besides quoting the variety of the
Ga-grama derived from Sa-grama by Fox-Strangways,
gives two derivations according to the theoretical and
practical variations, as he calls them, of the Ma-grama.
Without entering into the question of the validity of these
inferences, we easily see the uncertainty prevailing about
the exact nature of the Gandharagrama, which is
confounded by the definition of this grama by such a
recent authority as Ahobala. So any inference based
upon the unidentified Gandharagrama cannot be regarded
as valid. Hence, the statement of Mr. Ramaswami Aiyar
in the same introduction that the two grimas of Ga and Ma
are living entities sung in South India needs analysis. His
argument is that though the two gramas must be deemed
to have been still-born, notwithstanding the elaborate way
in which they were verbally dealt with, yet they are sung
even to-day by the Siman chanters. I have to differ from
his premises and conclusions. His view that the primal
Samika was GRS is doubtful because in Vedic music
it is 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 Samagéna
proceeded in descent from the Gandhira of the upper
register is also not correct. Because, even Niarada 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 progression is a stumbling-block." Then there
is the rival school of Siyana? and also conflicting tradition
and practice which make the equation of the Saman and
Gandharva Svaras well-nigh impossible. Added to this
is the lack of any tangible mention of the §ruti values of
the notes of the Samans. All these conditions stand in
the way of any generalisation regarding the Siman scale.
So the statement of Mr. Aiyar that each of the 3-Svara
scale and 5-Svara scale began with Ga and that both the
scales or perhaps the latter scale got the name of
Gandhara-grama (which, as we saw, is variously defined)
is based upon two uncertainties. But Mr. Aiyar proceeds
to state that when Ma and Pa were added to this pentatonic
scale to form the heptatonic one, viz., M, G, R, S, N,
D, P, and since this began with Ma, it naturally was named
the Madhyama-grama. He seems to base this inference
on pure conjecture. He is not only going against text
and tradition, which derive the gramas and distinguish
between them in an entirely different manner, but is
contradicting himself. If the 3-Svara scale or 5-Svara
scale later got the name of Gandhara-grama, it must
have been in the form of a saptaka to be called
a grima. The nucleus might have consisted of
5 Svaras but the developed Ga-grama scale must
have been, and was a heptatonic scale. According
to Mr. Aiyar this heptatonic scale was of the form M, G,
R, S, N, D, P, (which is not quite right). This scale
according to him 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 Simaveda can be trusted
to have compared their theme with the theory of lay music
and it is not wrong to assume that they would not have
failed to mention the parallelism between the Saman scale
and the Gandhara-grama if they found any. 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 taking Narada Siksa
alone we may infer that Narada may be referring to the
Svaras of the Suddha scale of the Sadja-grama. But to
believe that he is speaking about the Gandhara-grama
Svaras is to trust conjecture too much. Hence the conclu-
sions of Mr. Aiyar that the Ga-grama was the earliest and
the Ma-grama (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 Samagana were driven into the temples,
and that while the Sa-grama flourishes, the other 2 have
perished, are not acceptable. It must be understood that
the Madhyamagrama described by Bharata and others
has nothing to do with the Samagina, and that it lived
along with the Sa-grama till the epoch of grama music.
After this period, the Vikrtapaficama of the Ma-grima
became identified with the Tivra variety of the
Madhyama (as all Karnatic theorists after Sarngadeva
point out). So the Ma-grima 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-grima as
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a mode of tuning which was once prevalent, but which was
abandoned subsequently owing to its complex intervals,

and poverty of Sarhvadis instead of equating it with the
Saman scale,

Before dealing with the Karnatic writers 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 Silappadikaram,
in the light of available Tamil works, occupies in Tamil
Sangita literature the same place as the Sangita Ratna-
kara does in Sanskrit literature. In respect of the
number of Srutis (which are taken to be 22) and the con-
sonance of the fourth and fifth, there is remarkable simi-
larity between the Silappadikaram 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 division of the octave which
is conceived as a cycle divided into 12 equal units.! The
5th unit from the starting note is given as the consonance
of the fourth and the 7th as that of the fifth. In the cycle of
the Vattappalai, alakus or $rutis are allocated in the follow-
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ing manner - ¥5—4, R=4, G=3, M=2, P-4, D—3, N=2.
Mr. Abraham Panditar, who has analysed the
Tamil system of music very elaborately in his Karunamrta
Sagara, is inclined to read these Srutis as S to R=4, R to
G=H4, etc. According to this allocation of the srutis, the
units or rasis (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 $rutis
indicate the consonance of the fifth, the pairs R and D and
G and N are not consonant because they are separated by
10 and 11 S$rutis respectively. (These 2 exceptions to this
consonance occur in the theory of the Sanskrit works
too).?> Hence Mr. Panditar attempts to rectify them by
adding one $ruti each to D and G, making the total number
of $rutis into 24. He states that his belief is that males
sang to 24 Srutis, and females to 22 Srutis, by reducing
one $ruti each from 2 Sarhvadis within the octave. In the
assignment of 24 $rutis to the octave, there is nothing to
support Mr. Panditar except his plea for the consonance
of the 2 intervals noted above. But he himself says that
though the octave was divided into 24 $rutis, the Tamils
employed 22 §$rutis in the octave. Also we have to re-
member that it may be generally true thiat the small dis-
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crepancies in consonance were made good in practical
singing. The Vattappalai is said by Mr. Panditar to have
employed the 22 Srutis, whereas the Ayappalai consisted of
24 $rutis, both as noted above. His argument against the
22 srutis is that, besides the incorrect fifths noted above,
the Suddha Madhyama and the Paficama of the system
deviate from perfect intervals by 8 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 calculation of the errors
obtained by trying to cover the $ruti intervals of an octave
by rotating fifths or fourths among consecutive octaves
is a mathematical myth, for these experiments could never
have been carried out in the days of the Silappadikiram
or even the Sangita Ratnakara. As Herschal says: “Any-
one who should keep on ascending by perfect fifths and
descending by octaves or thirds, would soon find his 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 that the Trikonappalai and the Caturappalai
may mean the subdivision of the 24 $rutis into 48 and 96
$rutis respectively. An equal division of the octave is arti-
ficial and not necessary for correct or natural singing. But
when Mr. Panditar proceeds to identify the Tamil gramas
of notes 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 it is
maintained that the minute éruti intervals may be repre-
sented by the division of the octave into 48 and 96 equal
divisions. The fallacy of his conclusigns is rooted 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
5
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out), and that it must be a system of 24 $rutis 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 $rutis occurring in ragas (according
to the different palais), which he gives are not quite
correct, because the $rutis as they occur in practical music
during singing cannot be represented by a single figure.
This dictum applies to all such figures which have been
given by different contemporary writers.

In this connection it is interesting to note some views
regarding the real nature of Srutis as they occur in song
and as they are calculated on paper. The Rev. Mr. Popley
very truly observes: “A song or piece played on an
instrument is a live thing and does not submit to mathe-
matical precision. There is, it is true, only one form for
each scale, and every singer and musician tries to get it
right, though no one invariably manages to do so. The
very fact of putting passion (Rasa) into music means
that a particular note will be taken rather sharper at one
time than another. The law is there of course to be obeyed
as perfectly as possible. In South India the use of the
term $ruti for such a possible sharpening or flattening of
particular notes recognises the truth of this variability.
Music 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. Science, needless to say, has not gone
backwards during the Christian Era; and caprice or arti-
ficiality, such as any kind of equal temperament must be
the exception; it cannot be the rule.” Elsewhere he puts
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the case even more strongly thus:—“Mr. A. Panditar
rejects all the ancient theories of the Sangita Ratnikara
and Bharata’s Natyadastra 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 approxi-
mation to just concord. It is justified by harmony in the
modern sense and by that alone. Indian music has no
transposition scales and thercfore has not the same need
for an equal division of the octave. It is not an harmonic
system. No Indian musician ever dreamt of tuning Sa
and Pa by a tempered fifth or singing other consonant
intervals purposely a little out of tune.” The conclusion
of Mr. Clements that the Indian system revels in a vast

number of scales founded on natural intervals is perfectly
legitimate.

We find the Silappadikiram giving 3 kinds of
intervals, namely, the dvi$nuti, triSruti and catu&éruti
intervals.? Calculating the Ni of the Tamil $uddha-scale
from Ma it is Komal and then the Suddha mela will be
Harikambhoji. But perhaps assuming that in the cycle
of 12 units the Srutis are capable of being interpreted as
preceding or succeeding the svaras, Mr. Panditar takes
Sankarabharana as the Tamil §uddha-scale. The Tamil
division of the octave into 12 raéis is quite original and
epoch making. The present svara system of Karnatic
music is based on this division and the melakartid system
has been formulated roughly on the basis of this division.

After Sirngadeva we find that the old order had
changed, giving place to a new one. The most outstanding
aspect of this change was the fixity given to Sa and espe-
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cially Pa which directly resulted in the disappearance of the
Madhyama-grama from usage. Kallinitha 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 purport is
that the Saranas of notes dependant on the graha-svara
and situated above it are absent and that though the
Trisruti Paficama which marks the difference between the
gramas is used, all ragas assume the same form, (i.e., do
not reveal the difference between the gramas). This is a
very important statement from the pen of the most
important among the commentators of Sirngadeva. This
reveals what a fundamental change was happening in the
practice and theory of Indian music at that time. His
next statement is no less important; it is that in the
Kriyanga-riga, Rimakriya, the note Madhyama assumes
two $rutis of the note Paficama. This is again a new
thing in history. Hitherto Paficama has been lowered a
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sruti and that perhaps did service for the tritone, but the
madhyama is now openly assuming the role of a sharp
fourth as against the S$uddha-paficama. In .Natta,
Devakri, etc., Riand Dha take two $rutis each from
Antara and Kakali and become paficasruti Ri and Dha
respectively. These again are new intervals. In Sriraga
Ga and Ni are made tri§rutis. He remarks that the
Catusdéruti Ri and Dha are sanctioned by text. Putting
all this together we find a complete revolution in theory
and practice.

This revolution becomes pronounced in the Svara-
melakalanidhi of Ramamatya. Some of the old §rutis had
become obsolete in use, and so he says Acyuta Sa, Acyuta
Ma, Vikrta Ri, Vikrta Dha, and Vikrta Pa are not distinct
from Suddha Sa, Suddha Ma,Suddha Ri, Suddha Dha and
Vikrta Pa respectively. These are one and the same
intervals in practice. His recording of the svara names of
his time is important. Cyuta Sa (3rd Sruti) is called by
him Cyuta Sadja Ni; Cyuta madhyama is Cyuta madhyama
gandhara; Cyuta Paficama is Cyuta Paficama madhyama.
The Rsabha which is identical with Suddha Ga is
Paficadruti Ri; the Ri identical with Sidharana Ga is
Satéruti. Similarly Dha is Paficasruti and Satsruti.
The new names of svaras indicate the use to which they
are now put. One striking characteristic is that each note
is now sought to be sharpened to its utmost possibility.
Satéruti R and D are significant as paving the way for the
prastira of the future melakartis. Cyuta Paficama Ma
had by this time definitely driven the Vikrta Paficama off
the field. The Madhyama grama becomes a fossil of th:
past. . ?

Laksmi Narayana in his Sangita Siiryodaya simply
follows the Sarngita Ratnikara. In the Rigavibodha
we find more vikrtas introduced. Somanitha accepts the
7 vikrtas of Ramamitya, though the Cyuta sadja Ni,
Cyuta madhyama Ga, and Cyuta paficama Ma, are called
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by him Mrdu sadja Ni, etc. He mentions 8 more vikrta
svaras, vig., Tivratama Dha=Kaidiki Ni, Tivra R=8th
$ruti, . Tivratara Ri=Suddha Ga, Tivratama Ri=
Sadharana Ga, Tivratama G=Acyuta Ma, Tivratama Ma
=15th Sruti, Tivra Dha=2lst Sruti and Tivratara
Dha=Ni.

The most striking feature of the Sangita Parijata is
the care devoted to the flattening of notes as well as the
sharpening of them and the utilisation of every one of the
22 §rutis. Ahobala is unique in this, since no other author
before or after him except the authors of the Meladhi-
kiralaksana and the Sangita Sastra Sanksepa does so.
According to him Piirva Ri=5th Sruti, Komala Ri=6th,
Suddha R=Piirva Ga, 8th $ruti=Komala G=Tivra R,
Suddha G=Tivratara R, Tivra Ga=10th Sruti, Tivra-
tara G=I11th, Tivratama G=12th, M=Atitivratama G,
Tivra M==14th, Tivratara M=15th, Tivratama M=
16th, Piirva D=18th, Komala D=19th, Suddha D=Piirva
N, Komala N=21st=Tivra D, Suddha N=Tivra D,
Tivra N=I1st, Tivratara N=2nd, and Tivratama N=3rd.
What is most noteworthy are the degrees of flattening and
sharpening of the notes used.

The $rutis of the Melidhikaralaksana are thus
enumerated by Mr. Abraham Panditar in his Karunamrta
Sagara—(0) Acyuta Sadja, (1) Prati Suddha Ri, (2)
Suddha Ri, (3) Prati Catuséruti Ri=Prati Suddha Ga, (4)
Catu$éruti Ri=Suddha Ga, (5) Prati Sat§ruti Ri=Prati
Siadhiarana Ga, (6) Satéruti Ri=Sadharana Ga, (7) Cyuta
Gandhira 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) Catus$éruti Dha=Suddha Ni, (19) Prati
Satéruti Dha=Prati Kaiski Ni, (20) Satéruti Dha=
Kaiéiki Ni, (21) Cyuta Nisida Dha=Prati Kakali Ni,
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(22) Kakali Ni, (23) Cyuta Sadja=Cyuta Sadja Nisada,
(24) Niyata Sadja.

The svaras Cyuta madhyama Ga, etc., resemble Rama-
matya’s names for such notes. The intervals called Prati-
Suddha Ri, etc., have their parallels in some notes with
similar names in Govinda’s Sangita Sastra Sarksepa.
The use of Cyuta sadja, Cyuta paiicama and Cyuta madhya-
ma in this modern work is noteworthy. If they were used
as independant notes in scales, several more thousands of
melas will have to be added to the total of 4624 scales esti-
mated to be possible without them as madhyama, paficama
and sadja. The use of 7 varieties each of rsabha, gaindhara,
dhaivata and nisada, four varieties of madhyama and two
of paficama is remarkable, but the original Ms. stops in the
madhya group of melas. The constitution of these
sruti melas seems to have been inspired by the example
of Somanatha, and both schemes are equally devoid of
practical utility.

In an article on ‘Meladhikaralaksana’ in the Jourhal
of the Music Academy, Vol. I, No. 1 are given
the names of the notes of the Meladhikira;
laksana some of which differ from those giver‘
by A. Panditar, the most important being cyuta
madhyama-pa (also cyuta-paficama-ma) and cyuta-sadja
ni for cyuta pa and cyuta sa given in the Karuniamrta
Sagara. Discussing the value of the book
the author of this article says: ‘It can be easily
demonstrated that the 24 Srutis are actually in
use, and therefore ought to be scientifically recog-
nised, and the merit of the present work appears to
me to lie in having done this’. If it is true that the 24
Srutis are in use, the system of Venkatamakhin based
on the 22 Srutis (with reference to whigh he explains his
melas) becomes antiquated and is superseded by the
system of 24 Srutis. If the old definition of the Srutis
equally dividing the octave is admitted, the two kinds of
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Srutis 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 Srutis, since both schemes
contain similar errors. Mr. Panditar seems to be on more
secure ground, because he admits the insufficiency of the
24 srutis to express our music by further dividing the
octave into 48 and 96 intervals.’

Coming to the current system of svaras and $rutis as
propounded by Govinda Diksita, Venkatamakhin and
Tulaja Maharija, we find the culmination of the pro-
cess which began after Sarngadeva. According to this
system, Suddha Ri==7th §ruti=Gaula Ri, 9th §ruti=Paiica-
sruti Ri=Sriraga Ri, 10th $ruti=Satéruti Ri=Nata Ri,
9th sruti=Suddha Ga=Mukhari Ga, 10th §ruti=Sadha-
rana Ga=Sriraga Ga, 12th $§ruti=Antara Ga=Gaula Ga,
13th $ruti=Suddha Ma, 16th $ruti=Prati Ma=Varali Ma,
17th $ruti=Pa, 20th=Suddha Dha=Gaula Dha, 22nd=
Paficasruti Dha=Sriraga Dha, lst §ruti=Sat$ruti Dha=
Nita Dha, 22nd=Suddha Ni=Mukhari Ni, 1st S$ruti=
Kaisiki Ni=Sriraga Ni, and 3rd $ruti=Kakali Ni=Gaula
Ni. The illustration of the srutis in the light of ragas is
important. Venkatamakhin’s system becomes truly epoch-
making because he formulated for the first time all the
notes current in the practice of his time into a compre-
hensive scheme of 72 Melakartis, which stands to the
credit of Karnatic music and has endowed it with a method
of classification which is perfectly complete.

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

1. If it is argued that Venkatamakhin stated that the Srutis are 24 in
the Gunda-Kriya gita, it must not be forgotten that he admits only 22
Srutis in the Caturdandipraka$iki, and that in the Melaprakarana he
defines the Srutis of every svara occurring in the 19 mejas of his time and
for each scale he gives the total value of the svaras as 22 Srutis for an
oetave,
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stated by Nazir Uddin Khan of Indore that
now expounded as Venkatamakhin’s existed
before him. According to Mr. Khan this was pr.
the mention of the 72 Melakarta names in 4 Dhrupadas
composed by Bijou Naik, stated to have gone to the north
from South India during the time of Alaudin Khilji.
Similar data is found in the fragmentary manuscript of
the work of Somanarya, in which are mentioned the names
of the Melakartas. As against this should be set the fact
that in no important work after Sarngadeva till Venkata-
makhin, is the scheme of the Kartas mentioned. The
material for the Kartas was available since the time, at
least of Ramamatya, who uses Suddha Ri, Pafica$ruti Ri
and Satsruti Ri and 3 similar varieties of Dha in addition
to the sharp fourth. But though Somanatha sets a pre-
cedent in the formation of the Melakarta scheme, it is not
till the time of Venkatamakhin that the above-said inter-
vals are employed to form the 72 Melakartas.

~.

2 fRNARY
scheme

‘years

After the 72 Melakartas had remained in tact-for
nearly 300 years, the scheme has been criticised recently
as using the same interval 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 should retain scales in such a form as would do
away with the necessity of using 2 names for the same
note. But this argument ignores several reasons which
justify the constitution of the Melakartas in their present
form. First, these notes have been taken from usage,
which, at least, dates from the time of Ramamatya. Itis
evident that the different notes used in Vernkatamakhin’s
scheme were adopted from the practice of the art and that
they were not 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 obtained by the devia-

6



42 THE RAGAS OF KARNATIC MUSIC. [Crar.

tion from its Niyata sruti.” Hence in the Melakartas, the
principle that has been adopted in the formation of the
Vikrtasvaras amounts to this, viz.,, Ma is not flattened
below its Suddha position and is sharpened to any extent
below the Paiicama. Ri is sharpened up to the Sadharana
gandhara 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 sSuddha position. The usage of Vikrta
notes sanctions the freedom of these notes to be flattened
or sharpened within the said limits. As regards the argu-
ment that the same svara is called by two 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 scales are called by differ-
ent names in other scales. For instance, the combination
Sa, Ri (Suddha), Ga (Suddha), Ma (Sharp), Pa, Dha
(Suddha), Ni (Kakali), is well-known as an ancient and
very prominent melody-type. Though this Suddha gan-
dhara may elsewhere occur as a sharp Ri, the individuality
of the scale remains indestructible. The same argument
applies to Calanata. These two scales alone are sufficient
to afford recognition for the notes in the Melakarta scheme,
bearing double names. What matters in the use of such
notes is the value that they acquire as the flat or sharp of
a particular note and not the strict rules of unduplicated
nomenclature.

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

1. Kasinatha in his Sangita Sudhikara gives the following definition:
WU WGagS: ASGW (MW €@ |
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No. Names of Srutis. Names of Svaras.
1 |Tivra. (aﬁar) Ri (a)
2 |Kumudvati. (Fggdt) Ri (b)
3 |Manda. () Ri(c) Ga (a)
4 |Chandovati. (=) Ri (d) Ga (b)
5 |Dayavati. (zaradr) Ri (e) Ga (g)
6 |Rafijani. (ggef) Ri (f) Ga (h)
7 |Raktika, (qwer) Ga (i)
8 |Raudri. (ﬁ;ﬁ) Ga (j)
9 |Krodha. (ﬁl’ﬁl’) Ma (a)
10 |Vajrika. (afsr) Ma (b)
11 |Prasarini. (S@RolY) Ma (i)
12 |Priti. (shfa:) Ma (k)
13 |Marjani. (ArSeft) Pa
14 |[Ksiti. (fafa:) Dha (a)
15 |Rakta. () Dha (b)
16 [Sardipini. (&) Dha (¢) Ni (a)
17 |Alapint. (STreTdHY) Dha (d) Ni (b)
18 |Madanti. (ﬂﬁ’?ﬁ) Dha (e) Ni (1)
19 |Rohini. (URT) Dha (f) Ni (m)
20 |Ramya. (war) Ni (n)
21 |Ugra. (31") Ni (o)
22 |Ksobhini. (i) Sa.
Prefixes appended to the notes in the above list are
the following:—
a. Prati$uddha. i. Pratyantara.
b. Suddha. j. Antara.
c. Praticatussruti. k. Prati.
d. Catussruti. 1. Prati Kaisiki.
e. Prati SatSruti. m. Kaiéiki.
f. Satéruti. n. Prati Kakali.
g. Pratisadharana. o. Kakali.
h. Sadharana.
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The above classification differs from all other lists in
the assignment of svaras to the Srutis, tivra. etc.' But like
Ahobala, the author has included every one of the twenty-
two Srutis. This scheme has the unique merit of taking
into account all the $rutis, Suddha 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 been
considered not to be a defect, since the time at least of
Tyagaraja and Govinda, in whose Krtis and Gitas the so-
called vivadi aspect is entirely ignored. Mr. K. V.
Srinivasa Iyengar has argued vigorously against the
vivadis in his Ganabhaskara.

Mr. Fox-Strangways points out that the Karnatic
system ‘merges’ and that it recognises not 22 but only 16
nominal and 12 real sub-divisions of the scale. It is
surprising that such a keen critic as he should have made
these remarks. 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 Satsruti Dhaivata and Kaisiki Ni and so on does
not represent the whole truth. For, taking these 2 notes as
musical facts and judging from the manner of their usage,
we clearly see that the 2 notes may coincide at a point, but
their range, manipulation, and effect are entirely different.

1. Cf. the following lines of Sirngadeva :—
AAFGIAALISIIAAEG T |
ZamEdr el 9 WRERT 99w fegar:
Yy Frar T TR qfAHE TERA )
sifvar qrdan gadt AgarEn |
firhr tr 9 @AfeeareTfeiy gEw |
wR Aol A arRaeeg da¥ ¢
st 9 Gifvoily ¥ fre g g4 0 —Svaradhyya.

2, Vide Appendix 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 included
init. To argue for the deletion of such scales is inadmis-
sible and is based on a misunderstanding of the spirit and
essence of Karnatic music. Again it is wrong to say that
the Karnatic system does not recognise 22 $rutis. This is
to deny the truth. Every Southern writer bases his treat-
ment on the 22 $rutis system. Taking 2 authors alone who
are considered to he the most important authorities on the
present system, viz., Venkatamakhin and Govinda, we find
them defining even the ragas in terms of the 22 $rutis. As
regards the statement that there are only 12 real sub-
divisions of the octave, it has to be said that these alone do
not determine the nature of the ragas. The 16 nominal
sub-divisions are more than nominal because they have
each a distinct individuality and in usage each of them
differs from the other.

.

The Suddha scale, Kanakangi, of the Karnatic system
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 Bilaval as the Suddhamela sometime in the modern
age, in South India the Suddha scale of Bharata and his

L g¥: swEQw gElne Isq |
TPHINIAT TSIHAAGHAT: ||
¥ Rzl frefReadadt |
W gaa: R |
eger adisd Fo A
THRHEIRR W1 —Caturdandiprakasika.

Govinda defining Kanakimbari (which according to him is called Kana-
in -7), the Suddhamela, says in his Sangita Sastra Sanksepa i—

QUAERT QiR |
g GRGETR qwta A 0
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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 $uddha scale of the Sanskrit theorists and the mela
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.

It is not possible to agree with Mr. Fox-Strangways
when he quotes Day as saying that for South India quarter
tones ($rutis) are ‘confined to grace’. .Basing himself on
the popular meaning of §ruti as keynote, he goes on to say
that in the South there is a transference of meaning from
‘a nice distinction of pitch’ to ‘that which determines
pitch’. This statement is opposed to practice according
to real artists in the South and also textual authority; by
‘$ruti’ both these clearly mean ‘distinction of pitch’.

How far the §rutis are real in the practice of South
Indian Music? Do the 22 §rutis represent the substance
of Karnatic music faithfully? The answer is that
without the §rutis and the distinction made by them
between the musical intervals in vogue, Karnatic music
will not be what it is. Are these §rutis equal? Mr. Fox-
Strangways observes very truly that the §ruti enters into
music as one of three definite intervals. Just as there are
3 diatonic intervals, so there are 3 enharmonic intervals,
viz., 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-
ments of other larger intervals. He is right when he
criticises the view that the 22 $rutis are 22 stopping places
as being incorrect, because, as he says, artistically this is
wrong since no 2 or 3 of these are ever sung in succession.
He rightly defines that the $ruti is not the smallest audible
sound, but the accurately audible sound—that which is
heard in accurate relationship to some other.
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Are the Srutis equal divisions 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 Srutis all go to show that the
Srutis are not equal. Rival theories have been advanced,
viz., the division of the octave into 24, 48 and 96 equal
intervals. The division into 24 Srutis is mentioned in the
Laksana Gita in Gundakriya by Venkatamakhin, and also
in the Sangita Sara Sangraha (in the Tanjore library).
In the Meladhikaralaksana, scales are formulated on the
basis of 24 $rutis. Mr. Clements in his discussion of
Bharata and Sarngadeva adds 3 more $rutis to the 22
because according to him these alone will represent truly
their music.® Mr. C. S. Aiyar in his valuable pamphlet
‘A note on Srutis in Karnatic music’ says that 3 more
Srutis should be welcome as additions to the 22 $rutis (this
resembles the view of Mr. Clements), and that the South
Indian ear is even sensitive to as many as 30 $rutis in all.
The latter statement is important because it indicates the
truth of the practice and also because it questions the
validity of the 22 $rutis.

To me it seems that the system of the 22 §rutis is the
starting point of the elaboration of melody and that we
have progressed far beyond what is represented by that
system. It is true that we employ intervals which have
been utilised in that system, but it is also true that we have
come to make use of intervals within the octave which are
more minute than the 22 $rutis. The view that the 22

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

Name of $ruti, Number of §ruti. Value of §ruti in cents
Tivra 1 22—70
Vajriki 10 520—568

Sandipini 16 836—884
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rutis 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 remained 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
fairly 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 music has to
employ a vast variety of them. As Mr. Fox-Strangways
has pointed out they are not used separately, and three or
even two of them are not used in succession. They are
used as part of the major intervals which they decrease or
increase according to the requirements of song. They
feature in gamakas, in which the freedom of the use of
these s$rutis is completely manifested. I am inclined to
thiuk that the flattening or sharpening of each note by
Srutis is left to the choice of the singer who is only limited
by the farthest boundary line allowed for each svara.
Also we find in Karnatic music that each note adopts
$rutis in Gamakas in a seemingly wayward fashion, but
yet maintains its personality. This phenomenon is really
wonderful. Mr. Clements in his ‘Ragas of Tanjore’ says
truly: ‘Modern India has inherited a wonderful system
employing a vast number of scales capable of representing
all shades of feeling. Iiqual temperament tends to
destroy 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 Srutis current in Karnatic music can be under-
stood only by reference to the intonation that reveals its
individuality. In the chapter ‘The Analysis of Rigas’
the results of my experiments on the sonometer regarding
the intervals occurring in our music are given. All the
figures obtained are strictly according to the theory and
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practice of intonation as embodied in the compositions in
each raga analysed.

One point remains to be noticed. It is the plurality
of Srutis governing the notes in the Ragas. Hitherto
single figures have been given by various writers as the
values of the $rutis in each raga. But it may be clearly
seen that in each raga a note assumes different shapes
(within the limits set by its individuality) and I have
included the study of these variations in the $rutis affecting
the same note in the same raga. It is more or less a
general tendency for the sSruti 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 need of the
singer within the limits mentioned above. And gamakas
afford a wide choice of $rutis in the treatment of a note.

Taking the Suddha scale Kanakangi we find that
Suddha Ri takes at least 2 values, viz: 10|9 and 256|243
and Suddha Dha assumes similarly the values, 5|3 and
128|81. In the analysis of ragas it will be found that,
owing to the requirements of melody, more than one
interval is employed in each svarasthiana, which would be
incorrect if represented by a single Sruti-value.

Another very important factor regarding the usage
of notes, which has not been taken notice of by theorists,
is the illusory effect of Srutis in usage. This is remarkable
in view of the acceptance of single values for svaras. On
the Vina, which reproduces the human voice, and on all
other instruments, in the varek prayogas MPM, NSN,
DND, SRS, etc., the second note is never fully produced.
It is simply approached approximately, and the hearing of
the second note is only illusory. This is clearly demons-
trable on the Vina and the sonometers (The ratios for
some of these notes are given in the analysis of ragas).
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 may
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
ignorable feature of our music. .

Some intervals occurring within the octave in the
light of the intonation of the notes of the various rigas in
practice are given below as they have been obtained by my
experiments.

i 111 g R
i3 3% 3 148
18 < G §
i UL L}y 7
£355 748 8 43
13 1383 it
313 § ied
£l 1 ]
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1% 38 5
34 it 8
i1
%

Among the intervals given above, some occur inde-
pendently in the ragas and others either as an augment or
decrease 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 Sankaribharana. S=256
vibrations :—

SRS. RGR. GMG. MPM, PDP. DND. NSN.

299 3(;3 3!‘57 3;9 4%5 4'74 5(1)5

The middle notes in the above groups do not assume
their normal values, but leave the impression of sounding
true to their names on the ear.



II7] SRUTIS AND SVARAS. 51

It may be noted that the identification of Catuséruti
Dha, with Suddha Ni and of Catuésruti 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 $ruti and $uddha Ni on
the twenty-second; so they are clearly sharper than the
values given by both writers by one §ruti. Though the
Satéruti Ri, is identified with sidhdarana Ga, (and not
with antara Ga as is done by Mr. Fox-Strangways, vide
“The Music of Hindustan’, p. 184'), and Satéruti Dha
with Kaisiki Ni, the two notes function as Ri and Dha
sharpened, and this is enough to distinguish them from
the categories of Gandhara and Nisada.

1. The mention of antaragindhdra is probably due to an error

in printing.



CHAPTER III.
The Classification of Rdgas.

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 classification.
The principles of such classification have been numerous,
e.g., the number of notes or their quality, etc., as is evident
from the history of the development of scales. It is
extremely interesting to find the Puspasiitra classifying
Samans according to the number of notes used in them.
According to it, most of the Samans are sung to 5 notes,
some to 6 notes, and 2 (called Kauthumas) to 7 notes.
This is remarkably like our audava, sadava, and sampiirna
classification of rdgas. The next broad division of
melodies is according to Sadja and Madhyamagramas,
which divide the jatis into 2 groups. The Gindhira
grama is spoken of as obsolete. The jatis are also divided
into 2 groups called suddha and vikrta. The former have
the note after which they are named for their nyisa,
apanyasa, amsa and graha. Their nyisa note is never in
the tara. The vikrtajatis differ from them in these
respects. The principle of classifying the species under
their appropriate genera emerges when classification
begins, and we see this principle working from the
earliest stages of the development of the art under diffe-
rent names. This will show the absurdity of the views
expressed by some authors that classification according
to the ‘genus-species’ system was adopted sometime
during the middle ages.

With Matanga classification expands. ‘According to
him the grama is useful for the arrangement or classifi-
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cation of svaras, $rutis, miirchanas, tanas,jatis 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 ragas are born of them. He cites examples
of melody-types with four notes. He gives 7 gitis, viz.,
Suddha, Bhinna, Gaudi, Ragagiti, Sadhirani, Bhasa
and Vibhasa; also Durgasakti’s 5 gitis, Bharata’s 4 gitis
and Sardila’s Bhasagiti. Melodies are distinguished
according to these. He gives the number of rigas as 5
under Coksas, 5 under Bhinnakas, 3 under Gaudas,
8 under Riaga, 7 under Sadharana, 16 Bhasis, and 12
Vibhasdas. Bhasas are according to him of 4 kinds, wiz:
Miila, Sankirna, DeSaja and Chaya Asraya. These are
established in grama ragas. Matanga says that the
Gramaragas are derived from the 2 gramas, and from the
Gramaragas are derived Bhasds. From these Vibhasas
originate, and from them, Antarabhasas. A list of them
with their raga of origin and definitions is given. The
definitions of DeSiragas are interrupted.

Nanyadeva, who quotes Matanga, Kasyapa, etc., in
his Bharata Vartika, gives important information regard-
ing classification. He deals with Jatis elaborately in
accordance with the standard definitions. What makes
his contribution important is that he states in an intro-
ductory §loka that he will give the rigas originating in all
the 3 gramas. Under the Gandharagrama he describes
a fairly big number of rigas. He gives the equivalent
ragas of Kapalapadas and Kambalas.

Niarada in his Sangita Makaranda describes the
Gandhiragrama in addition to the 2 other grimas. He
describes the different deities of the grdmas. The names
of jatis are given. He enumerates the names of Ragas,
like Devagindhari, Dhanyasi, Gurjari, Bhiipila, etc. He
divides ragas into Sampiirna, Sadava and Audava; and
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also into masculine, feminine, and neuter groups. Narada
mentions another division of ragas into 6 male ragas and
their wives.

The author of the Aumapatam gives gramas as 18
describing them as the janaka of jatis. His whole sys-
tem is very peculiar 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 mentions
jatis with curious names, #iz., marjara, vanara, etc. He
gives 36 Sudda riagas; among them are mentioned
Nagadhvani, Tarangini, Abhiri, etc. The whole book is
in the form of a discourse by Siva. Twenty-one ragas
are given as propounded by Rsis. Then 5 ragas are given
as emanating from Siva’s 5 months, Some Silaga ragas
are given. Janyas are given as emanating from this or
that riga. Those that partake the Chaya of Suddha
rigas are chiyilaga rigas. Réagangas are so called
because they assume the colour of ragas. “The Bhasanga
ragas slowly emerge when the raga is thought of.” When
the raga emerges as the raga goes and returns itisa
kriyanga. When a riga dwells near another, it is upanga.*
Examples of each class are given. Suddha rigas are of
the form of Siva, Salagas of the form of Sakti; when they
merge together it is Sankirna.

The system of the Ratnakara is the subject of
elaborate classification. Here only the principles of the
division are noticed. The main division is that into Marga
and De$i, the former distinguished from the latter by the
inexorable nature of the rules that bind them. Kallinitha

1. qeTSgTATgHTRRETR g |
T AAFT Y TAT ITERH 1)
| g Wy wgw: RAIRSIY §49 |
T NSy gAGTATTRTATE: 1
fRaTRERITTTeY: TIUNTAY T |
SqErHId 3T AN —SmTa |
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points out that the Ragas are divided into 10
kinds." The grama ragas are divided into 5 groups
according 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 Deséi ragas, etc. Bhasas,
Vibhasas, and Antarabhasas, are derived from the grima
ragas. Upangas are given and defined as the resemblance
to some extent between 2 ragas. Kriyangas are mentioned.
The Janyajanaka principle is clearly established. Kallina-
tha in commenting on the ragas of his time remarks about
the difference between the ‘Melana’ of the Janya and Janaka
riagas that had taken place. Sadava and Audava ragas
are mentioned by him. Bhasangas, Rigangas and
Upangas are explained, and this group, according to
Sarngadeva, comes under Desi ragas.”

1. The 10 groups include respectively Grimarigas, Uparigas, Ragas
Bhasas, Vibhasas, Antarabhdsas, Rigangas, Bhisangas, Kriyangas and
Upangas. Vide Sangita Ratnakara for their detailed treatment.

Kallinatha explaining Umapati’s threefold division of riigas states’ that
$uddha rigas are charming without transgressing the rules laid down in the
§astra, that chiyalaga rigas are sweet because they assume the chayi (like-
ness or colour) of other rigas, and that Sankirna rigas are pleasing because
they are the result of the mixture of $uddha and chdyilaga ragas. In this
connection he quotes Umapati :—

: gen 9F e |
uq: W gwR szfruEEEdikan o
QT BIAAT TATSATSTEAGET: |

FETAHRT A VY TANRIGL HAT (1
g& g REsin IREERW "o |
gafhs g vmaRy B |an:

2. Kallinitha quotes Matanga’s definition of Rigangas etc. thus:—
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With this is to be compared the definition of Umapati.
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The ancient Tamil system of classification was also
very elaborate and scientific. In the Ayappalai 4 kinds of
Yals with 4 jatis for each, viz.,, Ahanilai, Puranilai,
Aruhiyal and Peruhiyal, are given. These give 16
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 notes,
and the Tirattiram of 4 notes.

Sarngadhara in his Paddhati mentions that Bhasas
are derived from gramaragas, Vibhasas from Bhasas, and
Antarabhasas from Vibhasas. He says that the origin
of the raga is from the 22 Srutis. In another connection
he says that Srutis are only 14, He gives Bhairava,
Paiicama, Nata, Mallara, Gauda, and Malava as the six
well-known ragas. Then he gives a list of Asrita or depend-
ent ragas, e.g., the dependents of Bhairavi are Vangapila,
Gunakari, etc., numbering 5. Haripala in his Sangita
Sudhikara mentions the 18 jitis and gives 36 Suddha
ragas as derived from the jatis. He gives six Uparagas
and 20 ragas derived from the Magrama. He also gives
a list of Upanga, Kriyanga and Raganga Ragas.

Laksmi Narayana in his Sangita Siiryodaya treats
exhaustively about the jatis but his omission of the Deéi
Ragas current in his time is disappointing, This omis-
sion may be due to a gap in the current recension of his
work. : S

Ramamatya introduces the term ‘Mela’ but Kallinatha
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 Sangitasira of Sri Vidyaranya.’
Hence there is reason to believe that the melas are as old

1. Vide my article on ‘The contribution of Vijayanagar to Karnitic
music’ in the Dr, S, Krishnaswami Aiyangar Commemoration Volume.
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as the era of Vidyaranya, (the first half of the 14th
century) . So Rimiamitya’s name ‘Mela’ is not quite new.
He gives 20 janaka melas which practically amount to 15,
because of the identical nature of some of the notes occur-
ring in the melas, The mela system of classification embodies
the janya-janaka principle which as we saw was used from
very ancient times. The principle remained to be applied
in all its completeness by Venkatamakhin. The extent of
the application depended upon the number and nature of
the notes accepted by each theorist. Barring Venkata-
makhin, each writer chose to mention only the scales
obtaining in the period in which he lived. In fact before
Venkatamakhin, excepting Somanitha, few writers
attempted to create new Janaka scales which would com-
plete the permutation of all the notes which were defined
as belonging to the gamut. The predecessors of Vernkata-
makhin were chiefly concerned with the interpretation
and explanation of contemporary theory and practice of
music. As regards the rigas derived from the Melas,
their classification under Bhasa, Vibhasa, etc., and Raganga
etc. (so elaborately used and illustrated in the Ratnakara)
is not to be found in the Svaramelakalanidhi. Ramamatya
introduces a novel and rather indefinite mode of classi-
fication into the superior, the middling, and the inferior
classes. The first is said by him to be free from admix-
ture, and suitable for singing and composing thayas. The
second class was used in the singing of fragmentary
portions of songs. The third consisted of light and
popular airs.

Pundarika Vitthala, like Ramamatya, says that all the
ragas are derived from the Sadjagrama. He gives in his
Sadraga Candrodaya, a list of sixteen janaka melds and
their janya rigas. In the same work heéxpresses the view
that Siva divided the ragas into three groups, vig:—

(1) Suddha which are independent rigas.
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(2) Salanga in which the colour of another raga is
found.

(3) Sankirna which partakes the nature of the
above two classes. He says that the Desi rigas have been
conceived by Hanuman as not bound by rigid rules.!

In his Ragamela, he deals with the classification of
Hindustani ragas. He mentions six principal rigas and
assigns five Riginis as wives and five putras for each of
the six ragas. In his Ragamafijari he includes the defini-
tion of 25 Persian airs.

Somanatha’s work is unique for the system of mela-
kartas, which anticipated Venkatamakhin’s system. The
utility of Somanatha’s scheme might have been very little
since scales built upon microtones are practically useless.
But it did pave the way for the present Melakarta scheme.
Somanatha enumerates only 23 melas as being well-known
in his time.

Govinda Diksita deals exhaustively with the system of
Sarngadeva. He gives only 15 scales as melas. It was left
for his son Venkatamakhin to construct the scheme of the
72 melakartis with which begins the modern epoch of
Karnitic music. It is needless to say that this system
affords the most perfect method of classifying janya and
janaka rigas. Tulaja and Govinda adopt the same scheme.
Recently proposals have been made to add to the list of
Melakartas by the inclusion of the Vikrta paficama but
this 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 vital factor
in the present system of Indian music.
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Since Venkatamakhin’s time, other systems of classi-
fication have also been formulated. Ahobala uses the
term Mela simply to mean a raga. He says that Melas
are made of Suddha and Vikrta Svaras and groups them
into piirna, sidava 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 derives
some ragas from parental scales.

Among northern authors, Locana mentions 12 Raga
Sarhsthitis (another name for Janaka Melas). He also
speaks of Raginis. According to Srinividsa, a mela is a
group of notes revealing the riga. The mela is of three
kinds, wiz., Sampiirna, Sadava, and Audava.

Hrdaya Nariyana classifies scales in the same manner
as Locana. In the Raganiriipana attributed to Narada,
ten Purusarigas with five raginis for their wives, and
with four ragas for their sons each of whom has four wives
are described.

In the Sangita Narayana it is said that 16 thousand
ragas were sung by the Gopis in the presence of Lord Krsna
and of them 180 are popular in the world. The author
notes the division of ragas into groups of males and
females. He also divides them into Sampiirna, Sidava,
and Audava. He does not mention the Melakarta scheme.
The author of the Sargita Sarani notices male and female
ragas. In the Sangita Kaumudi the same classification
is found, and also the classification into Sadava, etc.

In the Gitaprakiasa (Oriya manuscript) the jatis as
well as Audava, Sidava and Sampiirna rigas are given.!
"
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In the Sangita Kamada the forms of various rigas are
described and eight purusaragas, their stri (female)
ragas and 6 napurhsakaragas, and ragas falling into the
three groups Sadava, Audava and Sampiirna are given.

In the Sangita Kdmada is given a very peculiar classi-
fication of ragas. It is said that according to Narada,
Kanthagana originates in the throat, Talugana in the
palate and Osthagana in the lips. Sririga is called Kan-
thausta and Madhyamadi is Kanthatdlu. Dantyagana
also is mentioned.®

1. In the Sangita Kamada the section called Riga Siitra begins with the
verse
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After ‘gfy Gefawraz masguE’ we find the expression. ‘g gzfd
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About the gender of rigas the following observations are made :—
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According to the number of Svaras, rigas are divided into the 3 groups,
sampiirna etc. i—
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It is surprising that the writers of Orissa do not
reveal any trace of the influence of Venkatamakhin’s
melakarta system in their method of classification.

In a work called Ragalaksana which is in the form
of a dialogue between Matanga and Kohala (but which
seems to be of recent authorship) Sadava, Audava, Sam-
piirna ragas are given, as also their division into Raganga,
Bhasanga, and Kriyanga and Suddha, Silaga and
Sankirna.

In the Sivatattva Ratniakara by King Basava eight
purusa ragas, and their 24 wives are given and Matanga
is cited as having enumerated them. A different list of
6 male ragas, each having 5 raginis for wives are given and
defined. In their definition the term raginga, etc., is used
and the mirchanas of the grama system which occur in
them are mentioned by name. It is strange that this writer
also is ignorant of Venkatamakhin’s system.

Coming to the period after Venkatamakhin, we find
that his Karta scheme is made the starting point of fresh
methods of classification. These have been constructively
used to derive innumerable scales. Attention has been
diverted from trying to fit well-known ragas into the
scheme to the derivation of fresh ragas according to the
following principles of combination. The Sadava,
Audava and Sampiirna are intermixed in pairs in as many
forms as possible (i.e., eight), which gives 483 varieties
for every melakarti, making up a total of 34,776 janya
ragas. Of course, from these rigas those which overlap
themselves have to be deducted. Again Vakrardgas can
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(After a description of raginis, the following colophon 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 riagas which are confined to the
Madhyasthdayi 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 Ga and Pa
was demonstrated.’ This sort of combination opens fur-
ther possibilities in the creation of fresh ragas of this type;
but it remains to be seen whether these can rank as ragas.
The introduction of accidentals in ragas and the importa-
tion of foreign melodies can also contribute to the number
of extant scales.

1. Vide Appendix III,



CHAPTER 1IV.
The Structure and the Alapa of Ragas.

The music of India owes its individuality and
character to the mode of singing called "Alapa. By alapa
our music has grown, developed and reached its present
form. The alipa is a very ancient form of rendering
music and for a proper understanding of the idea it is
necessary to discuss the various laksanas of the raga
which form its important features and which define its
personality. The laksanas of the raga and the rules of
alipa have been variously defined and they have all grown
with the art and have been modified in several ways in the
process of development. And without taking into account
these factors the concept of the riga cannot be compre-
hended. The Raga is the bedrock of Indian music since
every branch of music, gita, vadya and nrtya, depends on
it. In the course of this chapter the laksana as given by
every important author as well as the rules and
characteristics given by him of alipa will be noticed.

Bharata gives ten laksanas for jatis' (and these are
to be taken as applicable to the alipa of rigas which have
directly sprung from jatis). According to him grahas
have the same importance for jatis as arnéas. Graha is
the note with which the jati commences. Amsa is given
great prominence by him since the riga dwells in it. From
it the movement of notes in the mandra and tira registers
proceeds. It determines the anuvidi and sarhvadi, and
dwells in the apanyisa, vinyasa, nyisa and sanyisa.
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Nyasa is used in the closing of the anga (musical piece)
and apanyasa is the close in the middle of the anga.
Bharata gives the number of these notes used in the jatis.
Taragati or movement in the tara proceeds from the
amsa, and there are 3 kinds of mandragati with reference
to arhsa, and nyasa and apanyasa. There are two kinds of
alpatva (or paucity of certain notes) according to
lanighana or leap and anabhyidsa or non-repetition. By
these methods sidava and audava are achieved; and by
leaping over arhéa notes when they are sung in antara-
marga and by pronouncing a note only once alpatva is
achieved. Bahutva indicates the opposite of alpatva
and is of 2 kinds, and includes in saficira other balin
(strong) notes. Antaramiarga establishes the individu-
ality of jatis and is of 2 kinds, viz., by saficara (or elabora-
tion) with notes which are strong on account of the ams$a
and by the alpatva (or minimum use) of weak notes.
Sadavita is the use of 6 notes and audavita of 5 notes.

The technique of singing the rigas as embodied in
jatis is very advanced. The jatis are to be sung accord-
ing to the citra, vartika and daksina margas, employing
the four gitis like Magadhi, etc. The three octaves are
employed; the four varnas and an elaborate system of
alankaras and gitis add to the variety. Instrumental
music is also highly advanced. Gandharva according to
Bharata is the music of various instruments, produced
on wires, and comprises svara, words and tala. This is
dear to the Gods and to Gandharvas. Its source is the
human body, the Vina and the flute. It is of 3 kinds
according to svara, pada and tala. Bharata calculates the
number of tinas (which at his time are understood as
names for grouping of svaras by permutation) which are
derived from miirchanas. It is interesting to note that

the tanakriya or the production of the tana on the string
is of two kinds, viz., (1) by the pulling of the lower note
and the smoothening of the higher note. This is called
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pravesa, (2) ‘by not touching’. This is called nigraha.* It is
important to note that ‘tana’ as applied to this kriya shifts
the reference from the grouping of the notes in prastira
to the quality and peculiarity of the tone produced.

Matanga is one of the most intelligent and lucid
writers after Bharata, and he discusses the problem of
ragalaksana and alapa brilliantly. He quotes Bharata’s
definition of graha. He makes clear Bharata’s definition
of amsa which, he says, brings out the individuality of
the raga; from it the music starts; it determines tara and.’
mandra. It is profusely used; it is the object aimed at iff -
the raga.” ' The apanyasa is the medial pause and occur
in the middle of the vidari. The vidari is of two kinds, gita-
vidari and padavidari. By vidari is meant the division of a
pada;itis a division of a musical piece. In the middle of the
first vidari the nyasa or final is applied and called sanyasa.
This sanyasa is not a vivadi of the arhéa. Vinydsa is the
same as sanyasa, but is applied at the end of the pada. By
these definitions he proves the truth of Bharata’s allocation
of ten laksanas for the arh$a. After defining sadava and
audava he observes that it is not ‘marga’ beyond four
notes, He says that this kind of grouping is used among
Sabaras, Pulindas, Kimbhojas, Vangas, Kiratas, Bahlikas,
Andhras, Dravidas, and among dwellers of forests. Four
notes also occur in Avakrsta Dhruvas." He mentions
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alpatva and bahutva and antaramirga (which accord-
ing to him is of two kinds).

Matanga says that the method of raga, ilipa, etc.,
had not been defined by Bharata and others and that he
would define them according to theory and practice.
This statement is mnoteworthy. The rdga delights
the mind of the hearers by means of the excellence of
svaras and varnas and the different qualities of tone. The
raga is adorned by varnas and svaras. The word riga
is derived from the root indicating the act of pleasing.
Matafiga adds that the word riga has an etymological as
well as a special or conventional meaning like the word
pankaja.! He mentions seven gitis which are modes or
styles of song, viz.,, Suddha, Bhinna, Gaudi, Rigagiti,
Sadharani, Bhasagiti and Vibhisa. He quotes Durga-
sakti’s gitis as Suddha, Bhinna, Vesara, Gauda and
Sadharita. According to the school of Bharata the gitis
are Magadhi, Ardhamagadha, Sambhavita, and Prthula.
The ‘great soul’, Yastika is quoted as mentioning three
gitis, Bhasa, Vibhasa and Antarabhisi; Matanga is said
to propound Bhasagiti and Vibhasa. The Sardila school
is said to approve of one giti only, viz., Bhisa. :

Matanga then proceeds to give Ragalaksanas.
According to him Coksagiti has saficira in mandra and
tira octaves and consists of straight, sporting and
even svaras and Srutis. In the Riagagiti sportive and
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variegated gamakas which are also pleasing, even and
issuing from the chest, and pleasing combinations of
svaras are used. In the Riaga (giti) the riga is made
bright by the use of four varpas. In the Sadhiranagiti
prayogas which are subtle and soft, and svaras well mixed
with kdkus are used. The Bhasagitiis made of prayogas
issuing from the body, smooth and beautiful, coloured by
kdkus, and kampitas which are delicate, illumined with
malavikakus, sportive and beautiful and consisting of
well-controlled phrases. Vibhasagiti should be sung in
such a way as to charm the listeners; in it should be used
gamakas which are sportive, manifold, as well as lustrous,
and kampitas, issuing from the chest, even, belonging to
tira and atitdra, soft, lighted with the madhyama in the
madhya octave, pleasing to the ear, sportive and according
to the fancy of the singer.

After the above definition of gitis he proceeds to
enumerate the number of rigas as follows:—5 Coksis,
5 Binnakas, 3 Gaudas, 8 Ragas, 7 Sidhdranas, 16 Bhisas,
and 12 Vibhasas. Under each class he mentions rigas
with their names. In the light of existing literature he is
the first author after Bharata to mention rigas, and dis-
cuss their laksanas. We come across names which are cur-
rent in present day music like gamakas and rigas for the
first time in Brhadde$i. He then defines the laksana of
Suddha, Bhinna, etc., which are categories and are equal
to the janaka groups of later times. According to him in
the Suddha group the melodies are independent of foreign
jatis and remain in their own jitis. The Suddhas seem
to be the same as the Coksids. The Bhinnas are differen-
tiated in four ways, viz.,, by §rutis, jatis, §uddhabhinna
and svaras. The Gaudas are distinguished by ohadi and
quick kampitas without resting in the 3 sthiyis. Then
Mataniga raises the question how the Vesaras can be called
rigas and justifies their appellation by quoting Kidyapa
according to whom the application of the 4 varnas makes
ariga. And Durga$aktiis quoted as stating that Vesaras
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are ragas because in them the notes move quickly. The
Sadharanas partake the nature of the gitis of the fore-
going ragas and Kasyapa is quoted in support.

Matanga asks what the difference is between gita
and raga and answers by saying that the music charac-
terised by the 10 laksanas is to be called riga.' (Here
we find the 10 laksanas being attributed to the raga in
unmistakable terms for the first time). Gita has 4 angas
or 5 angas, including Dhruva. This is known through
received text or authority. He quotes Kasyapa as
stating that Gramaragas are to be used on the stage with
arhda, nyasa, sidava, audava, alpatva, bahutva,
graha, apanyasa, mandra and tira appropriately. Here
we have a remarkable formulation of the factors which
go to make up raga ilapa which prevails up to the present
day. The ragas given by Matanga are all illustrated with
saficaris. The book Brhaddesi, obviously incomplete,
professedly deals with Deéi music, and is the most import-
ant treatise after the Natyadastra. In what respects it
advances farther than the latter work has been shown
above.

Mataniga gives a descriptive list of alankiras
which adorn songs like gamakas. Mirchana etymolo-
gically indicates, he points out, swooning and increasing
or elevating. Miirchani is that by which the riaga is made to
emerge prominently or conspicuously. It indicates the
ascent and descent of 7 notes.? It is of two kinds, wiz., of
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7 notes and 12 notes. The miirchani of 7 svaras is of four
kinds, viz., Piirna, Sddava, Audavita and Sadharana.
Piirna indicates 7 notes, and Sadhdrana shows the in-
clusion of kikali and antara. Matanga points out that the
miirchana differs from the tina in moving in ascending
order whereas the latter is in descending order. He gives
the different tinas of the Sadja and Madhyama grimas.
Sadharana tinas are given. He makes clear the two kinds
of tanakriya mentioned by Bharata in the following
manner :—Pravesa produces Ri by pulling away at a note
which is to be omitted and which is below Sa. The second
variety of pravesa is by the smoothening of an upper note,
e.g., to get Ni by the loosening' of Sa. Nigraha reveals
another by suppressing itself (the text here is not clear).
Considering the octaves used for the prayoga of notes, he
says that miirchanis are applied to the middle octave, with
the aim of realising ‘mandra’ and ‘tira’. The distinction
between miirchanas and tanas is made for the pleasure of
the singer and the hearer. Miirchanis are used in the
jatiragas and tdnas are used to distinguish the jitis and
ragas of the 2 gramas. The miirchanis of 12 svaras are
used to realise mandra and tira octaves. Nandike§vara
is quoted as stating that the 12-svara miirchanis are used
to get jati, bhasis, tira and mandra. Matanga says that
though the miirchanas of seven notes have been pro-
pounded by the Aciryas, the miirchanas of 12 svaras only
are used to get the three sthinas.

By Varna is meant singing.® It indicates the move-
ment of singing, as is plain by the definitions. In the
sthayivarna, the notes are even and without being impair-
ed or struck. In the Saficiri the movement of the notes is
the main characteristic. Arohi and Avarohivarnas are
literally understood. The alankirastgo together with
varnas. Alankiras mean according to Mataniga adorn-
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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-singing at the time in which
Matariga lived.

Ninyadeva in his Bharatavartika quotes Matariga and
Kasyapa in giving the laksanas for ragas. He describes
the alapaka and riipaka when he deals with the saficari of
every raga. In the saficiris he gives the arhda, graha,
nyasa, gamakas, the rasas and other important details of
the rigas. He mentions 7 gitis and discusses them in a
very detailed manner. He notices kdkus and varnas in
the manner of Bharata. He gives a full account of the
tanas. He accepts 10 laksanas for jatis which agree with
those handed down on the authority of Bharata and others.
In giving their laksana he quotes Devarija, Dattila and
Bharata. He also gives a well-developed technique of
playing on the Vini. He describes the Kapalikas and
Kambalas and their equivalent rigas, and the vocalising
syllables used in them will be noticed later in the dis-
cussion of the Sarhgita Ratnikara in which they are
narrated. In the Dattila is given an account of miir-

chanis, tanas, and the 10 laksanas of jatis, varnas and
alamkal’as . COEE B flrvl‘!ﬂ“

Nirada in his Safigita Makaranda describes the 4
varnas and the alarhkiras pertaining to them. He also
mentions gamakas as consisting of 19 kinds. He says
there are two kinds of alipas, viz., riga dlapti and rfipa
alapti. Riga alapti consists of tannana, etc., while
riipaka is called gita. (Evidently he meant it to be a
prabandha). This division becomes the subject of ela-
borate classification by Sarfigadeva.

L. grfewedrareann: 1 wéwRgeEw Aves(ta)ger | o
RERAT [N ATTN:  FIAETCY TXT GO WEHAT  auiiar
wifimigRvaat gue ~1Ibid,
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s M otTEW A L e .

At the time when Parsvadeva was wntmg the alapti
had become very extended in technique. Alapti accord-
ing to him is of two kinds, viz., visama and prafijala. This
is again divisible into two kinds, v12., siksara and anaksara,
and is so of 4 kinds. These 4 varieties become 8, accord-
ing as they are sung to tilas or not. By belonging to
suddha or chayalaga, this again consists of 16 kinds. It
is to be noted that all these varieties can be recognised in
the practice of the present day. The music of the naga-
svara gives the instance of rigas played according to
tala. The several kinds are explained below:—

The Suddha visama alapti consists of sthiyi and
other varnas which are clear in all the 3 octaves, various
alarhkaras, gamakas and aksaras. Its graha and nyasa
are unperceived, and its establishment is visama or
rugged.

The Suddha prafijala alapti is endowed with the 4
varnas. It shines by the Suddha riti or style. It consists
of pleasing prayogas in all the 3 octaves and of appro-
priate nyasas.

The Salaka Visamalapti does not conform to the
rules of sthana, varna and order of repetition. It makes
use of beautiful gamakas, alarmkaras and the proper
sthapana.

The Prafijala alapti in silaka is characterised by
different styles and the essense of the raga. Its tone is
lina, reclining or melting and it is adorned by a sporting
and dallying nyasa.

The Saksara dlapti makes use of varnas like ‘tam’,
‘harhsd’, etc., or the aksaras used in playing the muraja
(a kind of drum), or the aksaras used in gitas or other
aksaras and countings.

The Anaksara alapti is bereft of words

The Alapti with tala has the 3 grahas and the 3 layas,
anubjdyi (this is not explained), nyasa and apanyisa, and
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vikrtathéa laya. A reference about vidiri yati is made
which is not clear in the text.

The alapti without tala is bereft of tala and employs
the 4 varnas.

It is remarkable that we have all these kinds of
alapti as defined by Pars$vadeva in one form or another in
the practice prevailing now.

Parsvadeva then refers to varpas and alarhkaras.

In the second adhikarana of his work Parsvadeva
explains in detail the technique of alapa. His treatment
is valuable since he takes notice of the development of the
art in various places and as explained by Bhoja, Somes-
vara, Paramardi, Bharata, Matanga, etc. He states that
Alapti is of 2 kinds—Ragalapti and Rapakalapti. The
first is explained thus. Svarapapadika is to be done in the
first svasthana. The form of the raga in an apasthana is
called vatsuragottha. The deviation in a note which is
stationary and in the svasthana and where the raga is
beautifully revealed, spoils the charm and introduces the
colour of other ragas. That note is called jiva-svara (life-
note) or amsa or vadi which among the 7 notes reveals
the raga well. '

Anuvadi, sarmvadi and vadi notes are to be used
profusely, more profusely and most profusely in their
respective order. Vivadis are to be sparingly used. This
use of vivadi is interesting since it has been pronounced
by different authors to be the enemy of the other notes).

The pracchidana or covering of a note means the
omission or removal of a note or the touching of it to a
slight extent. When one vivadi note is omitted it is called
sadava, and when two vivadi notes are omitted it is called
audava. (This is an interesting view of these terms.)

The establishment of the nydsa note on the arh$a is
the Grst sthiyin, This establishment is known .as
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rigavaktraka (or the countenance of the riga). The
dvyardha notes, etc., are to be moved above this sthayin
in any note and the raga again established on the sthayin.
This is the first svasthina of the alapti. From dvyardha
the raga is to be moved and established in the second
svasthana. The fourth note from the sthiyin note is
dvyardha. It is called devathiya. The notes between
the dvyardha and the octave are called ardhasthitas or
ardhaniyas. The raga is to be moved in the ardhasthita
and the raga is to be established on the nyasa note. When
the raga is moved up to the dviguna sthiyin and established
on the nyiasa note it is known as the fourth svasthanaka.
The form of the $uddha raga is made of the 4 svasthinas;
in each sthina the notes are to be established gradually in
the regular order, with the profuse application of
jivasvaras and groups, ending on the nyasa note. The
Suddha riga is thus to be established on the sthayin note.
The flutist should develop the riga by stressing the raga
in this manner, and the singer should make out the farm
of the riga and establish it in the above manner. Ragalapti
has ‘Ksetrasuddhi’ and is without tila. By Ksetraduddhi
is meant the purity of the riga. Because the riga is the
origin of gita (song or prabandha) it is called ksetra.
In riipakilapti the riga is briefly developed with tila and
also with titti[ ?7]. By pratigrahana is meant the repeated
catching of the sthidyin in the riipaka in various ways. The
above exhaustive treatment of alapti by Parévadeva has a
close resemblance to that of Sarngdeva but differs in
several respects, viz., in the enumeration of more varieties,
in the manner of the use of vadi, vivadi, etc., and also in the
introduction of new terms like Ksetrasuddhi, etc.

Before discussing the Sangita Ratnikara, which is
outstanding because it contains a digest of the theories of
the predecessors of Siarnigadeva and guides all his succes-
sors, it is useful to take account of the contribution of Tamil

literature to the theory of dlapti. The Silappadikiram
10
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and its commentaries 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 reveal the
influence of Sanskrit books to a large extent, they can 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 fact, the
latter is only a development of the former. In com-
menting on the verses in Arangérrukidai of the Silap-
padikiram, Adiyarkunallar elaborately explains dlapti 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 of long and short letters.
They are called accu and paranai. Accu is rendered with
tala and paranai with dance. When alapti is rendered it
is by tenna or tena, or combining them into tennitena.
(These vocalising syllables are important and will be

1. In this connection he quotes the verses :—
‘wer g8 Qepmwp &5 rauw
vsmn HQerye 1rfss—mlasfeors
@serey OseLaery ur®alr ererif)
vergnels Qereefer aems.
‘erard G sm Carr Qvip %o m
Aerpits wisgri peQar@—rmrerms
Fargsr Ceoqp Harexsgr eflerfuas
anerg B wrQuer pp.’

He enumerates the sthinas and kriyas thus:

Quaisrer QuiLraer: Qsgen b Bré@n apséGw Her
@i 500 LagL sWuyGuer dlme. SfausQalraer : ads
A6 LSS salge sulsn Gyeow sl em 0 srég oo dea,

Other interesting details are found in the Arumpadavurai and reproduced
by Adiyarkunallar ; in explaining sefcyaresw § Arumpadavuraiyar says:

¢ Qevsliyeast Yorif eosigs ueenliewern qpoagih apesp
@ appaw Bepeb Gepuys Syemoyw aelaw Quelaw &wgyb
aeruepys Fiewy Quargw LSOOG ULGUN LeLlEE
Seer gon srafwld aismuis Gpo pgér sddeliCs
Carerp euis adeg Queap arp.
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discussed under Sarngadeva). There are 3 kinds of
alatti, viz.,, Kattalatti, Niravalatti and Pannalatti. The
first is rendered with accu as already stated; the second
with paranai without losing colour; the third is rendered
solely with reference to the pan. There is another
laksana for alatti, viz., it is to be rendered with the five
vowels long and short. Among the 18 consonants besides
M, N and T, no others are used in alatti. Among these
three consonants the Ma variety belongs to Suddha, the
Na variety to saralaka (or silaka) and the Ta variety to
Tamil. The musical sound rising from the Miladhara
becomes alatti, and is called i$ai and pan. Because it gives
colour to the various iyarpas, it is called isai. Because it
is rendered in the eight sthinas (like the tongue, nose,
lips, teeth, etc.,) and by the 8 kriyas (edutal, padutal,
nalidal, kampitam, kutilam, oli, uruttu, and takku which
are named according to their meaning, and which can be
taken to be sthiyas or gamakas), it is called pan. All this
takes one by surprise because these are some of the funda-
mental factors which determine the alipa of Karnitic
music at the present day. And many of these details are
not mentioned in Sanskrit works. The vocalising
syllables ‘Tenn3 tena’ are remarkable for their survival
down to the present day. Though the Sanskrit books
recognise tennakara as an anga of prabandhas, they do not
make it the vehicle of alapa as it is done by the Tamil
authors' (Cf. Sarngadeva). The initiating and the clos-
ing notes, and the sequence of svaras in the progress of

1. Ascontrasted with the Tamil system which lays down the rule that
alapti is to be rendered by the syllables tenna tena, 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 Nirada
in his Sangitamakaranda says that rigilapti consists of tannana etc.

(wefaewary).  His statement  qumwearibeva: g ow
can be taken to mean that a riga, by the use of tannana, tina and such other
vocalising forms, is termed ‘Sabda.’ This is siggificant.

Pirévadeva refers to the letters used in the Siksardlapti (Vide p.71) ag
follows :—
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song, were all made the subject of regulation by the Tamil
writers,

The Sangita Ratndkara deals with the subject
exhaustively and its authority is followed by all subse-
quent writers. Kallinitha in his introduction to the Jati
prakarana points out that varnas and alankdras make
up the act of singing as much as they adorn it. Sarngadeva
gives 13 laksanas for jatis, which are as follows:—

Graha.—This is placed at the commencement of a song.
Where either of the graha and the arhsa is mentioned, it is
understood that both are meant. Kallinatha says that there-
fore in each jati there are as many arhéas as there are gra-
has. Simhabhiipala in his commentary on the Sangita
Sudhikara, asks what the difference is between graha and
arhéa if they are to be employed identically. He answers
by saying that by arméa the vadi alone is meant, but by
graha is meant the 4 kinds of notes called vadi, etc. He
adds that the arhs$a is predominant because it generates the
raga and the graha is unimportant; this is the difference.
This is an important point.

Ams$a is defined by Sarfigadeva as the note which
manifests the sweetness of the music, whose sarmvadi and
anuvadi are numerous in the vidiri, from which the dis-
position of the tira and the mandra prayogas is arranged,

& €T AENA: HGAT GIATGE 11
siramEa R |
frad aiX arefi: g famad o

Surprisingly enough Sarngadeva says nothing on this topic, but only
refers to the absence of aksaras in gamakilapti.
Somanirya repeats Niarada's definition of Rigilapti thus:

“qrmTs e

In the Sangita Nirayina, the following interesting statement is made:—
arely  TAT:  quieyRe  FRdwgERIAANY:  galneaRm-
wRTieERa | Defining Suddha 3lapti the author says,
WTETHST GG QIS | A, ‘W TareRRgl-
i o«
" Evidently here Harindyaka has quoted from the Sangita Ratnikara.
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which is its own samvadi and the anuvadi of which is a
different note, which comes in the capacity of nyasa,
apanyasa, vinyasa, sanyasa and graha, and which is the
vadi and numerous in use. Kallinatha shows that the
sweetness revealed by the arhsa is not only that of indi-
vidual notes but of the entire musical piece, and hence the
word ‘Geye’ is used in the definition.* He points out that
the copiousness of its use is because of its assumption of
the roles of apanyasa, etc., and quotes Bharata’s §loka
giving the 10 laksanas of the arhéa. Kallinatha also brings
out the difference between amsa and graha by quoting
Matanga who says that ams$a is the vadi alone, while graha
can be the other 3 of the 4 varieties vadi, etc. Simhabhii-
pala explains that by the vidari is meant a section of the
song, and that its two varieties gitavidari and padavidari
will be discussed by him in the commentary on the talad-
hyiya (which is not available) . Sarngadeva gives copious
usage as the invariable laksana of amsa.
Taravyavastha.—Simhabhtipala writes a lucid com-
mentary on the original verse treating of this laksana. The
note which is the arhisa in the madhyasthayi is to be taken
in the tara octave, and from it the ascent can be made up
to its fourth note, and not above, that being the boundary.
Below that the saficira can be made according to the option
of the singer. Simhabhiipala says that even omitted notes
are included in the tira octave, and draws attention to

1. The commentary on Kallinitha says :—
Fy cRrsqaar W1
FrgesraiReigH 4 @0 () ioarady W SuikeEy W )
s @Y EINF  WAAGSANT ATATHAITANERE S -
ffgelnfie  EaTRATIRERIEAITERd (AE)  fayeee o
oy ... .0

In this passage Kallinitha explains that if ‘arnéy’ is defined as manifest-
ing sweetness without any qualification, its power to manifest sweetness
would be applicable to all svaras without any distinction. Hence he points
out that by the use of the specifying, adjunct g’ the arhéa’s function of

manifesting the peculiar sweetness characteristic of the different groupings
of svaras (in the musical piece) is indicated. -



78 THE RAGAS OF KARNATIC MUSIC.  [CHar.

Bharata’s admission of taragati till the fourth, fifth and
seventh notes.

Mandravyavastha.—Simhabhiipdla explains that
from the am$a of the middle octave the descent should be
made down to the amhéa in the mandra octave, or up to the
nyasa or the notes Ri or Dha in the mandra octave.
Within these limits the saficara is optional. '

Nyasa is used at the close of a song. According to
Kallinatha this note brings the song to a close by its own
authority and independently of other factors. Simha-
bhiipala writes that the song closes on or with this note.!

Apanyasa closes the vidari or the limb of the song.
According to Kallinatha this resembles nyasa by its closing
the intermediate divisions of song. Simhabhiipala quotes
Matanga in support.

Sanyasa.—This is a note which is not a vivadi of the
amm$a and this closes the first vidari. Simhabhiipila
quotes Matanga to this effect.

Vinyasa exists on the sides of the parts of vidaris.
Kallinatha points out that vinyasa is the note used at the
margin of groups of notes which are varnas and alankiras
and parts of vidaris. Since the vinyasas could be any note
which is not a vivadi, their number is not given.

Bahutva is of two kinds, namely, by alanghana and
abhyasa which are synonymous with vadi and samvadi
respectively. Kallinitha 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,
i.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 e anmRsiwcETR S [ra: | —Kallindtha,
qeg fraawmon: g wreR: o feft @ e wgead
Y WY gAY 4w an Al A —Simhabhdpala.
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Alpatva is achieved by anabhyasa and langhana °
which are the exact opposites of abhyisa and alanghana
defined above. Anabhyisa is held to be applied to notes
which are not amsas 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.
Simhabhiipila in his commentary adds that it is the view of
some that lanighana is applied also to notes which are not
arhsas.

Antaramirga is used generally in Vikrtajatis. Kalli-
nitha explains that this results from the varied and
beautiful combinations with amsa, graha, apanyasa, etc.,
(in aroha, avaroha, etc.,) of notes which are applied in the
two kinds of alpatva and which abandon their allotted
places of nyisa, apanyasa, vinyasa, sanyasa, graha, and
amsa, but come in between any two of them. These combi-
nations are beautifully equipped with tanas, etc.,, and
consist in some places of anabhyasas, and in some other
places of langhanas.

By Sadava is meant a prayoga of 6 notes. Kallinitha
says that among the 7 notes, when a note is omitted accord-
ing to the rule of laksana, the music got out of the remain-
ing 6 notes is sidava. Simhabhiipila is of the opinion
that this combination of 6 notes is called sidava because it
protects (reveals by emphasis) the jatis, etc.! It is also
interpreted as a combination made out of 6 notes. Simi-
larly audava means a grouping of 5 notes.

It will be found that almost all these laksanas, except
those which are peculiar to the music of the jitis, are
features of the present day music. Matanga’s assign-

ment of the 10 laksanas to rigas remain almost intact even
to-day.

L. rggg Ry wmmﬂ m«zﬁmﬁmm il
srRTSI g’ —Kallinitha.

vz fafear ¥ st srenix st wghe d wwan
—Sithhabhipila,
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In the Ragavivekadhyaya, Kallinatha begins with the
remark that the 10 kinds of ragas derive their name from
their characteristic of pleasing’ and quotes Matanga’s
definition of °‘riga’. Gramaragas are divided into 5
classes according to the 5 gitis. Among them the Suddha
giti consists of straight 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 uhati (this according to Kallinitha indicates
mandra notes) ; and the Vesara of restless movement in all
the three octaves, with uhati kampitas, notes in the mandra
octave, and quick movement. The Sidharana shares all
these characteristics. These gitis have their application to
notes and are different from Magadhi and other gitis
which are mainly concerned with pada and tala. Kalli-
natha points out that Sarngadeva has defined the five gitis
according to the view of Durga. He refers to the gitis
mentioned by Matanga and Bharata.

In the second prakarana of the Ragadhyaya,
alapa, etc., which are common to all the riagas are stated..
Sarngadeva defines that in ragilapa is found the manifes-
tation of graha, athéa, mandra, tira, nyasa, alpatva,
bahutva, sidava and audava.? Kallinitha commenting on
this says that only the laksanas already defined have their
application in the piece of music alluded to. This distin-
guishes aldpa from prabandha consisting of dhatu and

L ggfirang @i e o ) Kallinitha,
For Matanga’s definition, Vide Note 2. Page 65.
2. geigweRAROT STETIRETAIIRT (|
WETAET TGAET TRRCIARA 1)
ARTATEAT TN & TS INqY | —S$aihgadeva.
Explaining the passage Kallinitha says :—
A aiotaRaieTRe: AEWEAATAlY wE: | 9§
WEAFTROATL, | ., ., | GO wor Wi, L, L, @ W
GfirafiaN aaTem wgsR
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angas. Kallinatha points out that by the ‘abhivyakti’ of
the raga is meant the ‘avirbhava’ or complete exhibition
of graha, amsa, 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.

Ripaka is the same as alapa, but in it the pieces or
parts or divisions of music are separately sung. That is
to say, Kallinatha states, the alapa proceeds in its entirety
without stopping at the apanyasas. (It is a whole, and
not divided into parts). The same alapa when it pauses
again and again over the apanyasas and proceeds thus, it
is known as the riipaka.’ By this we understand that
the alapa was used to indicate the elaboration which gave
the impression of the riaga as a whole and the riipaka
to indicate the elaboration of the raga in detail by the
individual treatment of its numerous vidaris.

Sarngadeva defines ‘Aksiptika’ as made up of svaras
and padas, sung according to Caficatputa and other talas,
and adorned by the three margas. The ‘pallavi’ receives
similar treatment at the present day. Kallinitha states
that this is a variety of nibaddhagita. In it any one of
the margatalas is applied. In this is used one of the three
margas, viz., citra, etc., and this is sung according to the
rules applicable to jatis. The svaras sa, ri, etc., and words
are arranged init. Because the padas and talas are thrown
up, as it were, it is named ‘aksiptika’. This is so consider-
ed by Matanga and others.

For some of the riagas karana and vartani are given,
and these are defined under prabandhas since they are
variations of the latter. Sarngadeva says that according
to Matanga and others riipaka is used only for bhisas,

I sl e Sy Wiem: | § of euEy  faew

yY wwwEm | —Kallinatha.
u
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vibhasas and antarabhasas. Kallinitha infers that they
are not used in gramaragas and ragangas.

In giving ragaprastaras, Sarngadeva uses different
names for the divisions of alapa. They are of great inter-
est. For Suddhasadharita he gives alapa and karana;
for Suddhakai$ika, alapa and vartani (or vartanika as it
is called elsewhere); for Ripasidhara, alapa, karana
and again alapa; for Nartharaga two karanas; for Reva-
gupta, alapa, second and third karanas; and for Travana,
alapa and riipaka.

In commenting on Suddhakaisika, Kallinatha quotes
Matanga’s dictum distinguishing ‘raga’ from ‘gita’ namely,
that ‘raga’ is the combination of notes according to the
10 laksanas—graha, amsa, etc.,, and that gita means
Dhruva, etc., consisting of those svaras, and also talas,
parts and four angas.

Kallinatha makes very important observations con-
cerning the laksanas of the Desi ragas current in his time.
(They are significant from the fact that he wrote two
centuries after Sarngadeva. He added a list of Desi ragas
in his commentary and he represents the art of the Vijaya-
nagar empire). According to him wherever tira and
mandra rules are not mentioned, the saficira is unrestrict-
ed. His remarks about the distinction between Sadja and
Madhyama grama ragas are of immense importance
. since they explain the progress of the art from grima
music to the music of the present day. He points out the
various differences between the practical and theoretical
aspects of Deéi ragas and he, ‘knowing the truth about
the views of Matanga 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 ‘DesST’ because their development is according
to the will of the singer and their one effect and aim is the
delighting of the minds of the people in different countries,
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In this connection Afijaneya is quoted as saying that Deéi
ragas do not conform to the rules of §ruti, svara, grima,
jatis, etc., and that they take the complexion of the modes
of different countries. Kallinitha says that in vidya and
nrtya also similar saficira or elaboration at will results in
their becoming Desi. If they are restrained by rules, the
gitas become marga.

Alapti—Ragalapana, according to Sarngadeva, is
alapti or the manifestation of the riga. It is of two kinds,
according as it pertains to riga or riipaka. Kallinatha
very elaborately discusses the etymology of the word
alapti and arrives at the conclusion that when ‘dlapana’
indicates primarily ‘disappearance’ (Tirobhdva) it means
the same thing as dlapti: when it indicates ‘manifestation’
(avirbhava) it is synonymous with alapa. According to
the context, he points out that prakatikarana conveys
the same sense as dlapti: it means that the apprehension
of the riaga is possible to some extent. Alapana also
denotes the same thing. In other words he says alapti
and alapana are synonymous and a rdga, manifest
already, is hidden by the use of a beautiful variety of
varna, alamkira, gamaka and sthiyas in profusion:
prakatikarana indicates this ‘concealment’ of the mani-
festation of the raga.?

1. In commenting on the definition of mecliapaka, a vidva prahandha,
Kallinitha states that the exponents of mere laksya (as opposed to laksana)

were known as  f3WTEw:,  and adds that they were called faoaras
by the Karndtas (170T41: Ha® SEAMRIT: | AAT ST ‘Fara=ae’ €A Forr
L] l).The use of the Kanarese synonym is very interesting and shows

that the distinction between Laksapa and Laksya (in other words mirga
and deéi) was as live an issue in Kallinatha’s time as ever.

2, (qETeqAATSH: SRR HAX |
AT faT MEAT TRIEIHTFT IR 1) —Sarngadeva.
In his commentary on this verse, Kallinatha stafes :—
... FSUARTETARTY ABIAATHIY (@ AT PURAY  THEA
AT TAHA ) .. .. T STHCATANTET  WRIARONATE AW | TRIHHET-
FOTATSNRAT GAAWR: | THTFAGT FHerq SqCAaagrATGeary Faf-

Ay
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Ragilapti is independent of riipaka (which is a
prabhanda). It has 4 svasthinas, which are the places
of rest for ragilapana, like mukhacala, etc.

That note is called sthiyin where the riga is esta-
blished. Kallinditha shows that it can be one of the 7
notes of the octave and is the am$a svara of the raga.
The 4th note from it is called Dvyardha and Kallinitha
reckons it as the 4th in ascending order, including even
a varjya note when there is one. Movement (cdlanam
which means ‘display’) below this dvyardha is called
mukhacala. This is the first svasthina; movement in the
dvyardha svara with nyasanam (or reaching the nyasa)
is the second. The 8th note from the sthayisvara is called
the dviguna, and the notes between the dvyardha and
dviguna are called Ardhasthita. Movement in the ardhas-
thita with nyisa is the third svasthina and movement in
the dviguna is the fourth. Ragalapti consists of these
four svasthinas.

Explaining the foregoing definitions by Sarfigadeva,
Kallinatha says that, in the first svasthina not only the
notes below the dvyardha down to the sthiyin but also
those below the latter are used, since the riga is not mani-
fested in a single note. By the cidlana of mukhacaila is
meant the singing or playing of each riga with its appro-
priate gamaka like sphurita, kampita, etc. By all this is
indicated the singing by beginning at the sthiyin, and
making the dvyardha the limit, using all the notes helow
it in whichever way is suitable and making the sthayin
the final, i.e., closing on that note. The second svasthina

WERTAIGE AT, | ATy AR TR I TR TR AT AT
frfaedraaTarad e | T FEE T R AR aTs-
mmm;mﬁ:—MWmﬂa(m)wm
VAT | GXT ATRTANOS TN A TAUTSRRTARCA TG [T
ArA: AN OXT ATSTHYSEAATNAT | 9K @Y A8 A YUY QAT
AR YUY AT ARTRITGGATAIINT i QAN | .
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is the same as the first except in that it includes the
dvyardha also in the cidlana. The third svasthdna ex-
cludes the dviguna and covers all the notes below it, closing
on the sthiyin. In the 4th svasthidna, 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.

Sarngadeva concludes ragalapti by remarking that
the establishment of the raga (the ‘sthipana’ of the raga)
is accomplished by the limited use of sthayas, bright,
varied and permeated hy the jivasvara or arhéa.’

Kallinatha says that the import of the above passage
is that by the application of the 4 svasthinas and by the
use of a few raga avayavas (limbs of riga) in the
elaboration of the ragilapti, the riga is made manifest
instantly, and this manifestation only reveals the riga to
a limited extent because of the use of sthiyas which
are common to other ragas. The expression of
the riga is only partial? He illustrates this
by the following two examples:—When one Deva-
datta comes towards an assembly his personality is clearly
manifest, but when he sits in the assembly his form is
concealed by being mixed with the likeness of dress,
language, etc., of others and he is said to be manifest to
a limited extent. Again when a pearl assumes the colours
of the different gems with which it is woven, its mani-
festation is said to be partial.

Ripakalapti is executed by the tdla and riaga of the
riipaka and is of two kinds, namely, pratigrahanikia and
bhafijani. The former consists of first rendering a part
of ragalapti and then taking up any desired part of a pra-
bandha (riipaka), suited to the sthiya treated. Bhafijani

1. enhEeE: ord: TaRRgARe: (|
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is of two kinds:—(1) Sthiyabhafijani. This consists of
the varied treatment of the sthiaya (or limb) of the riipaka
according to the value of the viéranti or rest belonging to
the padas or intermediate (vidari) divisions of the riipaka.
(2) Ripakabhaiijani 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. Kallinitha explains that
the variegations referred to indicate the adoption of some
alien Dhatu in the places of the Dhitu concerned.
When the entire prabandha is rendered by a re-
peated use of parts in which the thayas and
sthayas concerned are replaced by other suitable
gamakas, etc., it is known as the riipakabhafijani. This
replacement indicates the variety. In the Ripakalapti,
Kallinatha sums up, the raga is partly manifested through
sthaya, pratigraha and bhafijani. Tt is as when Dévadatta,
unmanifest in an assembly, becomes somewhat manifest
when he goes about on some errand, or as when 2 pearl,
woven with gems of different colours, becomes manifest
to a limited degree.

Summing up, Sirngadeva defines ilapti, as endowed
with varna and alankira, adorned by gamakas and
sthayas, and charming by the variety of its treatment.
Kallinitha explains that the dlapti, by means of the four
svasthinas, reveals the riga here and there and conceals
it, as a maiden, adorned by varna, alankira, etc., shows
and hides her features hefore her lover. The concealed
riga is brought out by pratigraha and bhafijani. The
ilipa always brings out the riga as a male displays his
whiskers, etc. Alipana or ilapana, like a hermo-
phrodite assumes the nature of both alapti and dlipa.!

L. guTesRETT TREgraraET |
TR AT || —Sarfigadeva,
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In the Vadyadhyaya, Sarngadeva notices the dis-
agreement between practice and theory and observes that
the arts are always influenced and dominated by practice.
He lays down the rule that the regulations regarding
graha, arhda, and nyasa only are determined according to
sastra or textual authority. The combination of other
notes (Kallinatha explains them as meaning apanyasa,
etc., including antaramarga) is taken according to practice
and this is not contrary to $astra. The differences
between practice and theory in Desi ragas are to be tecon-
ciled in this manner in all cases, according to Sarngadeva.
Kallinatha explains that by Des$i ragas are meant raganga,
basanga, kriyanga and upanga rigas. Only among them
is this reconciliation allowed. Among margaragas like
gramaragas, etc., laksana or theory is dominant.

It is unnecessary to say that instrumental music had
al that time reached a very high state of development.
Sarngadeva treats about it in a very exhaustive manner in
the Vadyadhyaya. Instrumental music was considered to
be a complement and also an aid to vocal music. We can
identify many of the features of the practice of the presernt
day as having been in vogue then. The flutist is directed
to present first the tanas of the rdga which the vocalist is
to sing; he is to conceal the defects of vocal music, so that
the raga may not seem to be spoiled for the listener. By
his skill he should manifest the riga even in apasthanas
(those that are not svasthanas, defined already) as he
would in the svasthianas like mukhacila, etc. Gama-
kilapa in an asthana was considered to be a deed of great
skill. This gamakalapti was an dlipa without aksaras or

ereqrrageds aw oX @ Fhfagdeh § Alweeais | sarfafeded o
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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 Sarngadeva for having deviated from the
laksana in many ragas. The mardala or drum was used
maliapa. Asalapti 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
sthanas, in vilamba, madhya and druta speed. Kallinitha
adds that sthapana otherwise is rendered according to
alapa. The drummer should play on the drum in agree-
ment with the ragalapa, and frequently in the course of it
should beautify it with his play. At present the ragalapa
by the nagasvara player is similarly accompanied by the
‘tavil’.

All subsequent development in the theory and the
practice of the ilipa has proceeded along this system
expounded by Sarngadeva. It remains to deal with the
vocalising syllables used in alapa. It is remarkable that
while the Tamil writers give the various syllables to be
sung in alapa which tally with modern practice, the
Sanskrit writers do not give similar information under
this heading. So we have to make inferences with the
data we have. One kind of ilapa, we found, made use
of pada and tila and this is a convenient group since the
padas or words are clear and offer no problem. But we
must know how the alapti without words was sung.
Probably it was with the syllables mentioned by the Tamil
beoks, because they are musical, but there is no authority
to prove this. We find in the singing of the Kapila padas
mentioned by Sirnigadeva the syllables hau, jam, hrim,
raum, haum, hum, ka, ha, kaha, and bhuntam or
jhuntum, were used besides/the regular words of the

1. Kallinitha explaining the passage quotes:
wreTit TS fRacg it war )
Yy srrgsA grawRae i )
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song.” Nanyadeva in his Bharata Vartika similarly dgals
with the subject. These seem to be the survivals of %
vocalising devices of the music of an older epoch. In th
chanting of the Sama Veda we find among others the
following stobha padas used:—

61, hoi, voi, moi, hum, &hiya, up, has,bibi, hi, hauva, ye€, ya,
ha, ham, ha, hi, ya, va, ba, i, u, om, ida, nam, sam and
nrmné nrmnam.” Some of these syllables can be seen to
be used in the Siladi prabandhas of the present day. In
the chant of the Gathas in the Vedic period syllables like
‘hillu, hillv’, ‘haimaha’ were used.® Coming to modern
times interesting information in this connection is given
by the Gitaprakasa, which may be taken to be representative
of similar authorities. In dealing with the prabandhas
sung to the Manthatala, the author gives the following
grouping of syllables to be sung after the sahitya, vis.,
Ai-Ai-A-iaja-id-a-ia-ia iya- tiya-o0i-06-a-a-
4d-3||a-a-4-i-3-3-3-6-06-4-4-0-4ala-i-0-0-1
-0i-a-a-re. These are explained by the author to be
meaningless words used for endowing the Gita sung to a
tala with grace and loveliness. The word ‘Ar€’ is also used.*

Lo, &, @, O, @ §, %, § %g, go¢ guz and also gog,
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Another important group of vocalising syllables used
is dealt with in the Prabandhadhyiya by Sarngadeva.
Among the 6 angas of the prabandha namely, svara,
biruda, pada, tenaka, pita and tila, tenaka is important
in the present context.' ‘Tena’ is taken to express
auspiciousness. Sarngadeva explains that tenapata is a
grouping of aksaras used in instrumental music. This
heightens its importance. Tenakas are extensively used
in prabandhas. In Nanyadeva’s Bharatavirtika, Karna-
patatana and other similar patas are given as well as
ténakas. In my opinion they have survived till the
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 Malabar and elsewhere and
among vidvans of the old type who represent classical
tradition, we find the practice of singing tanams according
to tala. (The term ‘Tena’ is also used in some of the
prevalent prabandhas). ‘T'anam’ (in the modern sense
of the term) is not mentioned in the Sanskrit books but
the syllables given by Adiyarkunallar as sung in alatti can
be combined to form the word ‘tanam’. In Tamil alatti
the syllables ‘tenna tend’ are used, and they resemble tena
very closely. Putting these facts together it is possible to
infer that the word ‘tena’ which is of hoary age Las been
extended from its use in the prabandhas and utilised in

ordinary alapa (without tala); and that by the authority

L gwdisemia vz aw @A AR 93w
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of convention it has become converted into the syllable
‘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, i.e., it is a development
of ‘tena-singing’, and the tala regulation of the tena now
features as the arrangement of the tinams in a rough
kind of rythmic groupings.!

Haripala, the next writer to be considered here, in
his Sangitasudhakara gives the limhs (avayavas) of
jatis as 15. They are as follows:—

1. Even Venkatamakhin sticks to the old definition of ‘tina’ as indicating
the elaboration of notes. His definition of the ‘Suddha tana’ as expressine
one single riga, and of ‘kiita tina’ as manifesting the identical aspect of a
pair of ragas is interesting. He writes as follows :—

Y [AEGasg=T A WITERSG: |
AMT EAT FGEATH: FTATH A FAT N
TR TR R Hed 4 |
g AT TFH: FEAOA: @ IqA || .
qEg IFEATHIAATIROEAT (a0’

The author of the Sangita Kaumudi (circ. 1900 A.D.) states that the
Rigilipanam is to be rendered by beginning in the madhya octave, and then
proceeding to the tira octave. Next the saficira is to be carried on in the
madhya and mandra octaves and finally in the madhya octave. The Bhivas
and miirchanis appropriate for the raga as well as the three kilas, vilamba’
madhva and druta should be used. “Tahanam’ (the popular term for ‘tanam’
accepted by the author) is explained t}ius —

ATZAT GHIHT W} €41 949 7 ||
AR AH 99 WA JITHRAL 1
I AYHET FIGITRIHET |
AT A g 9 0
AVKITE G IRTATETA GEAT |
Ay T A qEH TR |
AW A AT ATE T AT N
TR EATA <F AqT RO )

The tahanam (tinam)is"to be sung in the 3 qctaves by the ft:equent use of
the word ‘ananta’ (a name of God) with the aid of the letter a, in the madhya
kila. The proper bhivas and miirchands of the riga should be expressed.
This method is common for the 32 ghanarigas (enumerated by th_e aut,hor).
This definition serves to explain whatis at present rendered as ‘tinam’ (or
colloquially ‘tahanam’).

+
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Graha is the note sung at the commencement of the
song. Arh$a is the same note sung repeatedly. Haripiala
differentiates the graha from the arhéa by the plurality of
the use of the latter; and while the form of a graha is
single, i.e., whereas it is confined to one note, the arhsa’s
forms are numerous. The nydsa note returns after
repeatedly touching its upper note. The apanyasa note
maintains the colour or form of the raga which is rendered.
The vidaris are met with in the middle of the nyisa and
the apanyasa. When the arh$a is used only two or three
times it is known as alpatvam ; when the arhéa is used many
times it is known as bahutvam. Graha and apanyasa, he
says, are of the same form. The singing of the higher
notes is called tara, and the singing of the lower notes
mandra. Sidava is the use of 6 notes, audava of 5,
khanda of 4, ardhakhanda of 3, and kusa is the use of 2
notes (this is also spelt in the original as kréa, which
seems to be right as indicating the small number). -~ The
varnas and 33 alankaras are mentioned by Haripala. The
4 kinds of notes are interpreted with reference to the raga.
Vadi is used plentifully in the place of the note (svaras-
thana). The samvadi is that which does not break or
mar the riga. When a note is used in agreement with the
raga but which is found in another raga it is anuvadi. If
a note mars the raga which is rendered it is called vivadi.
With the foregoing account is to be compared the
definition of Sarfigadeva.

According to Sirfigadeva the note which is profusely
used is vidi. Two notes separated by 12 or 8 $rutis are
sammvadis. Ni and ga are vivadis of other notes or of ri
and dha. The other notes are anuviadis.! Simhabhfipila

L gy wrzamdt a1 qdae =T 0
fira: Sarfeer o & RrmaerfarRay o
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in his commentary explains that the vadi is synonymous
with the arhsa and that this brings out the individuality of
the raga. He points out that Matanga and Dattila
separate sarhvadis by 13 and 9 $rutis, and that they may
be taken to include the sarivadi $rutis also and that hence
the two views are reconcilable. Discussing the use of the
sarhvadis, he gives several instances to show that when a
note is the amméa in a song its sathvadi can take its place
without injuring or marring the raga. He points out that
Matafiga gives the notes separated by two $rutis as
vivadis. According to Simhabhiipala the state of vadi,
sarhvadi and anuvadi is destroyed by the vivadi. He
explains that the anuvadi establishes or fulfils the riaga
- which emerges by means of the vadi, etc. Vadi is com-
pared by Sarfigadeva to the ruler of a kingdom, the
- sarhvadi to his minister because it supports the former, the
vivadi to an enemy, and the anuvadi to the servant as it
subserves the king, and the minister. Matanga’s expla-
nation of the terms is given by Simhabhiipila (as shown
above).

According to Sarngadeva the regular ascent and
descent of 7 notes is _infirchana.! These are 7 for each
grama. Tinas are miirchanas with 5 or 6 svaras. The
complete and incomplete mirchanas by being permuted in
irregular order become kiitatanas. The method of
calculating their total number is given. Simhabhiipala
points out that the miirchanas are used in the jati ragas
and bhasas, etc., and that the tinas are used to get the
difference of the jati rigas as between the two grimas.

To return to Haripila, he quotes Tumburu as stating
that the miirchani is the smoothness of the érutis. This
can be interpreted as the soft intonation of the §rutis or
the smoothness of their effect on the ear. Haripila also

1. s |t ST AT, |
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quotes Kohala as saying that the miirchani makes the
mind of the singer and the listener bathe in the nectarean
lake of the riga! The names and forms of the
miirchanis, 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 miirchana
shifts the emphasis of the term from a grouping of seven
notes to their musical effect. By miirchani we mean
to-day the colour of the raga as emhodied in a prayoga
and not so much the number or mode of ascent or descent
of the notes. To-day we do not mean by the miirchani
the regular ascent and descent of seven notes in a riga.
This is noteworthy. The ascending order of notes alone
according to Haripila is called tina. These definitions
are peculiar to the author. B

Laksminiriayana in his Sangita Sdryddaya follows
Sarngadeva in defining miirchanis and tinas. He gives
the miirchanas of the GAndharagrima alsn. Among
tanas besides sidava and audava he gives drcika, simika,
and svardntara. The varnas and alankiras are men-
tioned by him as well as the 13 laksanas of the jatis
according to Sarngadeva.

In the Gitaprakisa the excellences of song are given.
Graha, laya, yati, manam, etc., are mentioned. The music
originating merely on the notes is called Dhiatu. Mitu
indicates the sihitya. The author calls the sweetness of
the raga 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 ragas he mentions arméa, 15pya-
svaras, etc.

Rimdmaitya in his Svaramelakalinidhi does not deal
separately with ragalaksana, but makes mention of a few

1 iy @ g8 e o
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laksanas in a verse which can be translated thus:—‘All
the Desi ragas originate from the Sadjagrima. In these
(Desi) ragas, because they are De$i, the graha, arnda,
nyasa, mandra, etc., and the division into sidava, audava
and piirna may,or may not ocour (i.e., they are not
governed by any fixed rule).” Nevertheless he gives
the definition of a number of uttama, madhyama and
adhama ragas, following the theory and practice of music,
as he says. In giving the laksanas of ragas he does not
mention anything beyond graha, amsa and nyasa. A
peculiarity of the ragas is that the majority of them have
sadja for all the three laksanas. We are left to infer
that, since the apanyasa, vinyasa and sanyasa are not
mentioned, these were not looked upon as important and
that these were not given the same authority as in the
‘grama’ music of the jatis. But such indispensable and
easily definable laksanas like the alpatva, bahutva,
tara, mandra, etc., might have been given for the ragas.
This lack of completeness in definition we find in almost
all of the writers of this and subsequent periods.

Somanatha bases his exposition of this subject on the
principles enunciated in the Ratnakara. Like Ramamatya
he divides ragas into uttama, madhyama, and adhama.
The uttama ragas according to him are fit for alapa,
alapti, and the rendering of the prabhanda called vastu.
He defines adlapa as consisting of the manifestation of
graha, arhda, nyasa, apanyasa, mandra, tara, alpatva,

1. According to MS. No. 13031 of the Madras Oriental manuscripts
Library, the text is

A gFen: wqanmegwi: I
AoEERRIRvERtagar: |
tehwr ey Wt 7 wafa g’
In Mr. S. Narayanasami Aiyar’s edition of the Svaramela-kalinidhi,
nstead of @!ﬁ: in the second line of the above quotation we find {“hil
ﬂ!ﬂ 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 alapti and prabandha.
In defining his ragas he tries to give besides graha, arhéa
and nyasa, 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 superior to those of other writers in completeness
and exhaustiveness. Most of the ragas defined by him
have for nyasa sa; some have for nyasa ga, ri, dha, etc.,
some have sa for all the three laksanas usually given.
He says that in every raga are found the graha which is
found at the commencement of the song, the arh§a which
is copiously used and the nyasa or the final. He considers
that therefore these laksanas alone are enough to define
the raga. Compare with this the importance attached to
every one of the 10 laksanas in a prior age. His treat-
ment of vadis, etc., miirchana, tana, varna, and alankaras
agrees in principle with that of Sarngadeva.

The same can be said of Pundarika Vitthala’s treat-
ment of miirchani, tina, varna, alankara, etc. The three
laksanas graha, etc., are given for each raga. He defines
alapti as adorned by varna, alankira, sthayas and the
variegated use of gamakas, etc. He says alapa is well-
known as manifesting graha, nyasa,mandra, apanyasa, tara
audava, sidava, pirna, madhya and arhéa (10 laksanas).
Ragilapana is the clear exhibition of the forms of both
of them (wiz., dlapti and alapa). Itis of two kinds
according to riga and nibaddha. That which is independ-
ent of vastu is ragalapti. This is explained according to
the ‘sages’ (and agrees with Sirfigadeva’s account).
Ragalapti is endowed with the four svasthanakas. If the
vidaris are separated distinctly the alapa is called thaya.
Nibaddhakalapti is endowed with the tila and riga of
the vastu. It is divided into pratigrahaniki and pra-
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bhafijanika (defined according to the Ratnikara). The
raga’s sarmsthiapana 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
arhSasvaras.

Govinda Diksita marks an epoch. He takes us for-
ward and gives a turn to the theory of the dlapa which has
profoundly influenced the foundation of the art and we
feel his influence at the present day. He has given in the
Sangita Sudha a masterly exposition of ‘the limbs’ of the
raga (ragangas), viz: aksiptikd, ragivardhani, vidari,
sthiyi, vartani and muktayi. These limbs can be describ-
ed as an elaboration and expansion of the alapti of the
Ratnakara in terms of the musical practice of his time.
Diksita has built on the theoretical structure of the old
authors. He deals with tanas, alankaras, varnas, etc.,
all on the lines of the Ratnakara. This reveals that the
system of the Ratndkara was not a dead-letter at this time
because its principles were still active. In fact, Govinda
Diksita even goes to the extent of an exhaustive treatment
of jatis and other rigas pertaining to the ‘grama’ group.
He mentions the 13 characteristics of the raga and deals
elaborately with them.! In his definition of the ragas he
devotes great attention to the employment of these
laksanas. For instance, the nyisa, graha, and arhsa notes,
the vadi and sarhvadi, the derivation of the sidava by the
mention of the lopya svara and similar details are clearly
given 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 bim and the rz‘l-gas
derived from them possess the following 13 Laksanas :—Graha, am$a, _tara.
mandra, nydsa, apanyisa, sanydsa, vinyiisa, bahutva, alpata, antaramairga,
sidava and audava.

He defines dlipa thus :—
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of the raga, which figure prominently even to-day, is
remarkable. The use of dialectical names in describing
the ragas for example, yadupu, muktayi, etc., is sigm-
ficant. His definitions of the saficira of ragas are re-
markable for their completeness and precision; he ex-
plains every detail in the singing of each raga.

His exposition of the limbs of the ragas is unique as
already observed. According to him each raga has 6
limbs. They are:—

(1) Aksiptika.—In defining this he says that the
raga is first thrown up (i.e., revealed) by this anga or
limb and is hence called ‘Aksiptika’. He adds that this is
proper. This anga is popularly known as ayitta.

(2) Ragavardhani—The raga which has become
manifest in the aksiptika is developed (literally increased).
It is popularly called yadupu. Some call this by the name
Karana.

(3) Vidari has the function of dividing 2 raga-
vardhanis. The 2 vidaris are known by the names yadupu
and muktayi.

(4) Sthayi.—This is the establishment of the tina
groups on the note which is first taken up.

(5) Vartani.—The collection of the tinas of differ-
ent notes abide in this. This is also called the makarini
according to laksya.

(6) Muktayi—The raga is brought to a close in
this anga. This is well-known as Muktiyi.!
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Govinda gives the definitions of -50 ragas
ence to these angas. He defends the use of theWialectical _
terms like Muktayi, etc., since they are synon
the standard terms of theory. It is very instruct:
follow his definition of ragas, and to give an indication
of his treatment, his description of Natta is explained
here. The Aksiptika for this raga begins in tira sa, des-
cends to madhya ri, from there regularly ascends to tara
sa by the use of the desired number of tanas, and closes
on tara sa. The Ragavardhani begins on the madhya pa,
ascends to tara pa, comes down to ma, uses tanas, and
ends on madhya sa. The vidari goes up {rom the madhya
ma to tara ri, descends to madhya ri, and after the render-
ing of tanas ends on sa. This is otherwise called muktayi,
and resides within the Ragavardhani. The second Raga-
.vardhani ascends to the tara ma, goes up to the tira nij,
comes down to the madhya sa, and after the singing of
various tinas ends on madhya sa. The vidari of this rises
from the madhya ma to tara ga, comes down to madhya ri,
and again using tanas ends on tdra sa. The sadja sthayi
begins on tira sa, goes up to tira ni, and after the singing
of 10 tanas severally on sadja, rsabha, madhyama, paifi-
cama and nisdda, by including every previous note
and excluding every higher note, and by arohana
and avarohana, ends on tira sa. The pafica-
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masthdyi (beginning on madhya pa), madhyamasthayi,
rsabhasthayi, and madhyamasadjasthayi (in all of which
12 groups of tanas are mentioned) are described accord-
ing to similar principles. Each sthiyi 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 nyasa starts on the
tara ri, descends to madhya ri, goes up to tara sa, and
using tanas gradually ends on tara sa. So also in every
other raga we find all these limbs treated. More than
one ‘Sthayi’ is usually given; in many cases they are 3 in
number, in some 4. For Mukhari 5 sthayis are given.

In the light of existing data, this is the first book on
the present system of Karnatic music to be written in
Tanjore, which entered now into a new age of renaissance
and flourished as one of the most important centres of
Indian culture for some generations. In music as in other
arts, Tanjore took the lead and close on the heels of this
book followed Venkatamakhin’s work, which further
helped to decide the nature of Karnatic music as it exists
to-day. Thus in respect of both the theory and practice
of music, Tanjore henceforward exerted a predominant
influence. Inview of the kinship of the literature, Vernkata-
makhin and Tulaja will be discussed in succession and
then other writers.

As regards vadi, etc., varna, alankara, miirchani,
etc., Venkatamakhin accepts the principles already esta-
blished. He admits 10 laksanas for ragas, according to
Matanga and others, viz., graha, armda, mandra, tira,
nyasa, apanyasa, sanyasa, 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. Nyasa is the final of the music, it brings the
riga to its final close. Apanyisa marks the intermediate
closes of the riga. Sanyisa is the final of the first division
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of the song. Vinyisa rests on the edge of the limbs of the
raga like the gita-khanda or a section of music in a whole
piece. He quotes Bharata as saying that in elaboration
the sanydsa and vinyasa are inherent in the apanyisa
note. So they are not defined in giving the ragalaksana;
and the apanyasa, also is not defined, probably because the
author intends it to be used in the light of laksya.

Venkatamakhin devotes one prakarana for discus-
sing dlapa, which he popularises in the form expounded by
his illustrious father. He says that the aksiptika is
always at the commencement of the alapas. It is other-
wise called Ayittam. His explanation agrees with his
father’s that the aksiptika casts up and manifests the
raga. After this the Ragavardhani is rendered, otherwise
called yadupu. This rears the raga which has emanated
from the dksiptika, and hence so-called. It is also known
as karana. Then the vidari known as muktayi is sung.
Because it divides the first and second Ragavardhanis it
is called the vidari; it is to be understood in this sense in
its subsequent applications. Then is to be sung the second
Ragavardhani. It is popularly called the second yadupu.
Its vidari is the second vidari. Then the third raga-
vardhani and the third vidari are rendered; this may or
may not be sung in some contexts. Then is sung the
sthiyl. The sthiyi means that note on which the tina is
established. First the madhya-sadja-sthayi, beginning
on madhya sa and going up regularly to tara sa, is sung.
In the sampiirna raga these form 8 notes, in the sidava 7,
in the audava 6, and on each of these notes 2 tinas are to
be sung. When a pair of tinas is sung on a note, the
notes above it are not taken, but only the notes below it,
down to the mandra in ascending and descending order.
The vinyisa or close should be on madhya sa. Inavaroha
or descent, the same rules hold. Two tinas are to be sung
in tira sa, and two in tira ni; pa and ma are not to be
touched; when pairs of tinas are being sung on ga, ri and
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madhya sa separately, the lower notes are not to be
touched. Accordingly in ascent too the lower notes are
not to be taken. In aroha the foregoing notes are not to
be included ; in aroha and avaroha two tinas are to be sung
to each note. In the first tana their exit should not be
made, but only the touching of the note. In the note of
the second sthiana, a momentary pause should be made and
then the tana is to be finished. These are the rules for the
madhya-sadja-sthayl. In the same manner those notes
among the svaras from madhya ni to mandra sa which are
acceptable should be made sthayis; then by way of ascent
8 notes with reference to each of the sthiyi notes are to
be taken, and their foregoing notes are to be touched.
Similarly in the mandra notes, 4 tinas each in ascent and
descent should be rendered and the nyisa made on the
sthayi notes. This is said by Venkatamakhin to be the
traditional practice. After finishing the sthiyis they are
to be supplemented by the vardhani. This is popularly
known as ‘makarini’. This commences on the mandra sa
and the nyasa also is in the same note. Then the fourth
Ragavardhani and its accompanying vidari are to be sung.
This is the dlapalaksana common to all rigas. Vernkata-
makhin adds that this definition of dlapa was made by hiin
in the 50 raga-alapas given or rendered by Tanappa. It
may be added that though the details of this elaborate
raga-alapa-laksana is not widely known among the
practical exponents of the art, the influence of tradition
and practice has been strong enough to preserve on the
whole the main features of the above defined laksana.

Venkatamakhin supplements his definition of aldapa
in the thayaprakarana of his work. According to him,
in thayas any note of a raga can be chosen as the sthayl as
is suited to the raga, and four tanas are to be sung in droha
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 nyasa is to be on pandrasadja; the yadupu
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of the thaya or makarini and muktiyikd are mentioned.
After giving this laksana common to all thayas, Venkata-
makhin alludes to the thayas composed by Tannappa-
caryaSekhara described as ‘quAr gewews®’ for all ragas in
accordance with this definition.

The most important treatise written in Tanjore after
Venkatamakhin was the Sangita Saramrta by Tulaja
Maharaja. He follows Venkatamakhin in every respect.
He defines the 10 laksanas of rigas in the same manner as
Venkatamakhin. His verses on the nyasa, apanyasa,
etc., are identical with those of the Caturdandiprakasika.
He can be said to have propagated and popularised the
system of Govinda Diksita and Venkatamakhin. He
gives the saficara of each raga in elaborate detail, and the
description affords very interesting and instructive
reading. His method is as follows. He gives the graha,
arhéa, and nyasa (which are sa in many ragas); he says
whether the raga is sampiirna, sadava or audava, whether
it is vakra or otherwise, and whether it is upanga, riganga,
etc. He supports his definition by quoting prayogas from
thaya, gita, siiladi, the udgraha and muktayi, (of compo-
sitions), etc. He quotes the names of the sthiyis used in
thaya. He mentions, in some cases, the exclusion of
sadava and audava tinas, also the langhana of a note
wherever it occurs, and the groupings of notes which are
copiously used and characteristic. His name for saficari
is svaragati. He explains the mela from which each riga
is derived. He is most thorough in his method of
explaining ragilapa. It can be said without exagge-
ration that Govinda Diksita, Venkatamakhin and Tulaja
can be regarded as the three pillars which support the
structure of modern Karnatic music in its theoretical and
practical aspects. .

Govinda, the author of the Sathgita Sastra Samksepa
which explains the rigas ourrent at present with surprising
faithfylness, can be assigned tothe first half of the 19th
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century, because his information shows no 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 laksinas 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 Venkatamakhin’s does not seem to be
right, because Govinda Diksita, Venkatamakhin and
Tulaja were not expressing in their works their private
views but they tried to describe the art as it prevailed in
the courts that they adorned. They can without contra-
diction be taken as authorities representing the art of their
times. When they set themselves to the task of writing
a text-book it was with a view to treat the system as a
whole and as a reality, and hence they would not have
omitted to refer to Govinda’s system if it was a rival
school. Govinda in fact takes notice of other views than
his. So there is clear historical evidence to show that
Govinda must have written his book sometime in the
beginning of the 19th century, and he remains an autho-
rity at present who cannot be ignored because the views
advanced in his book have influenced the practice of
Karnatic music for nearly a century and more and still
retain their influence. Govinda is to be understood as
accepting the 10 laksanas of the riga, and for his ragas
he mentions, only the graha, arhéa and nyasa (which 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 Natyacidimani by
Somanirya, a writer later than Somanitha in date, the
graha, miirchani, droha, avaroha, saficara in the 3 octaves,
dyuta, pratydyuta, edupu, dalu, thiya, udgraha, muktiyi,
and kampita are all mentioned in this confused order in
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connection with ragalapa. The author says that the
singer should know vadi, samvadi, etc. He defines
miirchani, alankiras, etc., and also sthaya. The text is
not accurate throughout and the interpretation follows it.
Kriya is the ascent and descent of 7 svaras. As the tira
$rutis are sharp they should be omitted. The commencing
mandra svaras are sthiya. The singing of 2 notes in
the tara is svara. Ahata, dyata, pratydhata and anihata
are not clearly defined. Kampita is said to mean the quick
saficara of notes in 3 registers. Edupu is at the sthana
where the notes are prolonged. The sweet pervasiveness
of notes is mukta. The 10 excellences of song given in
the NaradaSiksa are mentioned and attributed to
Sarngadeva.

Ahobala deals with miirchanas (which he classifies
as of 7 notes, sadava and audava), varnas and alankaras
and the 5 gitis. He defines ‘riga’ as a pleasing combi-
nation of notes. In the definition of rigas he mentions
graha, arhéa, and nyasa, the lopya notes, the particular
kinds of gamakas and miirchanas used, and the $rutis of
the notes used.

Basavappa in his Sivatattvaratnakara gives an account
of alankiras. He defines the raga as the peculiar struc-
ture of tones, adorned by svaras and varnas, and delight-
ful to the hearers. He mentions the jatis. In describing
the laksana of ragas, he gives their graha, améa, nyasa,
mirchana, the notes omitted and accidentals which are
included. B b -

In the Sangita Sarani the anibaddha form of music
is called alapti which is in its form ilapana. Aldpana
reveals the riga without tila, through hurhkara and tena,
etc. The author quotes Harinidyaka as saying that alapti
is sung by one who knows gamakas‘and the octaves, etc.,
with varnas and alankiras and is given variegated treat-
ment. Alapti is of 2 kinds according to riga and riipaka.
Nibaddha is sung to Dhitus and angas, It is of 3 kinds,

14
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213, $uddha, chiyalaga and ksudra. The first consists of
alapa, dhdtu and angas; this is called prabandha. Because
the suddha is nibaddha, what distinguishes it is alapa.
By the alipa is meant the presentation of the whole (ragi)
with tdla and words with meaning. According to the
author the vadi note is copiously used, and makes the riga
prominent; ‘it determines that a certain raga is such and
such’? ‘The sarmvadiis equal to the paficama or the
madhyama of the vidi. G and N are vivadis of R and D.
The remaining notes are anuvadis. Notes are of 3 kinds
according as they are graha, arhéa, or nyiasa. Again they
are of 3 kinds according as they are graha, armsa or
anathfa. Graha is at the beginning of the song. Arhsa
and nyjisa are defined as usual. Miirchana is defined as
emanating from the grima, and it is called ‘miirchanad’
wherein the effective application of the note establishes the
raga’ The miirchands of all the 3 gramas are given.
Tanas develop the miirchanas. Thus everything is said
to be contained in the miirchanas. The ragas are said to
delight the mind in the 3 worlds.

The Sangita Kaumudi which belongs to this group
repeats that the ‘anibaddha gita is the same as the alapas’.
In the Kavi Cintamani it is repeated that in a miirchan3,
svaras by being intensified (‘mirchita’, i.e., applied
effectively) enter into the state of a riga.® Tanas are said
to be the same as miirchanis distinguished by being Suddha
and 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
Narayana, which is one of the most important books of
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this group, the definitions of the vadi, etc., miirchanas,
tanas, graha, amsa and nyasa are repeated. The defini-
tion of the raga given above is attributed to Bharata and
others. The graha, arisa, nyasa, mandra, etc., for rigas
are given.

Taking the group of North Indian writers (circ.
17th. century), we find that Locana mentions nibaddha
and anibaddha (and calls the former alipa; the text is
not clear here). Srinivisa Pandita mentions the miir-
chanas for ragas, also varjya notes, mdgraha, sthayi,
saficari, ams$a and nyasa, etc, for his ragas.
Hrdayanarayana in his Hrdayaprakasa says that
nyasa brings to rest the raga or tana, and is
a pleasing note. Tanas are pleasing notes which
are 2, 3 or 4 in number. Five or more notes make
a raga. When nyisa and armsa are not defined, sadja
stands for them. The charming effect of notes in ascent
and descent is called miirchana." Among modern writers
Kasinatha defines sammvadis and vadis in their accepted
sense. Vivadi is varjya, to be omitted, and spoils the
beauty of the raga. In some rigas, the vivadis
are also touched slightly, and this the author says
is not objectionable from the Des$i point of view. Accord-
ing to him the alapa is the manifestation of graha, arhéa,
mandra, tira, nyasa, apanyasa, alpatva, bahutva,
sidava, and audava. Itis of 2 kinds, wviz., riga and
riipaka. In these respects Visnusarma agrees with him.

Modern theorists of South India base their treatment
essentially on the system propounded by the Trinity headed
by Govinda Diksita. Mr. K. V. Srinivasa Aiyangar in
his Gina Bhaskara deals with the subject exhaustively.
According to him some works define alapti to be a brief
treatment of the riga, and aldpa as elaborate treatment.
He mentions Venkatamakhin’s dksiptiki, the four Raga-
vardhanis and vidaris. In all this he follows the method
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of Venkatamakhin. In addition he gives the duration of
of the first Ragavardhani as 20 minutes, of the second
Ragavardhani as 10 minutes, of the third Ragavardhani
as 5 minutes, of the fourth as 2} minutes. The idea, a
contribution by the author, is obviously that the time
allowed for each of the items should be gradually diminish-
ed, and the treatment intensified in proportion. The
author also mentions that there is another method called
sthayi-saficira. This is of 2 kinds, @iz., arohana
sthayi and avarohana sthiyi. The former proceeds from
madhya sa to mandra sa and back to madhya ri. Thus
every one of the 7 notes of the madhyasthayi should be
made a ‘sthayi’ note and saficira based on it similarly. If
similar development is rendered in avarohana order, it is
called avaroha saficiri. We saw that the principles of
these sthayis were discussed by Govinda Diksita. The
author adds that Bharata propounded a kind of makarini
called 3lapa, which, according to him, is akin to a variety
of the second and third Ragavardhani.

The views of some prominent Western writers may
be noticed here. Captain Day says that ‘raga’ is best
explained as a ‘melody-type’ since it is a melodic exten-
sion of certain notes of a particular scale or mode (that)
according to certain fixed rules called the miirchana. His .
definition of the miirchana of the raga as the style and
the time of the raga giving the relative values of the differ-
ent notes, the accentuation and any peculiarity of expres-
sion or tempo is not quite according to the text. His
definition of the alipa and madhyamakala, is very
elaborate, and true to practice.

The term “miirchani” has now been extended in
connotation by popular usage and is taken as representing
the entire “personality of the raga”. This is explained
by Mr. Popley thus:—“All the characteristics of the raga
are embodied in its miirchand or ‘that’ which are the
names now given in the South and North respectively to
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the raga basis expressed in the notes. The ams$a and also
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 Riaga”. It will
be seen that this modern acceptance of the significance of
term is not contrary to that of its definition by Matanga
and especially by Kohala. It will be remembered that in
the ‘grama’ music by ‘miirchand’ was understood a group-
ing of notes employed to bring out an aspect of a ‘melody-
type’, but it was not taken as expressing all the features of
the raga as now.

What does the term ‘Raga’ connote? The personality
of sound created by the progression of musical notes
according to some accepted laws of melody is known by
the name ‘raga’. These laws which govern the progres-
sion of svaras are the product of a long process of evolu-
tion, and they form together the technique of the
alapa. The rules of alapa have varied from era to era in
one or more aspects of their application, but their aim has
always been {0 establish the individuality of each rdaga and
keep it distinct from that of other ragas. Matanga's
description of the ‘raga’, quoted by Kallinatha is as
follows:—

Qs |RfERwg awiEyfa: |
WA SAfEmi g W HEar g |)

This definition is acceptable even now. According
to current theory, the raga usually consists of five,
six, seven or more notes of the octave, with or without
accidentals, in either the ascending or descending order or
both, in regular or irregular sequence ranging from the
keynote to its octave. The order of this sequence is a
most essential feature, subject to which the svaras of the
raga are strung together in innumerable combinations.
These combinations must always be such as to bring out
the melodic idea which constitutes the raga: this is
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achieved by the repeated emphasis on one or more notes,
or one or more phrases which always keeps the spirit of
the raga before the mind’s eye. Exceptional saficara, 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 raga cohere in the
interpretation of its personality by means of the device
known as the gamaka. The gamaka assumes an infinite
variety of form in its function of expressing the various
srutis revealed by each note as it occurs in the scheme of
the melody of the raga.

A general estimate of the development of the
technique of the riga may be made here. In the Ratna-
kara we find it developed in a very advanced form as is
demonstrated by the use of varnas, alankaras, mirchanas
and a complex variety of gamakas and the variations of
tempo. In the alankaras used, we find an abrupt mixture
of mandra and tara sthayis. This is suited for instrumen-
speed. The alankdras offer a rich variety of svara-
combinations. Some of them are striking in their possi-
bilities of depicting various rasas. Some of them are
appropriately named after their motion, e.g., irmi or wave
has a wavelike movement. Miirchanas and tanas
supplied the warp of the music in the shape of innumer-
able patterns of svara groupings. The emphasis laid on
the vadi-satmvadi 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 Punnagavarali,
Kurafiji, etc.,, the limits are final. The other laksanas
were also important in the singing of the raga. But these
gradually came to be regarded as subordinate, and only the
graha, am$a and nydsa 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
aritda 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 amsa, though
often it is found that one note helps to bring out the
features of the raga more emphatically than any other.
Though instrumental music has been responsible in
bringing about changes in the practical laksanas, vocal
music has been also actively influencing the ‘Raga’. Down
to Venkatamakhin’s days we find free use made of the three
octaves in gitas and songs, which is only possible of pro-
duction now-a-days on instruments; but now the range of
music is confined, in compositions and the singing of ragas,
to two and a half octaves at the most, 1.e., the mandra, the
madhya, and the tara octaves, the last up to the paficama.
On instruments the tira octave is also freely used. The
inclusion of foreign scales, many of which resort to
accidental notes, had been going on throughout the course
of the history of Karnatic music. The tendency of
masters like Tyagaraja has been to appropriate Dedi
melodies and even Western airs to the system of Karnitic
music if they felt that this would enrich the art., e.g.,
Tyagarija’s songs in Hamir Kalyani and Yaman Kalyani,
Pratiapavarili, Suposani, 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 built on an elaborate system of principles evolved
during centuries of the development of melodic music.
And the Riga system of South India has a place among
the noblest contributions ever made *by human genius to
the world’s culture.



CHAPTERYV.
Gamakas and the Embellishment of Song.

The idea of grace is inherent in all music. Grace or
gamaka, through the refinement of sound, adorns song.
It makes all the difference between a plain and a pleasant
note, and by endowing a note with beauty makes it elo-
quent in music. Melodic music, consisting of a succession
of notes as it does, has to make its appeal through the
ornamentation of these single notes, and therefore has to
subsist almost entirely on the use of grace. Even har-
monic music employs grace wherever necessary. Gamaka
has been defined by Sirngadeva and others as the orna-
mentation of a note by shaking 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 been used to convey the idea of beautifying a note
not only by the shake but by any other means which seem
to be efficient or adequate. For instance by the adjustment
and control of the volume of a single note it can be made
to assume different shades of colour, and these effects can
be, and have been legitimately classed under the category of
gamakas. This has a bearing on some methods of classi-
fication which have recently been propounded such as that
mentioned by Mr. Fox-Strangways in “The Music of
Hindoostan”. He says that for practical purposes gamakas
on stringed instruments can be classed under two cate-
gories, viz., the glide and the deflect. But, besides this
being confined to instrumental music, this classification
does not take into account, the grace effects which can be
got out of a note, though the manipulation on the instru-
ment is stationary and confined to the note, i.e., a gentle
prolonged tremor in the svara, which cannot strictly be
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classed under either the slide or the deflect. The classifi-
cation of gamakas is much more complex in vocal music.
This complpexity in the nature of gamakas, as used in
vocal and instrumental music, has been noticed and
exhaustively treated in Sanskrit treatises on music.
They offer an abundance of material on this subject as well
as on others. '

The employment of gamaka is as old as the Vedas.
It was a dominant feature of the Samaveda; but in the
other two Vedas, the Svarita (‘sounded’) was used, and it
can reasonably be said to have fulfilled the function of
gamaka in the secular music of later times. Mr. Fox-
Strangways is inclined to believe that the Sanskrit language
might have been a contributory cause in the evolution of
gamakas, and traces the development of the deflect to the
treatment of vowels when they coalesce in Sanskrit and
that of the slide to the similar treatment of consonants.
But it seems far-fetched to base the evolution of gamakas
on the grammatical structure of the Sanskrit language.
It should rather be related with the peculiarities of in-
tonation in song and the requirements of melodic music.
In the Simaveda, we find many musical phrases used
which have a surprising similarity to some well-known
varieties of modern gamakas. In the music of the Sama-
veda we find lay music being pressed into the service of
religion without losing some of its distinct characteristics
in the process. Disjunct motion is employed often, and
in it, we can recognise the “Zirus” of the present day.
Pratyutkrama, where a note moves forward to a higher
note, with its eight varieties (2., from the 6th note to
the 5th, 5th to 4th, 4th to 3rd, 3rd to 2nd, 2nd to 1st, 5th
to 3rd, 5th to 2nd, 3rd to 1st); Katsana, which is move-
ment down the scale, occasionally applied to the fifth note
meaning that it is drawn beyond the mandra with its five
varieties (up to the 2nd, 3rd, 4th or 5th tone, the last being

drawn from the 4th or 6th tone), Namana, Pranata,
15
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Vinata, Vyutkrama, Samprasarana, Abhigita, Udghdta,
Nighata, 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 Udghata (the raising of a tone)
and Nighata (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 evidence of
this kind in the chant of the Samaveda, we find in the
various $iksas, which deal with the laws governing the
chanting of the Vedas, much material which has a close
correspondence with the gamakas dealt with by Sarn-
gadeva and others under the heading ‘“Sthayavagas”.
For instance, Krsnavami Srautin, in his famous edition of
the Samaveda, quotes the “Siksd” as saying, that in the
morning the Veda is to be chanted with the notes of the
chest, in the manner of the growling 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.e., the tira register. This register, whose tones
resemble the notes of the peacock, the swan and the cuckoo,
is to be used always. These directions evidently have a
strong resemblance to the Sthiyavagas, which were evol-
ved later. The $iksdas give numerous references of this
kind, The Yajfiavalkya Siksi lays down rules regarding
the nature of the tones to be produced while chanting
various words of the Vedas. We note only the tone effects
without reference to the context of the words in the follow-
ing instances. The sound of the notes is to be like the
roaring of a lion, or the thunderclap or the noise of the dun-
dubhi heard from a deep lake. It is to be like the noise
of a cloud in a gorge during the month Bhiadrapada. Some
words have to be pronounced in the manner of monkeys
jumping from branch to branch in a tree. Some other
words should be like the kissing of a child by its mother;
others 'should resemble the blooming of plants on'a
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mountain’s sides, some words should be pronounced like
the panting of those that carry heavy loads or like the
notes of an amorous cock or mare or woman. 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 resembles the
red ruby. In the Narada Siksa 10 excellences of lay and
religious music are defined which have a stronger
resemblance to sthayaviagasthan the previous references
from other Siksas. According to the Narada Siksa, Rakta
means the oneness of the notes of the flute and the Vina;
this indicates according to the commentary, the sweetness
got by the agreement of the music of the two instruments
and of the singer. Piirna is the result of the fullness of
Svaras and Srutis. Alankrta transfers what belongs
to the throat to the chest and the head, i.e.,, adorns by
change of register. Prasanna indicates clarity of music.
Vyakta is akin to this. Vikrsta is the increase in the
volume of the tone. Slaksna indicates the observance
of the rules of vilamba, pluta, high, low, etc. Sama is
akin to this. Sukumara consists of the soft pronunciation
of words, and the squeezing out of indistinct words. These
good qualities of singing later multiply themselves into
scores of vigas in musical treatises of a subsequent
period. '

Though the employment of gamaka in music is plain
enough it is a long time before we come across the term
gamaka in Sangita literature. Bharata does not use the
word gamaka in his Natya Sastra. He definesPathyagunas
(the good qualities of dramatical speech) as consisting of
7 notes, 3 Sthanas, 4 Varnas, 2 Kikus and 6 Alankaras.
Of these kdku is a singnificant term and occurs under
gamakas in later literature. Bharata says that out of the
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three registers in the voice and the vina, issues forth the
svara or kaku. This is of 2 kinds, Sakanksa and
Nirakanksa; Bharata gives the octaves in which these
occur. Alankira is of 6 kinds, viz., (1) Ucca, this is a note
of the head in the Tara Sthayi, used in instruments, for
accosting one at a distance, 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
and is Mandratara (5) Hrsva is svarita in the throat (6)
Vilambita is a Mandra note in the throat. The various
emotions that these express are also given. Bharata also
mentions the Kaku which is Ucca and Dipta and when the
kaku which is Mandra and other similar kakus are to be
used in a drama. For instance, he says that Vilambita
Kaku is to be used to depict humour, love, and pathos.
These kakus have characteristics in common with Sthaya-
vagas; it is noteworthy that the moods they express are
enumerated in detail.

Bharata enumerates the four varnas and the alan-
karas which belong to them. These alankaras have a
special importance besides their value as beautiful group-
ings of notes. It lies in their power to adorn notes or
groupings of notes, just as these are adorned in gamakas
or sthiyavagas. There are many alankaras which would
naturally fit into the scheme of sthiayavagas without
disturbing their character, and it seems that they fulfilled
the function of these gamaka varieties in an age when
these had not been elaborated as a separate category. A
study of alankaras is very interesting from this point of
view, and only a few examples are noticed here, just to
bring out their similarity to sthiayavigas. ‘“Prenkholita”
moves forward and returns. ‘Mandra’ is elaboration in
the Mandra register. The Alankara produced by the
obstruction of the air in the throat is called ‘Kuhara’, and
so on, In the Sangita literature of the age of Bharata
great importance is attached to the topic of alankiras,
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which obviously played the part of gamakas in music. In
the Vayupurana several alankaras are mentioned. Dattila
treats varnas and alankaras in his work. It is interesting
to find him defining the ‘Bindu’ as an alankdira 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 Kampita, Harita and Recita
respectively.

Among authors who came after Bharata, Narada in
his Sangita Makaranda and Matanga in his Brhaddesi
mention gamakas though they do not enumerate any list
of them or seek to define them. Along with the idea of
gamaka, the expression ‘gamaka’ was perhaps being slowly
evolved. Narada in dealing with alankaras says that he
will describe 19 gamakas but their definitions are missing
in the existing recension of his treatise. Matanga freely
uses the term gamakas in the definition of ragas and gitis.
As in so many other respects, he is the writer who .gives
the most important information on this subject between the
time of Bharata and Sarngadeva. According to him
Ragagiti consists of beautiful groupings of svaras adorned
by gamakas which are lovely and graceful, of variegated
colour, pure and bright, produced from the breast, and even.
Here probably he is referring to the various kinds of
gamakas that he knew. His description of Sadharana
gita is even more interesting. It consists of smooth and
subtle combinations of Kakus and Svaras well connected.
Again Bhasagiti consists of delicate combinations,
coloured by Kiakus, endowed with Milavi Kaku which are
shaken, tender and splendrous, and rich with beautiful
passages. Vibhasa giti, according to him, should make
ample use of different gamakas whlch are pleasing to hear,
smooth, illumined, shaken, produced in the breast, even,
soft, emanating in the tira and atitara registers, and in the
Madhya lit by the Madhyama. All these go to show that
-at the time when Matanga was writing the function and
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significance of gamakas and kikus had become well
understood, and these came to be freely used in music.

Nianyadeva, among the commentators of Bharata’s
Natya Sastra, 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 octaves.
Lina indicates the relinquishing of a note and the joining
of it to another. Tiripa is very quick in tempo and is
applied to Sarhvadi notes. Andolita means the swinging
of a steady note. Ahata beats all notes quickly 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 loudly sung. The most
striking features of Nanyadeva’s account of gamakas is
that he gives their total number as seven, and that he has
defined as well as enumerated them.

Abhinavagupta’s commentary is incomplete, and we do
not come across references to gamakas, but his remarks
concerning alamkiras in this connection are valuable.
According to him an alankdra makes one varna blaze
forth, another passes through it like a thread, a third
makes it blossom and a fourth dyes it in rich hues. Of
course the great Alankarika, by these references, appraises
their value as Vagas. A

According to Pirévadeva, 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 §rutis shine in the ascending order. Kampita is
the shaking of the notes, in a speed double that of a druta.
When a note softly merges into 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 laghu speed it is called the Andolita.
Tribhinna touches all the 3 octaves without pausing and
assumes the characteristics of all these octaves. He says
that gamakas are useful in bringing out the characteristic
features of a raga.’

In the second adhikarana of his book, Pairévadeva
gives many laksanas which were found in the practice of
his time and which were defined by Bhoja, Someévara,
etc,, in the Bhandika bhasa. He treats sthiayas very
exhaustively. Sthaya is according to him the state of
notes when they are blended together with gamakas or
any foreign riaga.® He gives an important list of sthiyas,
many of which become specially important because they
bear vernacular names. Some of them are left without any
definition. Vena is a sthiya where raga-elaboration is done
by strange notes. Gati is a collection of notes which is
sweet in music and seems to exist only by Srutis. Jayi is
established in the place of a similar note. Anujiyi
exceeds the established order by a note. Oyara almost
always is used in ascending order. Vali, like a group of
waves raised by the wind, is a group of $rutis emanating
from a good voice. Vahani consists of the shaking of
§rutis in the octaves like Mandra, etc., and belongs to
the chest, throat and the head. Vahani is of
2 kinds:—Avilapti and Sita Sita. It is again of 2 kinds
Khutta, in which the notes seem to enter in and shine, and
Utphulla in which notes shine by going up. The Vali is
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also to be similarly understood. In Dala (or Dhala) the
Sruti moves quickly like a round pearl on a ground of
crystal. In Prasara (or pasara) the note is sweetly and
softly extended to another note. In lalita-gidha the note
softly reaches the tiara sthina. Proccagiddha proceeds
gradually from a thick to a soft note. In Apakhalla the
note moves in the mandra octave very sweetly. Nissarada
goes very smoothly to the highest reach of the tara octave
and falls down to the mandra. Langhita leaps over
another note and partakes the nature of dhata a little.
Svaralanghita is the same, but leaps over an interval of
2 or 3 notes. Durvasa is difficult to produce and consists
of the joining of tara and mandra. In Petthi (patho,
pettho) a phrase which has been already used makes its
appearance again. Phelli (phella-lo) proceeds in ascend-
ing order, and in it a note pushes against its neigh-
bour with force. In Modamodi the notes are lifted and
divided up in descending order. Gumphagumphi is made
up like a garland with seven different prayogas used con-
tinuously and together. In practice this is known as
Gunthiagunthi. In Khacara the note proceeds into the
tara register with force. When a thiya is mixed charm-
ingly with gamakas it is known as Ganacethaya. In
Tarahara the thiaya consists of notes which are shaken by
a quick ahati or beat. In Tattavana a very delicate alapti
is superimposed on the gita in the thiya. In Savidari the
dlapti 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 tira to
the mandra octave and again upward. Kilasacethaya
remains in the raga already begun and is sweet. Citta
cethaya signifies the rendering of the thiya in a penetrating
manner according to the state of the listener’s mind.
When the thiya is endowed with Karund Kaku, pathos
and the qualities of raga, or when it is contrary to the mind
of the listener it is known as Karuni thaya. In Gita-
cethiya, the thaya is rendered by &lapti, Jodiyacethiya
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redoubles again the excellence of a prayoga and is difficult
to render. Sariricethiya produces a brilliance in the
voice sportively. When the notes reaching the tarasthana
end with sweet sound it is known as Sadacethiya. (In
all these definitions the word thiya 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 Konahati. In Nakha-
kartari the wire is struck by four fingers of the right hand.
Kuruleya indicates the $rutis generated in the very quick
and sweetplaying of Labuthakkuli. When the muddayam
of the flute (known in laksya as Mutteyam), is produced
vocally it is known as Mukulitam. These consist of a
plethora of gamakas which are difficult to render. What
in musical terminology is known as tara and mandra is
popularly known as Uccanica. When a note commencing
with sphurita touches the tarasthayi it is known as
Nirukhayi. When the Sthina or octave is made clear it is
lekakhayika. Nirata signifies the use in alapti which is
crooked and which is rendered by the control of breath.
Nigiti forcibly re-establishes a developed thiaya by a copious
use of tinas. Vattuda consists of prayogas in the Mandra
sthiayi (the definition in the original is not clear). The
same is called Parivadi when it reaches its end without
a gap. Evasam (called Esruta in laksya) proceeds refre-
shingly. The thiya without baisiki is known as Uttundu-
lam, Very rapid movement in music is known as Bahila.
Adhikam captivates the listener by proceeding sportively
and leisurely. 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. Bharangm consists of the ful-
filment of the riga in riipaka or alapti; its contrary is
known as Haranam. Sanagita (da?) indicates sweetness

in music and nikaradi its opposite, Bhajavanam means
16
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the manifestation of the riga with a good voice.
Nijavanam indicates the movement which is not
hampered by breath. The rendering of Komala Svaras
(or delicate notes) is called subhiva. Holdva pleases the
mind by swinging the riga. When the charm of a raga
‘and all its colour partakes the nature of Desj, it is called
Riti. The mixed colour resulting from the fusion of ragas
is known as Anukarana. Dharani is rich with the wealth
of foreign $rutis from the tira octave (the definition in
the original is not clear). The catching and releasing of
of a note is called Dharimelli. Vivandhiyi is the rich
variety of notes. Mitthayi indicates the extreme sweet-
ness of sound. The brilliance of a full blown note is called
Gitajyoti. The throbbing of a note resembling hakara is
Hompha. Kala is sound diminished in volume. Chavi is
of a tender colour. Kikus are of 6 kinds. Raga Kaku
brings out the native lustre of a raga. Itis of great
importance and is called Bhasa. Svara Kaku brings out
the effect of individual notes. Desa Kaku introduces into
a raga the complexion of a foreign riga. When the nature
of another raga is found in a particular raga it is known
as Anyariagaja. It is also known as Upariga Bhisi, and
popularly as Thaya. When the genius of a singer is re-
flected in a raga it is known as Ksetra Kiku and Yantra
Kiku is found in the Kinnari, the flute and the Vina.
When a smooth tender note is bent easily without effort
it is known as Namana or Navani. When the limb of a
raga occurs in another raga it is known as Amsa. This
is of the following 7 kinds. The arhéa of a janaka raga
is Karanarhéa. The athéa of a foreign riga is Kary-
arh$a. The arhsa of secondary categories is Sajatiyamsa.
Sadrsarhéa is similar in two different rigas. Visadréarss,
as applied to different rigas, stands in the relation of
vivadis. Madhyastharigitsa is like the arhda called
Desa. Arhsarda is the occurrence of a foreign athéa in

a particular arhda, (It is to be noted that Parévadeva’s



V.] GAMAKAS AND EMBELLISHMENT OF SONG. 123

treatment of Kakus and ams$as is similar to that of
Sarngadeva. In fact the whole of the treatment of this
subject by the two authors has close kinship). Ghatana
is like the creation of a craftsman-artist. Akramana
catches a note and makes it dominate over other notes
which are heard. The crookedness of a note resembling
the zigzag pattern of a streak of lightning is called
Vankayi. Kalarava is the sweet emanation of notes.
Devadhvani is like the chanting of vedas. Ahata is of 3
kinds, viz., upward, downward and transverse. Avatir-
naka is the descent of music from Tara to Mandra like
vocal music. Bokala indicates Sthayas small in form.
Sukarabhasa seems easy to be rendered though really it is
difficult. Ucita is that after which Khiaca shines (the
text is not clear). Buddayi is the development of dlapti
in both a relaxed and an intense manner. Baisiki is the
grouping of the notes in the lower reaches of a ragaina
suitable manner and is of 3 kinds, wiz., without shaking,
partially shaking and shaking completely. The definitions
for the Sthiyas Handupayi, Svasthana, Avasthana,
Apasthana, Kandharane, Ghanatva, Duskarabhasa and
Asadhirana are missing in the text.

Sarngadeva, the greatest theorist of the medieval age
after Bharata, differentiates between four qualities of tone,
wiz.,, Khahula which is born of Kapha, smooth, sweet and
beautiful. When it is heard as a full and strong note in
mandra and madhya it is called adilla. Narata is a deep
note in all the 3 octaves, and is born of pitta. Sarngadeva
says he had formulated Bombaka, which is sapless, hard,
high in pitch, thick and produced by vata. Their mixture
produces the mixed varieties of which numerous examples
are given by him. These distinctichs in the quality of tone
form an important feature of gamaleas.

Sarngadeva defines the gamaka as the shaking of a

note which pleases the mind of the hearer. Kallinatha in
commenting on this definition says that this characteristic
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of sweetness will alone make the tremor of a note a
gamaka.! Sarngadeva enumerates and defines fifteen
kinds of gamakas,’ viz:—

I. TIRIPA.

II. SPHURITA.

This is a beautiful gamaka
resembling the tender quiver-
ing sound of the damaru.
This is one-fourth of the druta
in tempo.

This is one-third of the druta in
tempo. Literally interpreted
this would mean the throbbing
of a note. Kallinatha has ref-
rained from explaining the
definitions of these gamakas
which according to him are
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plain enough to be clearly
understood.

III. KAMPITA. This is half of a druta in tempo.
This means the shaking of a
note, but except for the diffe-
rence in speed Sarngadeva
does not clearly explain how
this gamaka differs from

sphurita.
IV. LINA. This is executed in Druta speed.
V. ANDOLITA. The tempo of this is laghu.
VI. VALL The tempo of this gamaka is
irregular.

VII. TRIBHINNA. This indicates a thick note prggf
duced continuously in all #i¥*
3 sthinas. gl
VIII. KURULA. This is the same as Vali, but
differentiated from it by beitg_
a soft knotty guttural sound.’
IX. AHATA. This strikes the preceding notes
and returns to its origin.

X. ULLASITA. This reaches the notes which are
placed one over another in
regular ascent.

XI. PLAVITA. This is a shake which is a pluta
in tempo.
XII. GUMPHITA  The deep, restive and charming
sound of the hurhkira is indi-
cated by this.

XIII. MUDRITA. is the gamaka produced by the
closing of the mouth.

XIV. NAMITA. is so-called because it bends
down the notes which are com-
‘prised in it.
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XV. MISRA. is derived by mixing up all the
foregoing varieties and its
forms are numerous. Sirnga-
deva refers the reader to his
treatment of sthayavagas for
their definition.

Kallinatha in explaining the Mis$ra, points out that
the combination of two, three or four, as the case may be,
among the gamakas will make a Misra, and not all of them
taken together. Otherwise the latter would constitute just
one category and not numerous varieties according to the
definition. ¢

Before examining the sthayavagas, an estimate of
Sarngadeva’s contribution on the subject may be made.
Sarngadeva leads all succeeding theorists in this respect
as in others. Later writers look up to him as their autho-
rity on the subject. Considering the contribution of his
predecessors, Sarngadeva might be said to have given
authoritative and exhaustive expression to the quintes-
sence of the theory and practice in this respect of his
own days and of earlier times. But his definitions of
gamakas are limited by the fact that they are rather
descriptive than analytical. In describing gamakas, stress
is laid on their duration. In fact this is the only charac-
teristic which we are enabled to know with a fair amount
of accuracy. But the actual use of the gamakas is not
illustrated with the aid of svaras either in the text or the
commentary. This neglect of the need and importance
of employing notation to convey an exact idea of the
graces resulted in the lack of completeness and precision
in the definitions which are otherwise valuable and com-
prehensive. (A form of notation is employed in the
Ratnakara to illustrate ragas, etc., but is not used in the
exposition of the gamakas). And Sirngadeva, unlike
Somanitha, omits the explanation of how the graces are
produced in instrumental music, i,e., on the Vina and thus
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fix their forms. So we are left with descriptive notes
mostly explaining the different impressions created by the
gamakas on the hearer’s mind.

The stress laid on the duration of gamakas is a
valuable contribution of the Ratnikara to the definition of
this complex theme. The time values of the gamakas are
definitely fixed and so far their nature is made definite.

In some cases the names of the gamakas are alone
enough to explain their nature, ¢.g., Sphurita can be
taken to indicate the throbbing of a single note, Kampita
may mean a larger shake, and Andolita a free swinging
of the note. A Vali, from definition, can mean a compo-
site gamaka produced by different modes of the shake at
different velocities. A Lina is the merging of a note into
another. The Tribhinna consits of a leap extending as
far as an octave up and down from a given note, in other
words, an exaggerated Zaru. The Plavita is a shake
with duration equal to a pluta, the largest unit of time
employed. The tempo of the Namita is not given but
from the description we can infer that they resemble the
Varika. (In this connection it may be noted that the
definitions of the Gamakas given in the Ratnakara are
merely repeated by the succeeding Sanskrit writers, but
freely paraphrased and explained in terms of contem-
porary practice by recent authors who have expounded
the subject in the vernacular languages. The latter will
be noticed separately.)

The Kurula lays stress on the tonal quality of the
gamaka, indicating the peculiar colour which the voice can
impart by sounding gutturally. The definition does not
throw further light but is sufficiently explanatory. To
the same category belongs the Tiripa, the Gumphita (the
name itself indicating the nature of the gamaka), and the
Mudrita produced by closing the lips when singing.

The Miéra being a mixed variety is indefinite though
real and frequently employed.
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Taking into account all the gamakas dealt with,
they can be placed in the following categories: — .

(1) Generally descriptive. Under this head can
be placed the Sphurita, the Kampita, the
Andolita, the Vali, the Lina and the
Tribhinna.

(2) Gamakas differentiated according to their
tonal quality, viz:—

(a) Varieties which have reference only to
vocal music, 4.e., the Gumphita, the
Mudrita and the Kurula.

(b) Those which have reference to instrumental
music. Among the fifteen, there is no
explicit reference to these varieties.
These are dealt with separately.

(3) Gamakas differentiated according to the order
of the svaras they govern, e.g., Ahata,
Ullasita and Tribhinna.

(4) The Misra is a separate category by itself and
is of infinite variety being made up of more
than one of the several gamakas.

(5) Gamakas distinguished by the time of their
duration. Sarngadeva gives the time value
of only a few gamakas, e.g., Sphurita,
Lina, etc. Can all the gamakas be limited
in respect of their duration? It would
seem that not all of them can be formed by
the hard and fast rule Jf 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,
Sarfgadeva says that the various forms of the Miéra
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gamakas are made manifest in his exposition of Sthiya-
viagas. He defines Sthaya as a limb or part of the raga,
and Vaga as denoting gamakas.! Kallinitha explains
that vagas are gamakas employed in the limb of a riga
which is called a sthaya; the limb or avayava of a raga,
being a collection of some notes like the Amsa and others,
resting or basing itself on any one among the Nyasa,
Apanyasa, Sannyasa or Vinyasa notes. Gamaka is
dialectically known as Vaga.

The Sthayas are 96 in number as enumerated by
Sarngadeva and are divided into the following four
groups :—

I. The ten well-known and distinct Sthayas.
(ereatdremm: afegr & &)  They are:—

(1) The Sthayas of Sabda. (zsgea) This indicates
a cycle of Sthayas each commencing at the
tone where its predecessor ended.

(2) Of Dhala. (zreea) This indicates throbbing
movement like that of a pearl.

(3) Of Lavani. (wsear:) This consists of a very
tender bending of a musical phrase.

(4) Of Vahani. (sg3:) The Vahani is either an
ascending or descending or Saficari shake.

Among its subordinate varieties are two which
differ with reference to their application to
gita or alapti (which, as Kallinatha points
out, mean nibaddha and anibaddha gita
respectively). Again it is of two kinds,
viz., Sthird and Vegadhya. (ferm, JaTTaT)
Also it originates in three ways, sweetly
from the throat, from the head and from the
body taking its rise in the heart. There is

I qureqmeqa: TqTEY A0 THE IS ) — ARG
17
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another division of the Vahani into two
varieties :—

(a) Khuttd [gsr (gar)] in which the notes seem
to penetrate into this Sthaya.

(b) Utphulld (3F®) in which the notes gush
forth from it upward. Vali which was
defined among gamakas has the same
varieties as this Sthaya.

(5) Of Vadyasabda. (anaj{raazq) In this sthaya
the raga is rich with the sounds of instru-
mental music.

(6) Of Yantra. (a=ea) This sthaya is mostly
found only in the playing of Yantras
(Instruments).

(7) Of Chaya. (smmr) Sarngadeva says that
Chaya is Kaku, which is explained by
Kallinatha to be a modification of sound.
The following kinds of Kaku are defined:—

(o) Svarakaku. (wwwig) This is the effect of
foreignness produced in a riga, owing
to the excess or deficiency of $rutis. Ex-
plaining this passage Kallinatha shows
how the Svarakaku is got by deviating
from the number of Srutis fixed for
each note by giving the following illus-
tration. When Sadja, (consisting of 4
Srutis) falls short by 2 Srutis it gives the
impression of Nisida, and when
Nisida. (composed of 2 Srutis) appro-
priates 2 of the Srutis of Sadja and
assumes 4 Snutis on the whole it is con-
ceived as Sadja. Also in the case of
other notes, the impression created by
such tonal modification is known as
Svara Kaku.
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(b) Raga Kaku (wwrg)  expresses the
native colour of a raga.

(¢) Anyaraga Kaku (s=m#ig) imports into a
raga the complexion of another raga.

(d) Desa Kiaku (Raw1g)  expresses provincial
characteristics.

(e) Ksetra Kaku. (¥sg1g) The body is known
as Ksetra and the varied and peculiar
characteristics of each individual give rise
to this Kaku expressed in numerous
forms in ragas.

(f) Yantra Kaku (z=t#13) is produced on
Yantras like the Vina, the flute, etc.
Those Sthayas are of Chiaya which
acquire a foreign colour in the manifes-
tation of a chiya (complexion), not be-
longing to them.

(8) Svaralanghita. (wwegf@) This consists of
frequent leaps over many notes in the
middle.

(9) Prerita.  (f@) In this Sthaya notes are
pushed forth up and down as well as trans-
versely.

(10) Tiksna. (dtem) In this the notes of the tira
octave sound sharp with the strength of all
their Srutis.

II. The 33 well known and mixed Sthiyas
(safeRarurEaaT: AT TAT:)
Kallinitha explains that these differ from one another

chiefly by the peculiarity of their attributes and that they
are not intermingled for this reason.
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(1) Of Bhajana. (wewea) Bhajana is the bringing
forth of all the excellences of a riga by
special effort, and characterises this Sthaya.

(2) Of Sthapana. (samarar:) The Sthayas under
this head are executed by being established
at each step, t.e., after each movement they
are fixed and subjected to elaborate treat-
ment.

(3) Of Gati. (wad:) The movement of the music
of these sthayas is like the gait of an intoxi-
cated elephant, sportive, resplendent and
sleek with sweetness.

(4) Of Nada. (Areen) In these the tones are full
and resounding.

(5) Of Dhvani. (=) Here the notes are sus-
tained and considerably prolonged.

(6) Of Chavi.  (23:) These are bright with
tender brilliance.

(7) Of Rakti. (w&:) These abound in sweetness
and charm.

(8) Of Dhrta. (gaer) These Sthayas are liter-
ally borne or supported. Cf. the definition in
the Sangita Sudha.

(9) Of Bhrta. (vgeg) These are so named because
the tones here are carried along.

(10) Of Arsa. (eimer)The Avayava of an alien
rdga in a particular riga is called arhsa,
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 arhsa. This is not the same as the
well-known note arh§a. What is the differ-
ence between a3 Kiku and Arms$a as defined
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in a raga? By Anyaraga Kaku is meant the
chaya of a raga belonging to it but strongly
resembling that of another raga. Amsa
means that a phrase, though not belonging to
a particular raga, is borrowed from another
raga like jewellery and made to adorn the
former. The 7 kinds of Ams$a are:—

(a) Karanaréa.

(V) Karyamsa.

(¢) Sajatiyamsa.

(d) Sadréamséa.

(f) Visadrsaméa.

(9) Madhyamsa.

(h) Amséaméa.
Cf. Parévadeva.

(11) Of Avadhana. (a;qm:rzq) These can be

perceived by the mind by its own action.

(12) Of Apasthana. (erzures) When a full and
rich note emerges at its place without effort,
it is known as Svasthana. When it rises
as a result of special labour, it is called
apasthina. The Sthiayas of apasthana
originate in apasthana.

(13) & (14) Of Nikuti (frga:) and Karuna.
. (awomra:)
These are named according to their etymo-
logical significance. '
(15) Of Vividhatva. (fafswmeq) These consist
of a series of phrases remarkable for
variety and charm.
(16) Of Gatra.  (mwer) These subside within
the body after having made a sharp sound.

(17) Of Upaama. (mweg)  In these a tran-
quil effect is produced.
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(18) Of Kandarana. (wweromar:)  Sarngadeva
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.

(19) Nirjavananvita Sthayas. (freiamifaa) These
are at the commencement of the note.

(20) Gadha. (mz) This is released in a dilatory
manner.

(21) Lalita Gadha. (sfeamz) This is the same as
the above characterised by smoothness.

(22) Lalita (efea) is sportive.

(23) Lulita (gf%o'a) is smooth and shaking.

(24) Sama (@w) is without rapidity or slowness.

(25) Komala(q‘ma) is true to its sense, i.e., tender.

(26) Prasrta (qa;a) is stretched out or extended.

(27) Snigdha (rﬁmq) is bereft of roughness.

(28) Uksa (34) is luminous.

(29) Ucita, (3fea) is  self-explanatory, i.e., appro-
priate.

(30) Sudesika (8fa%) isloved by scholars.

(31) Apeksita (etafrd)  is sought after for the
completion of a previously rendered sthaya.

(32) Ghosa (si‘m) is pleasing in a Vali, Vaha(?)
and Vahani, and is very loud in the Mandra
Sthayi. : '

(33) Svara Sthayas (@?)  are sonourous and
sweet in the Mandra octave.

III. The twenty distinct Sthayas. (fwerfr

féafrédoegom: 1) Kallinatha remarks that though the§e
do not differ from the Sthiayas already explained in
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distinctness it must be noted that this list is not so very
well-known as the other. The Sthiayasare:—

(1) Of Vaha. (7ge) In these the notes shake as
if they carry a load.

(2) Of Aksarddambara. (ersresed) In these
a prominent display is made of syllables or
letters.

(3) Ullasita. (Serféa) In this the notes are
sent up with speed.

(4) Tarangita. (au@a) The notes in this toss
like the waves of the Ganges.

(5) Pralambita. (g=fiza) In this sthaya the music
moves like the swinging about of water in a
half-filled jar.

(6) Avaskhalita. (srwafeq) stumbles downward
from the Mandra with speed.

(7) Tratita (mfzq)  pauses long at a svara,
reaches the Tara octave like fire and returns.
(Dattila’s Alankara Bindu is identical in
definition.)

(8) Sampravista (émfyg) denotes a loud note in
avaroha, similar to the above.

(9) Utpravista (Swfye) is the same as the above
in aroha.

(10), (11) & (12) Nissarana (fq:amo) flows
out; Bhramita (wifi@) is swung round or
revolved; Dirgha Kampita ({yéapﬁqa)
is a prolonged shake.

(13) Pratigrahyollasita (sfatena) is beautiful
like the ball which in the game is thrown up
again and again and caught.

(14) Alambavilambaka (srewryemms) is quick
in the beginning and ends in vilamba
(slow) style.
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(15) Trotitapratista.. (Nfzawdre) Taking
“Tara” and “Mandra” this sthaya first tears
either of the two as with a bill or beak and
then seizes the other.

(16) Prasrtakuficita. (vgargiEa) This
sthiya extends and contracts its form.

(17) Sthira (Rw) is the shake applied to the

Sthayivarna.

(18) Sthayuka. (emgw) The disposition of this
sthaya consists of pausing again and again
on one or two or three notes.

(19) Ksipta (fm) is extended upward.

(20) Stksmanta  (gaar=) becomes minute
towards its close.

IV. The 33 mixed and unfamiliar sthayas.
(Tafrcasioresgon: @) Kallinatha says that these
do not differ much from Bhajana, etc., already explained.
Like them they are differentiated by the difference in their
characteristics, but unlike them these are not very well-
known. The Sthiyas are:—

(1) Of Prakrtistha (wgfaeasg) in which the
tone shines of its own accord bereft of
Dhrti, Bhrti, etc.

(2) Of Kala (werar) in which the notes are made
thin,

(3) Of Akramana (¥mwurer) which are exceed-
ingly admissible.

(4) Of Ghatana (weamqn:) which look like the
creation of a mechanic artist.

(5) Of Sukha (gwe) which yield joy.

(6) Of Cili. (=) Cali is known as Jakka
which gives the name to these Sthiyas.
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(7) Of Jivasvara.  (slg@wa)  Arnsa is called
Jivasvara and is predominant in these
Sthayas.

(8), Of Vedadhvani. (3ge:) In these the notes
are like the sound of the Vedic Chant.

(9) Of Ghanatva. (swaes) These are strong
inside, (heavy and ponderous).

(10) Sithila (f?cn‘ixa) is languid and relaxed.

(11) Avaghata (eramz) s difficult of execution.

(12) Pluta (@) is extremely slow.

(13) Ragesta (wig) is what is desirable for the
completion of a raga.

(14) Apasvarabhasa (am&mqra) looks like a false
or unmusical note.

(15) Baddha (qz;) denotes a suppressed or para-
lysed sthaya.

(16) Kalarava (sew) Sthiyas abound in sweet
sounds.

(17) Chiandasa (awga) is liked by skilled persons.

(18) Sukarabhasa (gwuwra) means a sthaya
which seems to be easily executed but is
really difficult to render.

(19) Sarhhita. (4f) approaches the mandra
octave from the tara like the sound of a
bell.

(20) Laghu. (eg) In this the Dhruva and the
Abhoga are without heaviness.

(21) Antara. (atsa{) The definition of this
in the original is not explicit. Probably this
indicates the Sthiya used intermediately
between others.

(22) Vakra (!lli) is tortuous but easily rendered.
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(23) Diptaprasanna ({tawes) is rendered in the
Tarasthayi.

(24) Prasannamrdu (wawgg) is soft in tone and
easy.

(25) Guru (g®) is heavy.
(26) Hrasva (g) is diminutive or small.

(27) Sithilagadha (fusmrs) is relaxed and
again tightly pressed together.

(28) Dirgha (1) is prolonged.

(29) Asadharana. (ammrm) This is easy and
very musical because of the excellence
of tone or voice; this belongs to one category
and is not common to all.

(30) Sadharana (GNR"T) resembles all categories.

(31) Niradhara (GREI) does not demand
Vahani, etc., for its execution, i.e., is inde-
pendent of others.

(32) Duskarabhasa (gwuwmE) is easy but seems
difficult to render.

(33) Midraka (fawF) is defined to be the result
of mixture. Sirngadeva says that ‘the
misrakas’ are of endless variety and that
only a few of them are given in order to
give a general survey of their nature. A
Misra is named after a particular sthiya if
that is predominant; if that occurs as often
as others, the Misra has a composite name,
e.g., Tiripandolita, Linakampita, Kampi-
tihata, Tiripasphurita, etc. Sirfigadeva
mentions 36 of these and adds that others
of this kind are to be reckoned in a similar
manner.

The contribution of Sirfgadeva is as great in this
subject as in others. His treatment is comprehensive and
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thorough; it has the uinque characteristic of having been
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 notice of
Sarngadeva’s classification of gamakas but follows
Nianyadeva and Pair$vadeva.

Haripala also, in his Sangita Sudhakara gives the
gamakas as consisting of 7 kinds, viz., Kampita, Sphurita
Lina, Tribhinna, Tirupa, Andolita and Ahata. His
definition of gamakas is the same as that of Par§vadeva.
The laksana of each gamaka, as regards time value and
other features is the same, according to the two writers.
Only Haripala uses new metaphors to describe the general
effect of one or two gamakas. For instance he compares
Sphurita to the throbbing of lightning and Tirupa to the
sound of the drum.

Laksmindrayana’s work, Sangita Siiryodaya is of
special importance since it was written in the heyday of
the Vijayanagar Empire. He gives the excellences and
defects of sound mentioned in the Ratnakara. He defines
gamaka as the shaking of a note which charms the ear.
All the 15 kinds of gamakas enumerated by Sarngadeva
are given by him. Their definitions are the same.
Laksminariyana also gives the names and definitions of
the 96 Sthiyas of the Ratnikara, besides the vagas given
therein.

Ramamatya in his Svaramelakalanidhi does not treat
the subject of gamakas, but only makes a reference to
their use in singing.
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Pundarika Vitthala in his Sadragacandrodaya merely
reproduces the account of gamakas given by Sirngadeva
in the same order. For Ratnakara’s Gumphita he gives
the name Humphita. His definitions are the same as that
of the Ratnakara. A brief account of Sthayavagas based
on the Ratnakara is given.

Somanatha is one of the most important writers
after Sarngadeva. His treatment of the subject is
striking, and he improves on Sarngadeva himself
by employing an efficient system of notation to illustrate
gamakas. Basing the exposition on the technique of
Vina-playing he explains the use of various gamakas with
reference to different Ragas. This is an unique feature,
which specially distinguishes his work and which we miss
in the most famous of the authors of later times. His is
the first work to explain the topic with reference to the
playing of theVina. The names of the gamakas are all
new and coined by him, though many of the graces can be
identified with Sirangadeva’s. But there are some graces
which can be called original contributions like Parata, etc,
At least they are not mentioned in older works in such
clear detail and defined with such precision. As regards
the notation employed, it might be said that in this as well
as in the Prastara of Melas a rare type of originality is
revealed by Somanitha. In the light of existing data, he
is the first writer who invented an elaborate system of
notation, capable of expressing some of the most complex
gamakas. An elementary form of notation did exit
previously and Sararigadeva 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 Somaniatha’s notation. But
curiously enough Somanitha makes no reference to the
gamakas or Sthayavigas of the Ratndkara, but deduces
the 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 are twenty. These, according to
him, are the most popular among gamakas like Tiripa,
Sphurita, etc., and Sthayas, and prominent in De$i music.
Most of the names are coined by him so as to be
explanatory of the technique of the Vinid. The varieties
are:—

(1) PRATIHATI. This consists of two pluckings
of the string and producing
the same note. The string
is to be struck; by very
quickly moving up the
finger the first note should
be slightly revealed and a
second stroke equal to the
first should be made. The
resulting sound resembling
hurhkara is Pratihati. This
is descriptive of the sound
produced. No time value is
given.

(2) AHATI. This amounts to the same as
pratihati in effect without
the hurhkara. Also the
method of producing this
grace is different. After a
note is produced, another
note should be revealed
without a separate stroke.
It is to be noted that from
the description that this
grace is applicable in both
ascent a.nd descent.

(3) ANUHATE  This belongs to the same class
as Pratihati but differs only
in technique. A note is pro-
duced by a single beat, and
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by a quick movement of the
finger revealing the pre-
vious Svara. The resulting
sound resembling hurhkara,
is the characteristic of this
gamaka.,

(4) AHATI. It is the same as Anuhati but
differs in emanating without
nakhaghata (stroke of the
nail) and results in a majes-
tic sound. The tonal quality
of the gamaka placesitina
category by itself. This is
an important gamaka and
familiar in modern usage.
The method of producing it
is well explained in the com-
mentary.

(5) PIDA. This is produced by touching
with force a note with the
“stomach” of the finger
and instantaneously reveal-
ing the foregoing note by a
dexterous movement.

(6) DOLANA. This consists of akarsana,
vikarsana, Aagamana and
nivartana. - By this is
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.

(9) KAMPA.,

single ghata a note is to be
stretched to its wutmost
limits, so as to reach the
boundary of its Srutis 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 there is
no returning to the starting
point. It is arrested in a
state of progress.

The repeated application of

dolana is gamaka. By
one stroke dolana is to be
executed slowly three or
four times. The use of the
term gamaka is note-
worthy inasmuch as it
signifies a category or
species, and not a genus as
in the Ratndkara. 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.

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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differ chiefly with regard
to tempo.

(10) GHARSANA. This is produced by a single
beat revealing other notes
rapidly. After the stroke
by gharsana the preced-
ing or succeeding notes are
manifested. This is a glide.

(11) MUDRA. A note is struck, and by the
power of that stroke its
preceding note is revealed;
then by fixing the finger on
the original note the other
note is hidden or muffled
and this muffling is denot-
ed by mudra. This differs
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.

(12) SPARSA. This is the same as Ahati.
Only here the abandoned
note is released rapidly.
When sounding a note the
next higher note is to be
lightly touched and the
original note is quickly
revealed.

(13) NAIMNYA. This results froma strong
beat. The wire seems to go
down by the forcible pluck-
ing.



V.] GAMAKAS AND EMBELLISHMENT OF SONG. 145

(14) PLUTL By pulling eight notes are got.
By one 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 aim
of getting notes other than
the initial svara.

(16) PARATA. This is the process of produc-
ing the next note from the
position of the original note.
Somanatha explains it as
being produced by placing
the finger on the fret of Sa,
etc, and by pulling the
string, sounding Ri, etc.

(17) UCCATA. This indicates the production
(by the same process as
Parata) of the third note
from the initial Svara.

(18) & (19) The two kinds of NIJATA :—

(a) The Nijata of Parati. By this is meant the
gradual descent of the extended note (by
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 gandhara
to sadja by the same ,process as indicated

in (a).

Both kinds of Nijati, according to Somanitha are to
be executed by one single stroke on the wire, How-

ever according to laksya, he observes in some
1)
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places there occur 2 beats, the second coming in the
middle of the grace.

(20) SAMA. This indicates slow movement.
(This is opposed to Druti).
According to Somanatha,
Sama is the pause accom-
panying the production or
revelation of a note.

He calls the foregoing 20 varieties as Vadanabhedas
and adds two more terms to the nomenclature of graces,
viz.,, Mrdu and Kathina which, he points out, indicate
Sthana. The Mandra octave is Mrdu and the Tarasthayi
is called Kathina.

The whole of Somanatha’s treatment is characterised
by originality of the first order and to-day we can faith-
fully reproduce these vadanabhedas with almost absolute
accuracy.

The next outstanding treatise is the Sangita Sudha
of Govinda Diksita. To Govinda Diksita belongs the
credit of building on the foundations supplied by Sarn-
gadeva. In fact we owe to his tremendous influence the
continuity of tradition which links together the basic
principles and the fundamental factors of the system of
Sarngadeva and the Karnitic music of the present day.
Govinda Diksita’s definition of gamaka is the same as
that of Sarngadeva. He quotes with approval the defini-
tion of gamaka by Par§vadeva. 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 Sarngadeva’s. Gumphita
is called by him Humphita. Diksita deals with vagas and
the 96 Sthayas, according to the school of Matanga and
others, as he says, in detail; he enumerates them in the
same order as the Ratnikara. In fact the whole topic is
freely paraphrased from the Ratnikara. Taking the
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treatment of the subject asa whole, Govinda Diksita
might be said to have popularised the system of Siarn-
gadeva which, it is essential to note, was in agreement with
the then prevailing laksya.

Venkatamakhin defines gamaka as the charming
shake of the note, and adds another definition which is
virtually a paraphrase of Par$vadeva’s definition.! He
mentions all the 15 varieties of the Ratnakara: Vali
according to him consists of the shake of notes which move
in a crooked manner with irregular velocity. The Vali
when it becomes straight is called Kurula. Otherwise his
account of the gamakas is the same as that of the
Ratnakara. He does not deal with Sthiyas or Vagas.
He cites the gamakas as propounded by Bharata and others,
though in the current rescensions of the Natya Sastra the
gamakas are not mentioned.

In Ahobala’s Sangita Parijata (according to the
available edition) the treatment of the subject is fragmen-
tary. Some of the names of gamakas are similar to those
given in the Ratnakara and some are new. The total
number of gamakas defined is 17 and they are as follows:—

(1) KAMPITA. This means the production
of a pair of notes by two
beats. This explains only
the mode of producing
the gamaka, for which no
time value is given. In
these respects it differs
from the Ratndkara.

(2) PRATYAHATA. A pair of notes is produced
by a single beat. The
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(3) DVIRAHATA.

(4) SPHURITA.

(5) ANAHATA.

(6) TIRIPA.

production is not distin-
guished as belonging to
either ascent or descent,
as is done in modern
practice.

This is explained as a repe-

tition of a stroke on a
single note (Both num-
bers two and three are
defined in the manner of
Somanatha’s  Pratihati
and Ahati, from which
they may be derived. Tt
is important to note that
these gamakas are pecu-
liar to and characteristic
of the Vina, though they
are capable of heing dis-
tinctly produced vocally.)

This denotes the production

of a pair of notes by a
single beat in the manner
known as fortissimo. Em-
phasis is laid on this
characteristic. The Rat-
nakara gives time value
for the gamal-a but
Ahobala does not.

This is the note produced

after the beat. This is
described as being mild
(Santasathjfia) by rea-
son of its softness.

The time value alone is

given. The definition is
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an exact copy of that of
, the Ratnakara,

(7) GHARSANA. This results from produc-
ing or touching eight
notes from the starting
svara. This is the same
of Somanatha’s Pluti.

(8) AVAGHARSANA is interpreted in the same
manner as gharsana.
This probably means the
gharsana in descent.

(9) VIKARSANA is explained as a grace start-
ing from a note and ex-
tending to others, while
remaining in its place
(the original fret). This
corresponds to Soma-
nitha’s  Parata  and
Uccata.

(10) SVASTHANA extends forward and re-
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.

(12) KARTARL 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 definition is some-
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what vague and the refe-
rence " is evidently to the
Vina.

(14) SPHUTA. The Kriya (or a musical
elaboration) has this as
the aim, s.e., ends on this.
This may be treated as a
variety of svasthana,
with the emphasis on the
final.

(15) NAIMNYA corresponds to Somanatha’s
Naimnya but is rather
vague. Ahobala  says
that this occurs when one
note overcomes another.

(16) DHALA pervades two notes. The
exact nature of the
gamaka is vague. Sarn-
gadeva defines it in a
different manner.

(17) MUDRA is stated to be a variety
of Humphita, and is not
defined separately.

Ahobala is not bound by the classification of Sarn-
gadeva. He seems to base his definitions on the strength
of practice 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 called his own contributions to the
existing number.

Somanirya (whose date is later than Somanitha’s)
in his Natya Cidamani gives much valuable information
(which however is fragmentary). He mentions Ayuta,
Pratydayuta, Dhalu, Kampita, Ahata, and Pratydhata. For
some of these the definitions are lacking. Kampita accord-
ing to him is quick movement in the three Sthayis. Where
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the notes are elongated it is called Edupu. Dhalu pervades
‘the long and the short and the three’ (according to the
text); the notes in the middle are called 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 sweetness.

Basavappa Naick in his Siva Tattva Ratnakara
enumerates the 15 kinds of gamakas found in the Sangita
Ratnakara. Hec deals with alankaras, but not Sthaya-
vagas. His adoption of the classification of the Ratnakara
throws light on the practice in his time in the Kannada
country.

Passing on to the group of Oriya works of
the 18th century, we f{ind the Sangita Sarani
enumerating only seven kinds of gamakas in all, wiz.
Kampita, Sphurita, Lina, Tribhinna, Tiripa, Ahata and
Andolita. Kampita is the shake of the note with Druta
speed; Sphurita is one-third of a Druta in Tempo. The
shake is of charming tone. Lina is of Druta speed. Tri-
bhinna is of restless gait and moves in the navel, heart and
throat. Tiripa is like the gentle sound of the drum. Itis
one-fourth of a Druta in speed. Ahata beats its fore-
going neighbour and returns. Andolita comes to a rest
in laghu speed. 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.*

The account of gamakas in the Sangita Narayana
is the same as in the Ratnikara. But the author adds
that gamaka, which consists of a slight shake 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 difference of the seven notes. The
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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 Prakasa, Gamaka is defined as usual.
Gamakas are devided into seven kinds based on the seven
Svaras. They are:—

(1) Tripaficaka (thrice the Druta is speed).

(2) Sphurita (same speed).

(3) Kampita (twice the Druta).

(4) Lina (Druta).

(5) Andolita (Laghu).

(6) Tribhinna moves in Druta speed in all the
three sthanas.

(7) Ahata strikes the foregoing note (it is called
Antra in the text, probably a mistake).

The gamakas are to be practised at dawn, during
singing and also standing in water.’

Locana Pandita in his Ragatarangini refers to graces
as Kampita and others and for their treatment refers the
reader to his Raga Sangita Sangraha (which is not avail-
able at present).

Srinivasa Pandita in his Rigatattva Vibodha dis-
cusses the subject minutely and makes references to the
playing of the Vina. He defines gamaka as the characteris-
tic property of the excellence and distinction achieved in
execution. Gamakas achieve beauty out of it and hence
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are so called.” The steady note resulting out of the contact
of the right hand fingers with the wire attains exclusive-
ness, without shake, etc. If a note resembles humkira it
is 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 pro-
duced at a high pitch, goes to a low pitch, and when it is
produced in a low pitch with imperceptible middle notes,
emanating as the result of a gentle stroke, it is known as
cyavita svara. The cyavita notes are so called because
out of them rises a falling motion. The voice is also to be
known by the throwing up of the mouth; (the definition in
the original is not clear). When a note fades and
expands, it is known as Udgharsana. Avagharsana is to be
known similarly from practicee In Vikargsana a
foreign note is drawn at a particular spot. The pver-
coming of the note by the finger is naimnya. Purvahata
is named after the kriya that is meant by the expression.
In Hatahata two notes are sounded at one and the same
place. Hata and Tardhata are indicative by themselves.
Tiripa exceeds others by one fourth of Druta. By Sruti
and time values these are thus distinguished in different
ways. When at a spot a note is struck twice it is
dvirahata. By arohana and avarohana, it (the gamaka)
is differentiated in two ways. In Dhilu the Kriya of the
left fingers overpower two notes and go up or down.
Aniahata indicates what occurs over the stroke. Sphurita
gamakas are soft and are otherwise called Santasamjfia.
(According to Ahobala, Anihata is called Sintasamjfia).
Mudra is not separately defined, since it is a part of
Humphita; (the same statement is rthade by Ahobala).
This is because Mudrana of the Sangita Ratnakara, which
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is the equivalant of Mudra has the same quality as the tone
of humphita.

Hrdayanarayana in his Hrdayaprakada gives the
same definition of gamaka as Srinivasa Pandita and refers
the reader to other (standard) works for information
about ‘Humphita’, etc.

King Tulaja’s Sangita, Saramrta has an intimate
bearing on the practice of the present day, He gives the
usual definition of gamaka and also repeats Parsvadeva’s
definition. He freely paraphrases the definitions of the
Ratnakara, generally explaining them and sometimes
improving on them. He repeats after Venkatamakhin
that the 15 gamakas are defined according to their treat-
ment by Bharata and others. He says that Dhala is
mistaken popularly for Tirapa, and that this is a fallacy
because Dhila has been defined by piirvicaryas as the
throbbing movement like that of a pearl. His definitions
of Kampita, Lina, Vali, Tribhinna, Kurula, etc., are
similar to Sarngadeva’s. He defines namita as a
gamaka descending down into the Mandra. He deals
with Sthayaviagas after the manner of Sarngadeva.
He gives 10 Asankirpas, 33 Sankirnas and adds that in
the same way other sthiyas have been defined by Bharata
and others and that these are not dealt with by him for the
sake of brevity. He follows the Ratnakara closely.

Coming to treatises of the present day we have a few
standard works written in Sanskrit as well asin the verna-
culars. These derive their authority from ancient works,

tradition as well as practice. Among them, the following
are important.

Kainatha (a North Indian writer) in his Safgita,
Sudhikara enumerates only 10 varieties of gamakas, viz.,
Tirupa, Sphurita, Lina, Andolita, Vali, Ahata, Ullisita,
Humphita, Gharsana and Miérita. All are defined
according to the Ratndkara except Gharsana which is
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described as the production of several notes by one single
gentle stroke. Misra is a variety got by admixture.

Visnu Sarma (North Indian) in his Abhinavariga-
maiijari gives the definitions of both Sarngadeva and
Parsvadeva. He however says that the gamakas have
been stated by Bharata and others to be 15.

The Catvariri$acchata Raga Niriipana (attributed
to Narada but which appears to be modern work) men-
tions the traditional varieties of 15 gamakas.

In the Sangita Kaumudi (South Indian, written in
Sanskrit, 20th century) 10 different kinds of gamakas
only are described® and a large number of vernacular texts
follows this classification. The gamakas are:—

(1) Arohana, which is a grace embracing notes in
ascent.

(2) Avarohana covers descent.

(3) Dhalu, e.g., sp, sm, sg, etc. .

(4) Sphurita proceeds in the order sr, rg, gm, mp,
etc.

(5) Kampita is like ppppp, mmmmm, etc.

(6) Ahata progresses like ss, rr, gg, mm, etc.

(7) Pratyahata like ss, nn, dd, etc.

(8) Tripuccha consists of graces like sss, rrr,
g8g, etc.

(9) Andolita proceeds like srs Dd, srs Pp, etc.

(10) Mirchana consists of uses like srgmpdn,

rgmpdns and so on.

(These are noticed by Mr. K. V. Srinivasa
Aiyangar in his Ganabhaskara where he
points out that arohana, avarohana and
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miirchani are not gamakas since they lack
‘kampa’, i.e., are not shaken).

In the Sangita Kalanidhi, Tacciir Singrachari and
his brother give the same 10 varieties of gamakas as the
Sangita Kaumudji, with the same definitions. (These 10
gamakas are defined identically in “Sangita Vidya
Darpanam’ by V. Naidu, in “Samgitamrtanidhi’ by
M. Pillai, and in ‘Bharata Sangita Prabodhini’ by
Johannes, all publications in the vernacular.)

In the Ganabhaskara Mr. K. V. Srinivasa Aiyangar
defines the 15 gamakas given by Siarngadeva in the light
of modern practice. From this point of view they are
important. Tirupa according to him stops at a note,
presses it down and reveals the colour of the next note.
In Kampita the note is moved without bringing in the
colour of neighbouring notes. In Sphurita a note is
repeated, and in the repetition the lower note is faintly
heard. Lina stops at a note and merges the sound into
that of its neighbour. Andolita 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 Vini) and sounding three notes. This is common on
the Vina. In Kurula from a note another is produced
with force; 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 one note to another if the next note is subtly revealed
itis Ahata. Ullasita is zaru; it is of 2 kinds, vhz., ekkuziru
and diguzaru. This consists of gliding over intermediate
notes when going up or down from one note to another.
Plavita halts at a note for the period of a few matris and
brings out the colour of the neighbouring notes. Gumphita
is also called Humphita, producing the sound ‘hum’.
Mudrita is defined as the sound produced by closing the
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mouth. Namita is got when the notes are moved in such
a way that their tone is diminished and made subtle.

Mr. Subbarima Diksitar in his Sangita Sampradaya
Pradarsini deals with the 15 gamakas of the Ratndkara
with exhaustive reference to the technique of the playing
on the vina. He considers that Lina, Andolita and Plavita
are only varieties of Kampita. Under Sphurita he brings
Pratyahata, Under Ahata he gives Ravai and Khandipu.
Vali, according to him, can be applied to one, two or
three notes. Under Ullasita he mentions ascending and.
descending Zarus. Under Kurula he mentions 2 varieties,
viz., odigimpu and orika. Tribhinna is explained solely
with reference to the Vina. Taking the whole of his
explanation into account, we find that the definitions do not
agree entirely with the definitions of the Ratnikara in all
cases. In many cases we find the definitions are exten-
sions of the original meaning of the terms and
have reference to the Vina. Mr. Diksitar’s definitions
and the definitions by others based on his may
find support from prevalert usage and tradition pertaining
to Vina-playing. In this connection we have to note that
in the Vadyadhyaya, Sarngadeva elaborately deals with
the various methods of playing on the Vina, which accord-
ing to him can be considered alankaras. Similar to these
are the gamakas of the Vini mentioned in the ancient
Tamil treatise Pingala Nighantu which are as follows:—

Kalittal, Summai, Kambalai, Alungal, Silaittal,
Tuvaittal, Silambal, Irangal, Imildal, Vimmal, Irattal,
Engal, Kanaittal, Talangal, Karangal, Araral and Ifaittal.

These are called the several qualities of tone got on
the wire of the lute and are remarkable for their variety.
Otherwise the gamakas are not explaiped in the available
Sangita, literature in Tamil. The 5 Jatis into which the
22 Srutis have been divided also bear names like Dipta

(i.e., illumined), etc., which seem to have some affinity
with those of the above list. ’
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The gamaka has come to occupy a vital place in our
system of music. It is not simply a device to make melodic
music tolerable, and it is not its function merely to beautify
music. It determines the character of each raga, and it is
essential to note that the same variety of gamaka appears
with different intensity in different ragas. 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 emphatic,
on the individuality of their constituent notes. The
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 our music. If the
personality of any raga is to be understood it cannot be
without appraising the values of the gamakas which"
constitute it.



CHAPTER VL. -
The meaning of the ragas.

Theorists from the earliest times have attempted to
analyse the significance of the different notes as they occur
in a piece of music which aims at the expression of some
mood or emotion. From the time of Bharata not only a
melody type or raga but every note of the scale was assign-
ed a particular rasa which it was supposed to represent.
This has been condemned by some modern critics who
however have not taken into account the views of such
distinguished authorities like Helmholtz, Curwen, etc.,
who have not hesitated to define the emotional significance
of individual notes. It need not be gainsaid that every
note has in it the power of expressing some emotion or
other. Mr. Swarup in his “Theory of Indian Music” has
interpreted the moods expressed by the 22 Srutis, but his
interpretation is of doubtful value since it is based on the
etymological significance of the names of the $rutis. The
forms ascribed to the ragas and raginis in old works
are mostly based upon the sentiments which are expressed
by the names of those melodies. Bharata and Sarngadeva
very elaborately deal with the Rasas of the Jatis and
Ragas and lay down rules as to when they should be used
on the stage. The allocation of the different hours of the
day and of the seasons to the singing of the different ragas
seems to be primarily based upon the emotional signifi-
cance of the particular ragas. For instance, if a raga is
sung at dawn or at dead of night its significance is best
brought out as opposed to the effect produced by its
rendering at some other time of the day. A modern
example can be cited. The riaga Bhiipila produces a
very pathetic effect if it is sung before sunrise and
it is not so well suited to any other hour of the



160 THE RAGAS OF KARNATIC MUSIC. [Crar.

day. This fact has been recognised by even Sri
Tyagardja who has composed a song in this raga in-
voking the Deity to awake from sleep. But it must be
understood that a raga 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 Tyagaraja and others. The same raga
is employed in the rendering of different rasas by
Tyagaraja. In the Rama  Niataka of Arunicala
Kaviraya, Madhyamavati is employed to express anger,
joy and also the narration of the rout of Ravana’s forces.
To express grief through lamentation such different ragas
as Anandabhairavi, Kambodi, Ahiri, and Bhiipala, are
used. Such examples are innumerable and can be quoted
by reference to the works of Gopalakrsna Bharati, Kavi-
kufijara Bharati, Sri Narayana Tirtha, etc., whose works
are operatic in form and hence afford valuable material
for study in this connection. The nature of emotional
experience should be correctly understood in order to
appreciate its expression through a raga. Mr. F. Howes
says that emotion is rarely experienced pure (4.e., as pure
fear, pure anger, etc.). “The complexity of the experience
of the civilised adult is such that he rarely experiences any
of these crude (primary) emotions in a pure form. Far
more frequently two or more emotions are aroused simul-
taneosuly and blend to form secondary and tertiary emo-
tions. 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 psychological 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 (wvide The Hindy,
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December, 14, 1934) by Dr. R. Vaidyanathaswami,
Reader in Mathematics, 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 genetic theory of the raga. His view is
that the ‘raga may be considered as the complete musical
expression of a single definite mood or as the total musical
functioning of a definite mental being’. We are not here
concerned with the other aspects of the theory. But it
seems that the mood of the raga is more easily understood
than expressed. Music expresses through suggestion, and
not through direct speech. The ragas are eloquent vehicles
of emotion with a limitless but inarticulate power of ex-

pression. A genius bends them to his purpose and makes
them carry his message.

21



CHAPTER VII.
The Analysis of Ragas.

Prefatory note—The aim of this chapter is to define
the laksana, as embodied in standard compositions and
texts, of the most popular among the rigas that have been
recognised as belonging to the system of Karnatic Music.
Among the authorities Venkatamakhin and Govinda (the
author of the Sangita Sastra Sathksepa which may be said
to represent the school of Tyagaraja) are taken to be the
foremost. The evidence of compositions is treated as a
fundamental factor in the definition of the laksanas.
Among the thousands of ragas that are obtained as a
result of permutation in the Melakarta scales, only
those that are well-known and seem to be specially import-
ant from the points of view of different authorities and are
embodied at least in Gitas are considered here. This

~allows room for the inclusion of new ragas on similar lines
when they are popularised by composers and artists, and
since there is practically no limit set to the use of such new
material, no list of ragas and their laksanas can be final.
So at any period of time when the laksana of rigas is
sought to be defined, nothing more can be attempted than
the understanding of the laws that govern them. This
may be helpful in preserving their forms and protecting
them from Desi encroachment.

" The arhéa, graha and nyasa alone are mentioned in
inost of the laksanagitas and Slokas. But they lack an
air of reality, because in almost every case one single note,
viz., Sa is given as representing all the three. As regards
the Ams§a, as has been pointed out already, one note is not
always sufficient to represent the character of a raga; only
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a group of notes 1is able to do so in almost every case.
Hence it seems advisable to take the Am$a as indicating
a characteristic phrase. (Kallinitha has admitted this
interpretation in his commentary). The Améa is also
given as a single note whenever textual authority and
practice warrant such usage. The Graha is, according to
modern practice, usually any note of the arohana or the
avarohana of a raga. The Nyiasa is always the Sadja.
No distinction is now made hetween Apanyasa, Sannyasa
or Vinyasa. These were distinguished in Grama music;
for instance, Sannyasa was the final of the first Vidari, but
in modern practice, practically no difference is made
between the first and subsequent vidaris, so far as the rules

of their structure go. Hence all these terms mean only
the notes on which intermediate phrases in a song end,

and these can he any one of the arohana or avarohana.
Bahutva and alpatva play a vital part in current music and

Bahutva and alpatva play a vital part in current music and
Mandra limits are also significant and a number of rigas

are assigned a definitely fixed range within the madhya and
mandra octaves, e.g., Kurafiji, Punnigavarali, etc.
Sadava and audava are constituted freely in accordance
with the spirit of the riga; so also antaramarga, which
has lost its old significance as applied to grama music.

A list of the abbreviations of the names of authorities
quoted is given below :—

V.—Venkatamakhin. Mr. Subbarama Diksitar
(SD) has admirably explained his laksanas in the Sangita
Sampradiaya PradarSini.

G.—Govinda, the author of the Sangita Sastra
Sarhksepa, (The gitas attributed to hig are also included
in this group).

T.—Tulaja (For many of the ragas he gives the
equivalents in grima music.)
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GD.—Govinda Diksita.

A .—Ahobala (Many of his definitions agree with
current usage.)

RL.—Raga Laksana (from a manuscript of
Tanjore, Published in Poona.)

SK.—Sangita Kaumudi (A work in Sanskrit, of
recent composition, dealing exhaustively with raga-
laksanas. Hanuman is made the exponent.)

RV.—Riaga Varna Nirtipanam (A fragmentary
copy in the Madras G. O. Mss. Library. The Saficaris
given are classical.)

SV.—Sangita Visaya (A fragmentary copy found
in the G. O. Mss. Library, Madras.).

RS.—Raga Sagara ( Ditto ).
RP.—Raga Pradipa ( Ditto ).

The vibrational values of 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 derived by observations on the sono-
meter. Every care has been taken to render them as
accurate as possible having in view the capacity of the
instrument.

The names of the 7 notes are denoted by their initial
letters; a capital letter is assumed to indicate a long svara.
The number of the vibrations of the svaras mnoted 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 sruti
value is slightly increased, and when it descends to a lower
note this value is slightly decreased; and also that fre-
quently in a slow ‘Varek’ proyaga covering two notes
(which are consecutive or otherwise) the second note is

not completely reached (wide Chapter II, 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 Venkatamakhin is also noted.
The Graha, Amséa and Nyasa are Sa except where other-
wise stated.

Piirna or ‘Sampiirna’ means regular; ‘Vakra’ is
irregular; ‘Varjasvara’ is an omitted note.

In giving the number of vibrations of svaras, three
kinds of values are usually given, viz.:

(#) Number of vibrations of the svara in its usual
form.

(#) Number of vibrations of the svara when it
deviates from its usual form in ascent or
descent.

(i11) Number of vibrations of the svara in Kampita.

This Kampita is assumed to 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 adjoining notes, With this gamaka
the maximum period of pause is possible on a note. As
contrasted with this gamaka is its variety which touches
or seems to touch the adjoining note.

Sa and Pa being of fixed value, vibration numbers
are given only for the remaining notes. Ma is evaluated
only wherever necessary, for similar reasons.

No. (1) KANAKANGL.

Venkatamakhin gives the name Kanakambari for this
raga. According to him the G and N are omitted in
ascent. N is Vakra. Under this definition of the riga
he describes Mukhiri as also omitting G and N in ascent;
he states that it is Sampiirna 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 Sariigadeva. Accordingly, S, M and
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P, are of four $rutis, N and G of two $rutis, and R and D
of three $rutis. This establishes the fact that the original
Suddha Svaras of the Sanskrit texts are still alive in the
Suddha scale of Karnitic music.

Govinda in his Sarngita Sastra Sanksepa gives a
somewhat different definition. He describes Kanakangi
as consisting of the seven Suddha Svaras which are Piirna
in ascent and descent. This qualification is common to all
his definitions of Melakartds. But like Venkatamakhin
he makes the Aroha of Kanakangi Vakra-Sampiirna
namely SGRGMPDN D S. The avaroha is Piirna.
In the gita, however, both the droha and avaroha are called
Sampiirna. (This prayoga seems to be supported by the
evidence of Tyagaraja’s songs in similar scales). This
scale is called in the gita ‘Meladhikara Kanakang?’. This
name is repeated in S.V., and in R.L. In them, excepting
omissions, the names by which the melas are well-known
are given. All the modern names of the 72 scales are
mentioned in the Drupadas attributed to Bijou Naick.

(It may be pointed out that Govinda uses Venkata-
makhin’s names of Melakartd but in the body of the
laksana $lokas gives the popular names as opposed to
Venkatamakhin’s. But Venkatamakhin’s names are given
in a corrupted form, e.g., Enadyuti for Phenadyuti,
Riipyanaga for Riipdvati, Vasantabhairavi for Vati-
vasantabhairavi, etc. Thus Venkatamakhin’s names as
reproduced by Govinda often lack their mnemonic
syllables.)

In its unalloyed (Suddha) form Kanakangi takes the
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 $rutis in terms of intervals which are well-known
at present, and also other intervals derived from these.
The ratios, if strictly based on the values of Suddha
Svaras, would be:—
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Sa=1, R=25|22, G=27|22, M=31|22, P=35|22,
D=19|11, N=20|11, and Sa (Octave)=2. (These
Svaras do not seem to differ from those employed in the
chant of the three Vedas). This easily shows that the
identification of Catus$ruti R with Suddha Ga and
Catuséruti D with Suddha N is not quite correct (vide
Chapter II, Srutis and Svaras), because the values of these
notes fluctuate round the absolute values assigned to them,
though in some phrases the above identification occasionally

holds good. Sometimes R=16|15 or 256|243 and D=8|5
or 128]81.

The number of vibrations of the Svaras of the scale
are:—

S. R. G. M. P. D. N. S.
I, 256 2844 300 3413 2384 4267 450 512
II. 2736 2879 4096 432
2697 404-4
IIIL. 2736 287'9 341-3 4096 455 .
to to to to to
2879 300 3456 432 4607
Iv. 2843 307 3526 432'1 454,

Group IV indicates the vibrational values of the

Svaras produced in strict accordance with the Suddha
Scale.

No. (2) RATNANGL.

(a) Sampiirpa in ascent and descent; Meladhi-
kara—G.
do. do do. —RL and SK.

This is called ‘Phenadyuti’ by V who defines that in
it Ga is omitted in ascent and ni is vakra.,

(b) R. G. M. D. N
I Same as those for No. (4. 455'1
t II. do. do. 460°7
111, do. do. 455-1

to

4662
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No. (3) GANAMURTI.

(@) Sampiirna in ascent and descent—G, RL and
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 Vivadidosa are given
Varja-Vakra treatment.)
(b) R. G. M. D. N.
. — 1. 4799
Same as those for No. (1). II. 4860

III. 4799
to
4915

-~

No. (4) VANASPATI.

(a) Sampiirna in ascent and descent—G, RL and
SK. Named ‘Bhanumati’; Sampiirna—V.

(b) R. G. M. D. N.
—- ~—-— 1. 4267 4551
Same as No, 1. II. 4320 4607
III. 4267 455
to to
4355 4693

No. (5) MANAVATI.

(@) Sampiirna in ascent and descent—G, RL and
SK.

Named ‘Manorafijani’, sampiirna; Ga is vakra
jant, !

in ascent.—V. ,

(%) R. G. M. and D N.
Same as for No. (4). 1. 4799

II. 486

III. 4799

to

4915
No. (6) TANAROPI.

(a) Sampiirna in ascent and descent—G, RL and
SK.

Named ‘Tanukirti’; D is vakra in descent.—V.
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(%) R. G. M. D. N.
I. 4551
Same as for No. (5) Same as for No. 3.
1I. 4607
4662

III. 455 to 486.
No. (7) SENAVATI.
(a) Sampiirna—G, RL and SK.
‘Senagrani’; Ma and Dha are vakra—V.

(b) R. G. M. D N.
I. 273 3033 3414 4096
Same as for No. (1).

II. 269:7 3072 404-4
2844 3129 4267

IIT. 2697 297°5 3414 4096
to to to to

2844 3072 349 422,
No. (8) HANUMATTODI.
(a) Sampiirna—G, RL and SK.

‘Janatodi’; defined as Todi, piirna, sung in the
evening. V has Komala Ri and Dha; Nyasa is Dha
and amh$a Ga—A. Under this mela ‘Suddha Todi’ which
omits Pa in ascent and descent is given as a janya by G;
A’s ‘Marga Todi’ and RL’s Todi are the same. Now
practically no distinction is made between the two varieties
of ‘Todi’. In the saficarigiven in RV, Pa is very sparingly
used.

(b) R. G. M. D. N.
1. 273 3033 3414 4096 4551

II. 2667 307'2 ’ 4044 4607
2697  297'5 399-9 4641

2844 3129 . 3985 4591

4693

II1. 2697 303-3 3414 4096 455

to to to to to

2879 330 3456 4446 469
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JANY AS OF TODI (i) BHUPALAM.
(a6) srgpds—sdpgrs—G
do. but assigned to Karta No. (9)—V.

Omits ma and pa, and belongs to Bhairavi
mela—G.D. R and L are Komala; g is amsa.
Saficiri:gpdsrgrssdpgpgrgrsdS

etc.—A.
RL and SV agree with G.
(b) R. G. D.
1. 2697 3033 4044
11, 273 307:2 4096
3017 3999
11I. 2697 303°3 4044
to to {o
2879 3107 426'7

(1) ASAVERI.
(a) g and n are omitted in ascent and the descent
is regular.
srmpds—snspdmprga—G.
Born of ‘Gauri’ mela; in ascent g and n are
omitted—A.

Derived from Todi Mela; in ascent g and n
are omitted—RL.

Derived from srmpds—snspdpGrs—SK.

Todi Mela. stMPdSSn—ddPmggrS—SV.
Omits g and r in ascent—V.,

() R. G. M. D. N.
I, 273 303-3 3414 4096 4607
IT. 2697 307:2 4044 4551

284'4

II1. 273 4096 4551

to "~ to to

278 4493 469

(#1) PUNNAGAV ARALL
(a) Piirna in ascent and idescent; ‘madhya raga’
meaning that the ‘tira’ octave is not reached.
srgmpdn—ndpmgrsn—@G,
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Its range is from mandrasadja ni to the dha
above—YV.

“This 1is the embodiment of sound’; sam-
pirna in ascent and descent;, NSRGmPPD—dpM
Grss N—SV.

RL and SK agree with G; RV gives a good
saficarl. The raga assumes the Catussruti R in phrases
like g r g m p. ‘

(b) R. G. D, N.
1. 2697 303-3 404-4 4551
IT, 2667 307-2 409:6 4607
273 4267
2844 :
II1. 2067 3033
to to
2844 310

(iv) DHANYASI.
(¢) sgmpns—Sndpmgrs—Gand RL.
nsGmpN S—ndpmgrs;classed under the
20th Melakarta—YV.

Omits r and d in ascent, and consists of $ud-
dha svaras—A.

Belongs to ‘Sri raga mela’ and is bereft of r
and d;

D is an audava. (This classification is akin to
Venkatamakhin’s)—G.D. Govinda Diksita’s
definition is repeated by Tulaja.

The following saficari is given in RV.—S n
s—nndnsnnddp—nns—nsggr—S
grmggrrs—nsggmgmp—mpd—
mdpd—mpmp—gmpnndnd—pdd

—m p p—etc.
(b) R. G. D. N.
I. 273 307:2 ¢ 409 4607
II. 2697 303-3 404-4 4551
III. 2667 307:2 399-9 455'1

to to to to
273 317 4096 464'1
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(v) AHIRI.

(@) Sampiirna vakra in ascent and sampfirna in
descent.
Srsgmpdns—SnDpmgrs—G.
Classed under the 20th mela by V. The notes
of the raga are:
srsgmpdns—SnDpmGrs.

Govinda, Diksita’s definition includes several of
the raga’s current aspects. According to
him, Sa, ma, pa and dha for this riga are
$uddha; ri is paficadruti; ni is kakali; ga is
sadharana.

According to Tulaja this is a Takka Bhasa,
and derived from Bhairavi Mela; piirna, to be sung in the
evening; in the ascent and descent the notes occur in vakra
combinations. He gives the saficari: M grs—nsrr S—
ggrgmpddppS—Snddp—mpdppmgrsnS
etc.

RV givessmpnsnsr—nsmgmp—gmn
d p, etc.

RL agrees with G; SK classes the riga under
the 14th melawith the saficira:—Srsgmpdnspns—
snDpMgrs.

The current laksana of the raga includes all
the features noted above; $uddha ri and dha, sidhirana ga
and ni predominate; sharp ri and dha, antara ga and
kakali ni are accidental notes.

(b) R. G. D. N.,
I. 273 3072 4096 460-7
II. 2667 303°3 4044 4551
2697 320 . 4267 479'9
2844 324 - 432 486
2879
III. 2697 307 409'6 4607
. to to to to

- 287 322 435 479
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No. (9) DHENUKA.
(a) Meladhikara and sampiirna—Gj; called Dhuni
bhinna sadja by V.

(b) R. G. D. N,
I. 2697 303-3 4044 486

1I. 230 3111 4096 4799

111, 2697 3033 4044 4799

to to to to

273 320 426 491

JANYA (i) TAKKA.
(a) Riis varja-vakra in ascent;sgmpmdn s—
Sndpmgrs—Gand RL.

Assigned to the 15th mela by V who defines it
as omitting ri in ascent, and ni in descent, with a meagre
use of pa in both. Its safirara is given by Mr. Subbarama
Diksitaras SgmddndSorSgmpmgmdns—Sd
mgrgs or Sndmpmgmrgs.

R and D are komal; D is omitted in aroha—A.
15th mela; p is meagrely used; in ascent and descent distant
notes are combined; saficiri:—M gmrrgmdd N S—n
dmmrgrrgmS—smpngsmetc.—T.

(b) R. G. D. N.
1. 2697 3033 404-4 455.1

I1. 273 307-2 4096 4607

I1I. 2667 303 3999 455

to to to to

280 311 409'6 464

No. (10) NATAKA PRIY 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; SD’s saficira is given as ‘s g
mPndnsS—SndnPnpmggrrs.

) R. and G. D. N.
Same as for No. (7). 1. 4267 4551
1I. 432 460-7
III. 4267 4551

to to

455 469
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No. (11) KOKILAPRIY A.

(@) ‘Sampiirna’—G and RL; according to V, ga is
omitted in ascent.

(b) R. G. and D, NI.

Same as for No. (10) 1. 486

No. (12) ROPACATI.
(a) ‘Sampiirna’—G; according to V, ga dha and
ni are successively omitted in ascent, and dha is vakra
in descent.

(b)) R. G.andN. D.
Same as for No. (11) I. 4551
1I. 4607
4355

440

No. (13) GAYAKAPRIY A.
(a) ‘Sampiirna—G; V calls this ‘Hejjajji’ raga,
which omits ni in ascent. His name for the scale is Geya-
Hejjajji.

(b) R. G. D. N.
1. 273 320 4096 450
I 4494 & 4368
JANY AS':

(1) HEJJUJJI (a) omits n in ascent—G, RL & SV.
GD describes this as a mela with antaraga and the rest
$uddha svaras; Tulaja gives the same laksana and observes
that from this mela ‘Hejjajji’ and other ragas originate.
He gives the phrase Dnddpm—gmpd D S.
(b) Svara values same as for No. (13).
(1) JUIAV ALL
(a) Riisvarja-vakra. Saficira:smgmpdns—
sd nd p m g s—G; RL names it Jujadhuli or Sujaskivali
with the same saficira with descentassndpmgrgs;
SV gives the Saficira:sMgMpDns—dNdppMgS§S,
naming it Jujahuri.
(b) Svara values same as for No. (13).
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N.
III. 450 to 455-1.
(15) KALGADA. .

(a) srgpdns—sndpgrs—G. SV gives the
saficaira: SrGppD N S—Sn D P p G R S; it is named
Kalangada in RL.

(b) Svara values same as for No. (13).

No. (14) VAKULABHARANAM.

(@) Sampiirna—G, RL, and RS; V gives the mela
the name ‘Vati Vasanta Bhairavi’ and adds that ‘Vasan-
ta Bhairavi’ uses pa sparingly. Tulaja gives the same
description under the name Vasanta Bhairavi, and adds
that in ascent the phrase s r g m does not ocaur and in des-
cent pa is omitted.

(b) R. G.and D. N.
Same as for No. (13). 1. 4551
II. 4607
474

IIT. 4551 to 469.
No. (15) MAY IMALAVAGAUDA.

(a) Sampiirna according to G, RL and SK. V
gives the same laksana. Tulaja repeats it but adds that in
ascending from madhya to tara sadja ga and ni do not
occur regularly, e.g.,,dssr—srmgr—mpds S etc.

(b) R. G. D. N.
1. 273 320 4096 4799
II. 2697 324 399-9 486
2844 .. 404-4 4915
.. .. 4267 4976
III. 2667 320 404*4 479
to to to to
284 337~ 426 486
JANYA RAGAS.
(3) SAVERI. .

(a) srmpds—sndpmgrs—G, RL, SK; Ven-
katamakhin defines this as pfirna, ga and ni being omitted
in ascent, and sometimes used as tri§ruti notes (which is
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still true) ; classed under ‘Gurjari mela’ as an auduva by
omitting ga and ri—GD; T agrees with V; RV gives the
phrases:—dndpd—rsrgsrs—rgsrmgr—Sgr
gpdndpndetc.; A omits ni altogether, but otherwise
agrees with G.

(b) R. G. D. N.
1. 273 320 4267 4799

I11. 2667 307-2 3999 486

2697 324 4096 406

<844 e 404-4 ..

IIT. 2697 320 404-4 460

to to to to

273 324 426 479

() GAULA.

(a) D is varjavakra in ascent and descent; s r g m
rmpns—snpmgmr s—Gand SK; RL givessrm p
n s for ascent; V says it is sadava by omitting D, and uses
Girregularly:—srmpns—snpmrgmrs; A says it
omits G and D; GD says it is sidava by omitting dha
and has for arhsa ni and ri; Tulaja’s treatment of ga is
significant and illustrated in the saficiri: rm Pnsrgmr
rssnp—pmrs—S RGMRRS etc.

(b) R. G. N.
. 2667 320 4799
II. 2697 324 486
273 .. .
III. 2667 .. 4799 -
to to
273 4915

(i14) BAULL.

(@) Srgpds—sndpgrs—G,RLand 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 arhéa; Tulaja calls it Bahuli and
defines it as Sidava by omitting ma: the phrase pd nsin
ascent is rare according to him.

(b) R. G. D. N.
1. 2697 320 4096 4799
1;. 273 324 . .



Vii.]} THE ANALYSIS OF RAGAS. 177

1L 2697 320 4096 &L
to to to S
273 330 426 A

() NADANAMAKRIY A.

(a) Sampiirpa in aroha and avaroha. ‘Ma
raga’. Saficira: Srgmpdn—ndpmgrs N—G; RL
defines it as sampiirna and vakra and gives the saficara:—
Srgmpdpns—nsndpmgrsandan Andhra reading:
srgmpdn—ndpmgrsn; V describes it as piirpa; it
is adorned by m, and omits g in ascent acconding to Aho-
bala, who gives the phrasess MsrgmMgmpdnddpm
p m p MM—S r MM; Sampiirna, has antara ga and not
sidharana ga—GD; in arohana and avaroha the miircha-
nas are not irregular—T; V, T and GD call it Nadarama-
kriya. '

(b) R. G. D. N.
1. 273 320 4096 4799
II. 2697 3072 4044 460°7
111, 2697 320 4099 4799
to to to * to
273 324 426'7 4915

(v) MECABAULL.

(¢) srgpds—sndpmgrs—G RL identi-
fies this with the Andhra reading, and in an alternative read-
ing includes ni in ascent; sampiirna and without ma and
ni—V. T calls it piirna and gives the phrases: r s d r s—
dsrG—rgddppmmggpdS—nmdpMpdnd pm
grSrsn

(b) R. G. D. N.

Their values are the same as No. (15).

(vi) REGUPTI.
(@) Srgpds—Sdpgrs—G, and RL which
calls it Revagupti; V gives the samé definition; T says it
is audava by omitting ma and ni.

(%) R. G. D. N.
I 273 320 4096 4799
2
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(vii) MALAHARI.

() Srmpds—sdpmgrs—Gand RLand V;
—do—in avaroha the flow of notes in complicated and
dense T.

(b) R. G. D. N,
1. 273 320 4096 4799

(viit) MANGALAKAISIKA.

(a) riisvarja vakra in ascent. Saficira:smgm
pmDns—Sndpmgrs—G. RLgivesSmgmpdns
in ascent.

)] R. G. D. N.
1. 273 320 4096 4799
(1#) PADI.

(a) srmpns—snpdpmrs—G. RL names it
also as Pahadi. V defines it as sidava, omitting ga and
using dha irregularly; in ascent dha is leapt over—T;

(d) R and N.
I. 273 4799
(#) GAURL.

(@) Srmpns—sndpmgrs—G. According
to V cyutapaficama is also used. SD gives the saficira
‘Srmpdns—sndpmpmgrs,’ and remarks that
cyutapaficama is used in descent.

(b) R. G. D. N.
I. 273 320 409'6 4799
(#1) SINDHURAMAKRIYA.

(a) Sgmpdns—snpdpmgs—G. (Under
this name T defines an uttaranga mela).
" (b) G. - D. N.
I. 320 409'6 4799
(#%) GAULIPANTU.

' (a) Srgrmpdpns—sndpmgrs—Gand SK;
V describes it as sampfirna, and without g and.d in ascent;
T says it is a Bottabhasi, Piirna and in Aroha g and d are
omitted and the descent is regular. RV gives the phrases:
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Dpnsrs—nsrgrs—nsrmgrs—rmpmdp m p—
pmpdndp—mpnsr—srNdppd MG r—DMG r—

rrgrs,
(b) R. G.’ M. D. N.
I 273 320 34144 4096 4799
L .. 3456 ..

(#i1) SAURASTRA.

(a) Srgmpdns—snDpmgrs—Gand RL.
According to S. K. the saficirais‘srgmpDns—sndnd
pmgrs’. 'V saysthatitis sampiirna and uses occasionally
paficasruti dha, which is true to modern practice, which
almost exclusively uses the sharp d; the KaiSiki ni is an
accidental note; RV gives the phrases: Sgrsnsr s—
nsdnsr—ndnsrs—SSdpmgr—pndpmg r etc.
T classes it under this mela and says the notes are regularly
and irregularly applied. He gives the phrases: srsnD p
—pdpdndp—pm GrgmP petc.

(b) R. G. D. N.
I 273 320 4096 4799
4267 © 4607

(#1v) GURJARI.

(@) srgmpdns—sdnpmgrs—G. According
to V it is sampiirna, and has ri for graha; T says it is
piirna with the phrases: rsnp—dsrsnsns—rsns—
dsrs—rgPmgs—DnsdpM—pmggr—rsnsS:
Ahobala says ‘Daksina Gurjar?’ omits m and n in avaroha,
eg,gpdsrgrsdndpdpgmgrS.

(b) R. G. D. N.
73 320 4096 4799
(#v) PARAJU.

(@) Sampiirna according to G, V and RL. SK
gives as saficdara: SGmpdns—sndpmGrs.

(b) R. G. D. N.
1. 273 320 . 409'6 479.9
(#vi) PORVI.

(6) srgmpdnds—sndpmdmgrs—G. V
calls it sampiirna. RL calls it piirna but gives an Andhra



180 THE RAGAS OF KARNATIC MUSIC. [Caar.

reading which agrees with G’s. Tulaja gives the phrases:
SgrgmpdNddpS—sndpnmigpmgGrs.
(b) R. G. D. N.
I. 273 320 4096 4799
(wvit) VASANTAM.

(a) sgmdns—sndmgrs—G V saysitis
sampiirna with vakra ga in ascent, r being varja: it takes
the cyutapaficama. In present practice, this riga uses
sharp d more often than the flat.

() R. G. D. N.
1. 273 820 4096 4799
432 .

(avitt) LALITA.

(@) Omits pa—V. Ahobala gives the same lak-

sana and gives the phrases:srgmdnssndm—grsrs

nsndnnsrgmgrsns etc.; GD gives the same lak-

sana; Tulaja says it is a Takkabhisi.  He gives the

phrases:nsrmgr—rsnsnsnd—mdnsr—rmmd—

mdnSndndmmgrrSetc.; Tyagaraja’s song begin-

ning with the word ‘Sitamma’ has been traditionally handed

down as composed in Lalita with the saficira ‘smgmdns
—sndmgrs, using sharp dha.

(%) R. G. D. N.
1. 273 320 4096 479-9
432 .

No. (16) CHAKRAVAKAM.
(@) Sampiirna—G, RL, SK and RS. V gives the
name ‘Toya Vega Vahini. According to him ‘Vega
Vihini’ is Sampfirna.

(b) R. G, D. N.
I 273 320 432 4551
L. 2697 324 4267 4607

No. (17) SURYAKANTAM.
(@) Sampiirna—G, RL, SK and RS. V gives it
the name ‘Chayavati; and says it omits Pa in droha.
(b) R G D. N

I Sameas for No. (16). 4799
I, 486
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JANYA RAGA. BHAIRAVAM.

(@) srgmpdns—sdpmgrs—G RL says
it is vakra pfirna in descent. 'V calls it pfirna and assigns
it to the 16th mela; Subbarama Diksitar gives it the safi-
cira:—srgmpdns—sdpmpmgrs.

(b) Svara values same as for No. (17).
No. (18) HATAKAMBARI.

(a) Sampiirna—G, RL, SK and RS. V calls it
‘Jaya Suddha Malavi’, plirna using vakra dhaivata.

(b) R. G and Ni. Dha.
I Same as for No. (17) 455
1I. 440

No. (19) JHANKARA DHV ANI.
(@) Sampiirna—G, RL, SK and RS. According
to V, its name is ‘Jhankiara Bhramari’ and ni is omitted in
ascent. ‘

) R. G. D. N.
1. 2879 307-2 4096 . 450
IL. 436°8

No. (20) NATABHAIRAVI.

(a) Sampirna—G, RL, SK, RS and RP. V calls
it ‘Nari Ritigaula’; according to him Ritigaula omits dha
in ascent. S. Diksitar gives the saficirasrgmpdpns—
sndmgrs; Tulaja defines the Bhairavi mela with sSuddha
m and d, sadharana ga, Kaisiki ni and paficasruti dha.
This is to be noted, c¢f. V. Govinda Diksita also similarly
defines the Bhairavi mela.

(b) R. G. D. N.
I. 2879 307-2 404°4 4551
IL.- .. : 409'6
JANY A RAGAS.
(1) BHAIRAVI.

(@) G defines it as ‘pavarja vakra’ in ascent and
‘pavarja’ in descent:—s rgmndns—sndmgrs.
According to RL, it is sampiirna in ascent and omits pa in
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descent. According to SK it is sampiirna. V defines it
as sampiirna and as taking paficasruti dha occasionally.
According to RP it is sampiirna. A assigns it only
flat dha, with the phrases:—srgmpdn—sndpmgrs
—sgmgmgmpmgrs. T saysitis Upanga, named
‘Bhairavi’: Dha is améa: Sampiirna with the phrases:—
grs—srsnnd—pdndpm—pdns—nsgmgm—
gmnndn—pdn—snns. Present practice assigns it
sharp and flat dha.

(b) R G D, N

I. 2879 3072 4044 4551
432
II. 2844 303:3 4096 4494
291'6 426'7 460°7
4368
111, 2879 3072 4044 455'1
to to to to
300 317:7 419 374
432 to
449

(%) RITIGAULA.

(a) ‘Sampiirnavakra’ in ascent and descent: s g r
gmndmpns—sndmpdmgrs—G. According to
RL it is piirnavakra in ascent and pa is omitted in descent:
Sgrgmpmndns—snpmgrs. SK defines it as
Sgrgmns—sndmpmgrs. According to GD, n is
arhéa, and the riga is piirna. Tulaja says that in descent r is
omitted and miirchanas ending in pa are many. In des-
cending from s to p, d is omitted. He gives the phrases:—
gmgrGrs—gmndm NN—dmGr—nnn—grs
etc. Dha flat and sharp are used.

(b) R. G, D, N.
I. 2879 3072 4044 4551
432

(%) JAYANTASRI.
(n) sgmdns—sndmpmgs—G.

(d) G. D, N.
I 3072 409'6 4551
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(iv) HINDOLAM.

(a) R and P are varja and vakra is ascent: s m
gmdns—sndmgs—G. RLdefinesitasSgmdns—
sndmgs. V calls it auduva by the omission of ri and
pa; ditto, A and GD.

(b) G. D. N.
L. 307:2 426'7 455°1
II. 3033 4044 4607
(v) ABHERI.

(¢) Sgmpns—sndpmgrs—G,RL, and SK.
According to V it is plirna and omits pa in ascent. SD
gives it the saficira:—smgmps—sndpmgrs. GD
classes it under Ahari mela, which gives all the above
notes. He calls it piirna. Tulaja puts it under Bhairavi,
and names it Paficama Bhasa. He gives the phrases:—
gmpss—rsns—ndpmgm—psSM—mmggsnS
S—Pmmggss—SmgmPsnn—sSndp—mMm
g r s; RP classes it under the same mela. Dha sharp
is at present used, contradictory to laksana.

() K. G, D. N.
I. 2879 3072 4096 4551
432

(1) UDAYARAVI CANDRIKA.

(@) Sgmpns—snpmgs—G. V admits the
saficara but places it under No. (9). Tulaja derives it
from Natamela with dha and ga omitted. He gives the
phrases:—snp—snpmrpm—psns—rr pmp—
snns etc.

(b) Svara values same as for No. (20).

(v#h) ANANDA BHAIRAVI.

(a) G calls it sampiirna vakra in ascent and sam-
piirna in descent. According to V, fi is omitted and dha
is vakra in ascent, and the riga is sampiirna. RL defines
itasSgmpns—sndpmgrsandalsosgrgmpd p
ns—sndpmgrs. SKgivessgrgmpdps for
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ascent. A derives it from Bhairavi and gives:—n n s g
Ggrsrrsns—nnmggmmpmggmgGgrsn
NsM—DpmmpmggmgGgggGgrsnnsggr s
nnS Sassaficari. Tulaja says that the ascent and descent
of notes are not regular but complicated e.g.:—P d p m
Pmmggrsnns—ggs—PpSs—nnd—dppm—
mggrs—nnsgGSetc. RP gives Dha as arhéa and
gives mpdP Sn—dpMGrsnSetc. Antara ga
Kakali ni and sharp dha are admitted now as accidental
notes. :
(b) R. G. D. N.

I. 2879 307-2 4096 4607

324 432 4799

(vii) DEVAKRIYA.

(a) ‘Madhyaraga’. Pa is varjavakra in ascent
and dha is vakra in descent:—srgmndn—pdmgrsn
—G. This saficara is called ‘Andhra’ by RL, which gives
alsosrgmdns—sndmgrs. (V’s Devakriya corre-
sponds to G’s Suddha saveri) RP describes it as piirnavakra
under No. (20) with dha for amsa. T agrees with V.
Catusséruti dha is also used.

(b) Svara values same as for No. (20).
(i) MANJI.

(a) Sampiirna—G and RL. SK definesit:—sr g
mpndns—snspdpmgmrgs. V callsit sampiirna
and SD definesit:—ms Rgmpdns—sndpmgrs.
Sharp dha is now used as an accidental.

(b) Svara values same as for Bhairavi.

(#) NAY AKI.

(@) Ga is ‘Varjavakra’ in aroha and sampiirna in
descent:—srgmpdNdps—sNdpm Grs—G. RL
calls it ‘Andhra’ in form. V says it is sampiirna and sung
acoording to practice and classes it under No. (22). Now
the raga adopts sharp dha only.
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(b) R. G. D. N.
1. 2879 3033 432 455-1
II. 2916 307-2 4374 460-7

111. 3033 432

to to

3111 455

(#0) GHANTARAVAM.

(a) Sampiirna with dha for graha—V. SD says
that this is traditionally called Ghanta and gives its miircha-
nias sgrgmpdpndns—sndpmgrs. Inthis raga,
suddha ri, sharp ri, flat and sharp dha occur. In current
usage $uddha ri and Suddha dha predominate. RL under
this mela gives the saficira:—sgrgmpndns—nsnd
pmpmgrs. SK classes ‘Ghantaravam’ under No. (8)
with the saficira:—srgmpns—sndpmgr s; it adds the
phrases Sn D pdn sand G r g m p and calls the raga
‘sankrama’. A calls it Ghanta, assigns it komala dha, and
gives the saficari:—gmpdns—rsnsndpmgmpdp
mgmpmgrssrssn—gggmpdpmgrssr sn
—gmpdnsndpmpmpmgmegrgrsn—pdnS
r sn S. RP classes ‘Ghantd’ under No. (20) and calls
it sampiirna vakra in arohana and avarohana. GD puts
Ghanta under Sriragamela, with dha for arhéa; it is piirna.
T gives for it the following saficari under Bhairavi mela:—
Pmpgrsgrnsgrgmp—nd P—N S—nsnd P—
mpndp—pmpmgrsgrnSS—Nsgr—gmgr—
Sgrrsddp—mpdPsSS—nmsndpmp—n d p—p
ppmgrsgrnSS.

(b) R. G. D. N.
I 273 307-2 4096 4607
2879 432

No. (21) KIRAVANI.

(3) Sampiha—G, RI;, and SK. V calls it Kirana-
vali, with pa vakra and ma omitted in ascent and iti des-
cént vakra dha and ma.

) R. G. D. N.
1. 2879 807:2 409'6 4799
2
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No. (22) KHARAHARAPRIY A.
(a) Sampiirna—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. SDgivesSrmpns
—snpdnpmrgrs,

() R. G. D. N.
1. 2879 3072 432 4607
JANY A RAGAS.
(6) SRI.

(@) Avaroha is sampiirna vakra. Srmpns—sn
pdnpmrgrs—Gand RL. A says it omits g and d
in ascent and gives the saficari:—rrpmgrgrsSSns
ndpmpnns—nSrmmppnnSrgrsnsndpm
pmMmgrrgrgrsnnS. GDcallsitplirna. T says
it is very popular, ‘the prince of ragas’, the first of melas
and piirpa: its saficari according to him is:—S sns—rg
rs—snp—mrmpnp—mnsnsrgrs—snnpdnpm
m Petc. He says that it belongs undoubtedly to the sadja-
grama.

(b) Svara-values same as for No. (22).

() MADHYAMAV ATI.

(@) Srmpns—snpmrs—G, RL, SK and V.
GD puts it under Sririga mela. A gives r, m and n as
amSas, with the saficiri:—m pnsrmrsnspmpnp
mpmrmrs. T callsit raganga under Sririga mela and
gives the phrases:—p PmnpnpmrMmrmmpn
n s etc.

(b) R. N.
I. 2879 4551
(#%) MANIRANGU.

(@) Dha is varjavakra in ascent, and dha is omit-
ted in descent:—s rGmpns—snpm G rs—G. RL
gives it as the Andhra reading: it also gives:—srmopns
—sndpmgrgrs. V agrees with G. RP says it is
plirnavakra in avaroha.  Accoriding to T it is sddava by
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the omission of dha, and has the phrases:—msrgrnnsn
—grrsn—srmp—mpn—snpmgr—rSSetc.
(b) R. G. N.
I. 2879 307-2 4607

(i) SAINDHAVI.

(a) ‘Madhyaraga’; Ndnsrgm—pmgrsndns
—G. V describes it as piirna with dha irregularly used in
ascent. SK gives the saficira Dnsrgmpdn—dpm
grsnd. According to T it gives victory in battle and is
sampiirna; he gives the phrases:—sr s—rsnn—dnsr—
srmmpd—pndp—sndpmpmgr—mggrrs.
RV gives the phrases:—mdnsr—srgrr—rsgrr—
grsrr—rgrgs—sgrrs—grmgg—rgrrgg r r—
srmmggrs—rrgsgr—mmm—ppp—ddppm—
pdpd—mpmp—dpmgr—pmgr—mgrgr—sr
ndsrppdmpDP.
(b) D. N. R. G.
I. 216 2303 2879 * 3072

(v) USENL.

(a) R is amm$a; Sampiirna. Saficara:—S R G m
pdns—sndpMgrs—G. RL says this is the Andhra
reading; its other readingis Srgmpdns—sdpmgrs.
V calls it a sampfirna, raga. According to SK the safi-
cirais Srgmpndnsinascent. RP gives ri as arhfa,
and calls it piirna and piirnavakra in arohana and
avarohana. T calls it piirna, with sa for arhéa, and gives
the phrases:—rgMgrS—rgmpnmndpm—ndn S—
ndpm—pdmgrs—rgrrs. RV gives the phrases:—
ndnsr—srgr—sgrrs—rgmpmgrgsr—rp M g
rmgr—Sgrr—ssrgmpdpm—pdpndn p d m—
dndns—ndnsrSndp—mpdnpd—mpmgrs
etc. Suddha dha occurs as an accidental in current usage.

(b) R. G. D. N.
1. 2879 307-2 432 460°7
4096
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(w) KAPI.

() SrGmrpmpdns—sndpmgr s—G.
This is an Andhra reading according to RL which des-
eribes the saficira as sampiirna also. V describes it as
sampiirna. RP says it is famous and sampiirna in aroha
and avaroha. Tulaja calls it piirna and gives the phra-
ses:—Rggrs—rgmpdns—sndpmgrs—Rggrs—
ndp—DNS—pdnsrgmpmnn—snpmmpm—
pgrsran—dpmpdns—rrnpmgrs.
(‘Hindustani Kapi’, which is the popular form of
Kapi, uses antara ga, Suddha dha and Kakali ni in addi-
tion.) '
(b) R. G. D, N.
1. 2879 3072 432 4607
(vii) DARBAR.
(a) Srmpdns—SNdpmGRS. Thedescent

is sampiirna and in it ri and ga are shaken—G. RL gives
the same saficara.

() R. G. D. N.
I. 287'9 3072 432 460'7
111 3072
to
337

(vitt) MUKHARI.

(a) In aroha dha is varjavakra. Saficira:—s r
mpdnds—sndpmgrs—Gand RL. According to
SKitissrmpnds—sndpmgrs.. V puts it under
No. (20) and defines it as omitting g and n in ascent.
(GD identifies it with the ‘Suddha’ mela.) A assigns
komala ri, pfirva ga, piirva ni and komala dha and gives
the phrases:—d Srmm Pnndpmggrsrss—
dsrmmpdssrggrrsndnndpmpMgr
srss DS At present Suddha dha is also used.

(b) R. G. D. N.
I. 2879 3033 4096 4551
432



ViLl THE ANALYSIS OF RAGAS. 189

No. (23) GAURI MONOH ARI,

(@) Sampiirna—G. V calls it Gauri Velgvali:
according to him Velavali omits ga and ni in ascent.
(b) R. G.and D. N.
I. Same as for No. (22) 4799

No. (24) VARUNAPRIYV 4.

(a) Sampiirna—G. V calls it Viravasantam: It
is gavarja, with vakra dha, omits dha in ascent and is
sampiirna,

(b) R. G.and N. D.
I. Same as for No. (23) 4551

No. (25) MARARANJANI.

(@) Piirna—G. V calls it Saravati, which omits
ri and ga in ascent according to him.

(d) R. G. D. N.
I. 2879 320 4096 450

No. (26) CARUKESI.

(a) Pirna—G. Called Tarangini by V actording
to whom it omits ri and ga in ascent, and in descent uses
the phrasepdnrgMgr.

(b) R. G.and D. N.
I. Same as for No. (25). 4607
No. (27) SARASANG]I.

(a) Sampiirna—G. ‘Saurasena’ omits ri in des-
eent—V,

(5) R. G.andD. N.
1. Same as for No. (25). 4799
No. (28) HARIKAMBHOIJL.

(a) Samplirna—G, RP etc. Called ‘Harikedira-
gaula’ by V who defines Kediragaula as Sampiirna and
omitting g and dha in ascent. Govinda Diksita calls Hari-
k&mbhoji by the same ‘Kambhoji’ mela.

() R - G D. N.
1. 2879 320 432 4551
I, 2916 324 437°4 4607
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JANY AS.
(4) KAMBHOIL.

(a) Omits ni in ascent and is piirna in avaroha—
G. 'V calls it sampiirna and without ga and ni aroha. A
says ma and dha are arhéas and gives the phrases:—g p
dssndsds—dsrmmgrs—dsrmgrssrggrg
rs—sndpDpmgpdSrsndpdpmggpdsrgr
srmgrs—srsssndpdpmgrgrsetc. According
to him m and n are omitted in ascent. Tulaja calls it a
bhasa of Kakubha, omitting m and ni in ascent and gives
the phrases:—gpdsSnp—pdnpdpmgrs—srgmrs—
dnpP DDSetec. The kakali ni is now used in the
phrase ‘sNp’.

(b) R. G. D. N.
1. 2879 320 432 4551

. . . 4799

II. 2844 324 4267 460°7
2916 . 4374 .

III. 2879 320 432 4551

to to to to

2913 3274 440 4641

(ii) KEDARAGAULA.

(¢) Srmpns—sndpmgrs—Gand RL. GD
describes the mela of the riga as piirna with paficadruti ri
and dha and the other notes given above. RV gives the
phrases:—msrgrs—nnSrgsr—Sgrgrs—mg
rgrs—mdpmg—rmpdpdmpd—mpnndp—pn
dnpdmdpmgr—dpdmpndp—sndpdm p n S—
snddMggS. Tulaji derives it from Kambhoji mela;
calls it prna and gives the saficiri:—S snd p—nndp
mgr—rmpnNd—nsndpm—pnn Setc.

() R. G. D. N.
I. 2879 320 432 4551
II. 2844 .. 4267 4607

2916 437+4



ViLj THE ANALYSIS OF RAGAS. 191
(is) MOHANA.

(a) Srgpds—sdpgrs—Gand RL. Classed
under No. (65) by V. Tulaja calls this ‘Mohanakalyan?’
putting it under Kambodi mela with the phrases:—S r s d
p—dsrgrgp—gpdS—dpdsdp—dpgr—gpgdp d
—gpgdpG—p G.rgr R S; he says the svara group-
ings are vakra in this raga.

(h) R. G. D.
I. 2879 320 432
II. 2916 .. 4374

(i) JUNJHUTI.

(a) ‘Madhyariga’; mandra ni is omitted in iroha
and avaroha is sampiirna; Saficira:—d sr gm p d n—
dpmgrsndpdS—G. SK gives the saficira:—dsrg
mpdn—mdpmgrsndp. Thesidhirana ga is also
now occasionally used.

(b) R. G. D. N.
1. 287°9 320 432 . 4551
3033
(v) SAHANA.

(@) Nis améa. Saficara:—srgmpmdns—S
ndpmgmrgrs—G. RL says it is pavarja and vakra
in ascent:—S r g m d m d n s, and in descent sampiirna.
V classes it under No. 22, with pa as vakra, in ascent and
as piirna. There is nowadays a tendency to introduce
the Kakali ni as an accidental: This is not sanctioned by
traditional laksya and laksana.

(b) R. G. D. N.
I. 2879 320 432 455°1
II. 2844 3111, 4267 4607
3072
(vi) NILAMBARI. )

(a) In aroha it is sampiirna vakra, and dha is
varjavakra in avaroha; the saficirais:—srgmpdpns
—snpmgrgs—G. SK classes it under the same Mela,
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but gives the avarohaassnpdnpmgrgrmgs RL
classes it under Mela No. (29) with the saficira:—s r g
mpdns—Snpdpmgrgmgs. V puts it under
No. (29) calls it sampiirpa, with vakra dha, and vakra ri
in avaroha; SD gives it the saficira:—Srgmpdpnnsn
dns—PnpMgrgs RP puts it under No. (28).
Current laksya makes use of Kaikali ni generally with
Kaisiki ni as accidental. RV gives the phrases:—n s S
snsggmggrmgs—SnpnnS—msgrs—nnSm
—ggrmg—Sgrgmgmp—gmpdpmp—mpdnp
mgm—pdpmgs—pSnpdpm—gmpnnsnnd—
pndndmgmrmgsetc.

(%) R. G. D. N.
1. 2879 320 432 4799
.o .. .. 460°7
A II. 2916 307-2 426'7 4551
(vii) SAMA.

(0) Srmpds—Sdpmgrs—G V accepts
this saficara, but classes it under No. (29). Tulaja puts it
under No. (28), and gives the phrases:—Srsrm g r—
mmddp—dDS—Sdpmpmgsrssetc.

(%) R. G. D.
1. 2879 320 432

(wii) DVIJAVANTI.

(@) Aroha is sampiirna vakra, avaroha is sam-
plirna visatiavakra., Saficira:—srgmpdns—sndp
mgr gs—G. RL says it is pfirna in droha and vakra in
avaroha; gives the saficira of the des¢éntas Sndndp
m p g r s, calling G’s rendering as Andhta. V calls it
sampiirna and as sung according to laksya; SD gives the
saficira:—Rgmpdsndns—ndpmgrs—rmgrs.
Sadharana ga is a visiting note.

by R. G. D, N.
1. 2879 320 432 45541
307-2
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(1) YARUKULAKAMBHOII.

(6) Srmpds—sndpmgrs—G,RL and V.
RV gives Yarukulakambhoji tinam as:—M PndPndp
—mdpdpndp—mpmdpmgr—srmpdnd d—
mpdpmgr—ddpmgr—pdsndd—pdmpd—
sndpmgrs—rmpdsnd.

(b) R. G. D. N.
1. 2879 320 432 455-1
II. 2916 4374 4607
2844 426'7
() SURATI.

(¢) Srmpns—sNdpmgpmRs—G. Accord-
ing to RL, g is omitted in aroha and in avaroha. V de-
fines it as omitting g and d in ascent: calls it Surata.

(b) R. G. D. N.
I 2879 324 432 4551
II. 2844 4607

(%) KHAMAS.

(a) G defines it is bereft of ri in ascent, and in
avaroha is sama-visama-vakra, and mixed with catus-
§ruti ri. His saficiraisSgmpdns—nsndpmgs.
- Now kikali ni is occasionally used as an accidental.

() R. G. D. N.
I. 2879 324 432 455'1

486
IL. 320 4267 4607

(i) NATAKURANJIL

(¢) Srgmdns—sndmg s—G. According
toSK,itisSrgmdns—sndmpmgs. V says it omits
p and r in descent. T calls it piirna, and says pa is leapt
over; he gives the phrases:—Snd ns—n sr—Gmrsnd
—nsnpD—ndmgs—mgmndns—etc RV gives:—
Sndnpdndns—nsrrsr—mgs—gmpmmg—
smgmmnn dns—etc.

s
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(5) R. G. D. N.
I. 2879 324 432 4551

No. (29) DHIRASANKARABHARANAM.

(@) Sampiirna—G and V. SK and RL class
‘Sankaribharanam’ as a janya under this scale with the
saficira:—S rgmpdns—sdpmgrs. GDcallsita
sampiirna, raga with paficasruti ri and dha and idescribes
its mela. Tulaja makes an interesting distinction between
the mela and the raga named Sankarabharanam; he says
that this raga is derived from Sankarabharana mela, and
uses pafica$ruti dha. He gives the phrases:—ssnd N Sdp
—mgrgmpdnSnD—g—grs—sndnS—SnP—Dp
—gpdSNSDMGmRsete. RV gives the phrases:—
nsdnpdnsrs—gmrg—smgmpmg etc.

(b) R. G. D. N.
I. 2879 324 432 4799
I1I. 291'6 320 4374 486
III. 2879 324 432 4799
to to to to
2913 330 440 490
JANY A RAGAS.

(i) KURARNJI.

(@) ‘Madhyaraga’;nsrgmpd—dpmgrsns
—G. RLgivesnsrgmpdn—ndpmgrsn;its
.AndhrareadingisSnsrgmpd—dpmgrsns. Vde-
fines it as sampiirna omitting dha in ascent, with vakra
dha in descent. T calls it piirna and upanga: in ascent
according to him g and d, and in descent id are leapt over:
he gives the phrases:—Pmgrs—nnsrmggrs—snn
‘pmm—mggrS—nns—rmmgmpnnSetc.
(%) N. R. G. D.
1. 243 2879 320 432

(#) KEDARA.

(a) R and D are varja and vakra in &roha, and
the avaroha is sampiirnavakra. Catu$-$ruti dha is in-
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cluded. Saficira:—smgmpns—Snpmgmdpmg
r 8—G. AccordingtoRL,srgmpns—snpmgrs;
the Andhra reading being smgmpns—snpmgrs.
V says it is an audava, by omitting dha, and its ga is
vakra. T says it is sidava by the omission of dha and
gives the phrases:i—m gmp Pn M PnSS—mgmgr

snsetc. L SR
() R, G. D. N.
I. 2879 324 4267 486
IL 320 4799
(#) BYAG.

(@) Sgmpndns—sndpmGrs—G. Kaiéiki ni
is now used as a visiting note.

(b) R. G. D. N.
1. 2879 324 432 479
4607

(tv) HAMSADHV ANI.
(@) Srgpns—snpgrs—GandV.

(b) R. G N.
1. 2879 324 486
1I. 273 4741

(v) DEVAGANDHARI.

(@) In aroha it is sampiirna vakra, and sampiirna
in avaroha. Saficira:—srgrmpdnS—snDpmg
R S—G. According to SKitis srmpds—sndNdp
m R S. (GD and T class it as sampiirna, under Sririga
mela) Kaidiki ni is used as a visiting note. V describes
it under No. 22 as sampiirna with vakra ri and dha.

(5) R. G. D. N.
1. 2879 324 432 4799
‘ 4607
II. 320 45511
(%) ARABHI. :

(@) Srmpds—sndpmgrs—G Vsaysit
omits g and r in ascent, and occasionally uses ri in ascent.
RL gives ri as arh$a. According to GD it is sampiirna.
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T gives the saficari:—S D R S—M g r S N—d n s—
ddp—pmpdndnsrMgr—rns—DNNS. Tyaga-
rija avoids the open use of ni in his Paficaratna Krti in
Arabhi. In current usage g and n are very sparingly
applied.

() R. G. D. N.
I. 2879 324 432 4799

(vit) NAVAROJU. -

(@) Madhyardga. Pdnsrgmp—mgrsnd
p—G. RL repeats this laksana and gives dha as améa.
V says it is a sampiirna raga, its range being within the
two paficamas (i.e., mandra and madhyama).
() D. N. R. G.
I. 216 243 2879 324
(viii) ATANA.

(a) In aroha g and d are omitted. Srmpn s—
snDpmgrs—G Sampiirna according to V who
classes it under No. (28). RL classes it under No. (28)
giving the saficira:—Srgmpdns—Snpdpmgmrs;
dha is arh$a. KaiSiki ni is now used as an accidental.

(b) R. G n. N.
1. 287°9 320 432 4799
4551
1L 303:3
to
3414

(i) BILAHARI.

(@) Srgpds—sndpmgrs—G. V calls it
Bilahuri with vakra ma in ascent and occasionally using
ni. T calls it Bilahuri and gives the phrases:—s r gpm
ggrs—rgpdsndsndpmgrsn—drS—ns
dpmggrs—etc. Kaiiki ni is also occasionally used.

ON R. G. D, N.
I, 2879 320 432 4799
4607
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(#) SUDDHASAVERI.

(a¢) Srmpds—sdpmrs—G. With the same
saficara, classed under No. (28) in RL. According to
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:—sid s—ddssrr M M—
rmpddP—pMp—DS. We may believe that somehow
ri and dha became sharpened and T’s Suddhasaveri attain-
ed the modern form.

(b) R. D.
1. 2879 432
(#i) BEGADA.

(@) Sampiirna vakra in droha, and sampiirna in ava-
roha. SgrgMpdNdps—SNdpMgrs—G. V de-
fines it as sampiirna and as omitting ri in ascent. RL says
r and d are omitted in ascent and the raga, is sung with sam-
plirna prayoga in descent: it gives the saficira:—s g m
pnsorsgrgmpdNdps—sndpmgrs. Ma and
ni give character to this riga and their peculiar values
are given below.

(%) R. G. M. D. N.
1. 2879 324 341-4 432 4799

II., 3456 486
3499 4607
352 4693
III. 3414 4551

to to

3806 4855

No. (30) NAGANANDLI. .
(a) Sampiirna G. ‘Nagabharanam’; vakra d in
aroha and no d in descent—V.,

(b) R. G. N. D.
I, Same as for No, (29). 4741

No. (31) YAGAPRIY 4.

(a) Sampiirna—G. ‘Kalavati’; omits nin ascent
and g is vakra in descent—V,
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(d) R. G. D. N.
I. 307-2 324 4096 436'8

No. (32) RAGAVARDHANI,
(a) Samplirna—G. ‘Ragaciidimani’: omits g in
aroha and d in descent. R is varja—V.
(b) R. G. D. N.
I Same as for No. (31). 4551
No. (33) GANGEYABHUSANLI,

(a) Sémpﬁrr,xa——G. ‘Gangatarangini’: D and r
are vakra in descent—V.

(b) R. G. D. N.
I Same as for No. (31). 479-9

No. (34) VAGADHISV ARI.
(a) Pirna—G. ‘Bhogacchayanita’: omits d in
aroha; d is vakra in avaroha. G is varjya—V.
(%) R. G. N. D.
I. Same as for No. (32). 432
No. (35) SULINLI.

(a¢) Piirna—G. called ‘Sailade$iksi’ by V, accord-
ing to whom r and n are omitted in ascent, and g in descent.

(b) R. G. D. N.
L Same as for No. (34) 479-9

JANYA.
(i) DESAKSI.

(a) Defined by G as consisting of satsSruti ri, anta-
ra ga, catu$-§ruti dha, kakali ni, and omitting m and n
in ascent. The avaroha is sampiirna vakra. G adds how-
ever that the raga is derived from Harikambhoji mela.

RL calls the riga Desiksari’ and defines it as omit-
ting ni in ascent and as being vakrapiirna in avaroha; It
gives the saficira Srgmpds—sndpmgmrs. SK
classes it under No. (35), which is supported by a gita by
Subramanya Aiyar of Tiruvaiyar.



VIL] THE ANALYSIS OF RAGAS. 199

GD defines Desaksi mela as having suddha ma, pafica-
sruti dha, satSruti ri, antara ga and kakali ni, T derives
Desaksi from the above mela and gives the saficari:—g p
dds—mmmr—sssn—pdr—Pd—Snppmmrs—
rssndSS—ddpdSs—dsnppmr—gpDSetc.
V defines that Sailade$aksi omits r and n in ascent and g in
descent.

() R. G. D. N.
I. 303-3 324 432 4799

No. (36) CALANATA.

(a) Sampiirna—G. Under this mela, G describes
Nata as of sampiirna aroha and as omitting g and d in
descent. This agrees with V’s definition. A gives the
saficari:—rgmpdnssnpmmpmmRSrgmrg m
pdnsdn—etc. T calls it a Bhasanga derived from
Naita mela; he says ga is omitted and gives the saficari:—
SSSnp—rgmdnssnMpp—dpNS—SSSn
PSSSn—SSRrrgmpdn Snpetc.

-

(d) R. G. D. N.
1. 3072 324 4607 4799
II. 3033 4355 486
3111 440
III, 3033
to
3177

The foregoing are called ‘Parvanga ragas’ by Ven-
katamakhin. The melas No. (37) to No. (72) are called
‘Uttaranga ragas’ 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 melakartis in
the Piirvanga group apply generally to this group also,
which can be taken to be distiriguishéd solely by the value
of the ‘Pratimadhyama’ in almost all the cases. The
difference in nomenclature and saficira between the schools
of G and V can be perceived by reference to the gitas by
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G and V, the Caturdandi-prakidiki and the Sarhgita-
sampradayapradarsini. Therefore only a few well known
scales and ragas of the uttaranga group are analysed here.

No. (39) JHALAVARALI

(@) Sampiirna—G. V calls this Dhali Varalika:
he describes Varali as pirna. This definition of Varali
can be taken as final. GD defines it as having Suddha S,
p, d, and g, kikali ni, and satSruti ma. T says Varili is
piirna, derived from this mela, a Bhinnapaficama Bhisa,
with the saficiri: grgmpd—mpdsSndpmGr—
Srgmpdns—rgmpdndp—mdndmggr S, etc.

(b) R. G. M. D. N

I 2667 300 3647 3999  491'5
II. 2844 291 3792 4096 5056

2730
IIT. 2879 486
to to
2933 5056

No. (45) SUBHA PANTUV ARALI.

(@) Piirna—G. V calls it Saiva Pantuvaralika.
He defines ‘Pantuvarali’ as piirna. Here also there is re-
markable agreement between the 2 authorities, which
should give Pantuvarili a final definition. ~RL defines
it as Sampiirna in aroha, and omitting pa in descent.
According to T this is piirna and “derived from Sindhu-
ramakriya Mela (consisting of Suddha ri, sadhirana ga,
‘antara’ ni and Vikrta Paficama ma) with the saficari: Sr
gmddndNs—ndpmgrS—rGrrS—grndN S—
etc. ’

(b) R. G. M. D. N.
I 273 8072 3641 4096 486

No. (51) KAMAV ARDHANI.

_ (o) Pirna—G. Called Ki$iramakriyd by V,
according to whom it is sampiirna but with vakra ri in
ascent.
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(b) R. G. M. D. N.
I 273 824 3641 4096 486

No. (53) GAMANASRAMA.
(a) Pirna—G. Called Gamakakriya by V.

(b) R. G. M. D. N.
I. 273 324 3641 432 4799

JANY A.
(1) PURVIKALY ANI,
(a) Saficara: Srgmpdnds—Sndpmgrs—

G.
(b) R. G. M. D. N.
I. Same as for No. (53).
No. (65) MECAKALYANI.
(a) Samiirna—G. Called Santa Kalyani by V.
(b) R. G. M. D. N.
1. 2879 324 3641 432 486
II. 2916 337 3686 4374 - 4976
JANY AS

(i) YAMUNA KALYANL.

(@) Ni is varjavakra in ascent and descent. Safi-
cira:Srgpmpds—Sdpmpgrs—G V defines
it as sampiirna, and as using Suddha ma; SD gives the
saficira: Srgmpdns—Sndpm GRS, SD gives g,
r and d as amda. Suddha ma is also used as an
accidental.

(b) R. G. M. D.
1. 2879 324 364°1 432
3414

(i) HAMIRKALYANL.

(a) Spmpdns—Sndpgmgrs—G. SD gives
sampiirna aroha and avaroha, for this rdga, and mentions
g, d and r as amsas. Suddha ma is used as an

accidental.
26

-
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(b) R. G. M. D. N.
I 2879 324 3641 432 486
3414

The foregoing ragas 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 rich
with colours endowed by usage and constant refinement.
What this compositeness means with reference to 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 between different Schools
as regards the saficira of the ragas other than those re-
corded above, making allowance for ifferences in the
names used by Govinda and Venkatamakhin. For their
arohana and avarohana reference may be made to the gitas
by Govinda, Venkatamakhin, Paidal Gurumirti Sastri,
Tiruvaiyar Subramanya Aiyar, etc., and to the list of ragas
given in the Ganendu Sekharam, Giyakalocanam, Gana-
bhaskaram, Sangita Sampradaya Pradar$ini and other
standard texts.

It is to be noted that many compositions of Sri Tyaga-
rija in uncommon ragas are from time to time being
brought to the notice of the public. There is reason to
believe that these ragas have been created by Tyagarija in
most cases, according to the Melakartd 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 composed at present
in many rare ragas, the nature of which is therefore being
defined for the first time. In Appendix V are given the
arohi and avarohi of some rare ragas in which songs have
been composed in recent times.



APPENDIX I
SOME INTERVALS COMMON TO VEDIC AND KARNATIC
MUSIC.

In the following passage :—

R S S N SR SrS NSSR snS rss
yo(a)pam puspam veda—puspavin prajivin pasumin bhavati
—(Yajurveda)
R is sometimes intoned as a suddha rsabha of less than 3
Srutis (corresponding to the dvi§ruti rsabha of Karnatic music)
but more often as a catu$§ruti rsabha. When rarely the verses are
chanted at twice the normal pitch, R partakes the nature of a satéruti
rsabha. N is sometimes akin to Kakali ni (15/8) but usually occurs
as an interval divided from Sa by a tone.
In the line—
sRN ssR nSN sRsN SR NSSR
yathina§ §amasa dvipade catuspade  viSvam pustan grime
NS sRsS
asmin anaturam— (Yajurveda)
the intervals divided by asterisks are divided from one another by
six §rutis approximately. These can be treated as satSruti intervals,
which however do not occur as independent intervals but only result
in the course of the particular piece chanted. There are numerous
instances of this kind of interval in Vedic music of the above typc.
The following Siman using 7 notes, the only example of its
kind, affords interesting and important material for study. The
rendering in notation (the same as is given in Chapter II) is by
Mr. Sankaranarayana Aiyar.

A gErarg A A6 g M2l &
A srafag desmaarg A -y aam
B. 0 aRIRTm G 1 ararwr
C. ararar qu 9 91 9 91 v a1 0 Ar W
WRAJTATS2q—s2F | & 752 ¢—
A. mamam s g—ar & § Mk ar & ar—
B, W € 919 91 qr—97 S 97 9T 9T 9T S O §—
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AR [ A AT A—IT AT AT A/ A A—

FT—a U AT & ¥ AT 7 3 {—

a1—Ga MR MR MR ¥ T R ar §y ar—-

AY—q1 9T 97T T 9 9 97 ¥7 97 9

Q—T | ALAT A A/ A7 R AT T—

€S2 & & a1 $2 §—&7 s2—x7 a1 M3 s234 €

. Q@ e e & G—a1 & a—a & | e faddioga
qr 97 9T 97 97 91 9—a¥ 9—9 qF /7 90 A a5 &0

T a7 /T AT AT A T— Q1 q—ar a1 & a0 &1Ar

awy> 0wr

1 2 3 5
myg—a @ aAMs234 AT As 23

.maA—amdaarNmaaEmdT g mwaA |
AI—N AR ATAY I qH
C.waa—uwrmmdmamarnaaaad

2 1

91§ 343 T—3A s 2345 T n T
A. & &y 9 @ @—ar @ & s oar o & o9
B. wamara—yqrqrara & g dra
Cmadadr—armdarqy

W >

This Siman makes use of seven notes, a complete Saptaka
from Krusta which occurs three times (under the number 7) to
atisvirya. The notes according to A mode (representing current
practice) may be seen to have close affinity to those of the sadja
grima. But it is very difficult to formulate a general rule governing
the Saman notes of A mode. Because, very often, the first note
or prathama is represented both by ga and ri and the mandra or
fifth note by mandra pa; the atisvirya is taken to and rendered as
sadja; the closes on the 1st, 2nd, 3rd, 4th and Sth notes are often
inexplicably rendered on the sadja svara; and there is no
conscious effort to intone krusta as madhyama, though it
is perceptibly raised above the prathama svara. Under
these conditions, each Saman according to current usage
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 scale is from madhya
madhyama to mandra paficama. The Krusta is rendered as a §uddha
madhyama though it is sometimes slightly less in pitch. In the
music of the Gindharva Veda the 3 notes in mandra sthina, ‘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 Sama Veda represents the ancient method.) The Saman notes
in the form of this Saptaka correspond to the miirchana of the
sadja'grima called ‘Uttaramandra’ (can it be that the name ‘Uttara-
mandra’ contains a reference to the raising of the mandra notes
to the madhya sthana?) In this Saptaka, Krusta is equal to ma
(Suddha) and is literally a madhyama or middle note. This gamut,
spreading over the 3 sthanas, i.e., the lower, middle and higher
registers, (already mentioned in the Rkprati-8akhya) is at the start-
ing point of the practice of secular music.

The Nirada Siksa, though presenting difficulties regarding the
frutis and the order of svaras used in the Siman chant, goes a
long way towards the elucidation of the general nature of the
svaras of the Sdaman scale. The relation of the Saman notes and
the notes of the flute in the Siksa is very important. The latter
are mentioned simply by their names, without any other qualifica-
tion, and as such, in my opinion, they refer to the §uddha notes of
secular music. This inference is supported by 2 facts. First,
Sarngadeva refers to the notes of the flute in the same manner
without any qualification, meaning by them the §uddha notes, and
Kallinatha accepts this usage (vide verses 441 to 446, the Vadya-
dhyiya of the Sangita Ratnikara). Secondly, the current into-
nation of the notes of the Saman chant is not incompatible with the
Suddha notes of lay music taken to be mentioned by the Nirada
Siksa, but closely corresponds to them. It is true that there is no
strict uniformity in the notes in the current modes of rendering
Samans, which generally are allied to the scale Kharaharapriyd. But
if it is accepted, that the Sama Veda was chanted to the Suddha
svaras mentioned by Bharata and Sirngadeva on the basis of the
illustration of the Nirada Siksa with reference to the flute, the
intervals used in the Sdman scale must be the same as those of the
sadja grama, consisting of two, three and,four &rutis,
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SOME UNFAMILIAR INTERVALS USED IN CURRENT
RAGAS.

In addition to the intervals given in Chapter II, the following
also occur in the rendering of various ragas:—

256,225 40/27 128/75
36/25 225/128

729/640 128/75 160/81

75,/64 2187/1600

243,200 1280/729

2187,/1600 50,27

176/128 243/125

The vibrational values corresponding to these ratios are to be
found in Chapter VII. It is to 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 nature of the raga, and acting as the vehicle of
gamakas while being shaped by them. It is withi reference to such
intervals that the full significance of the gamaka or the shake of a
note being a vital manipulation of melody can be adequately realised.

In chapter VII some values of ‘illusory notes, (mentioned in
Chapter II) which cannot be ignored in the practical rendering of
music, are also given. For example, in Todi, G=312:9, and N=
469:3; in Bhiipila, G==301:7; and in Bhairavi, N=450:7. Other
instances may be found in this chapter.
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VENKATAMAKHIN AND GOVINDA.

According to Mr. M. Ramakrishna Kavi copies of the Sangita
Sastra Sanksepa are available in the Andhra country, in Mysore
and in the south, besides the copy in the Adyar Library. He is of
the opinion that the work is more ancient than the Caturdandipraka-
fika. But any criticism of the scheme of 72 melakartis may
be dated perhaps only since the time of Venkatamakhin. I con-
sulted Mr. K. V. Ramachandran’s copy of the Adyar manuscript.
There is a printed version of the gitas contained in this rescension,
and othgr written versions similar to this are stated to have been
in circulation among artists in the Tanjore district for the past one
century and more.

The differences between Venkatamakhin and Govinda in their
treatment of theory are striking and fundamental and indicate the
progress of the art. In Chapter II it was shown how Govinda
departed from the Caturdandiprakasika in adopting 6 varieties each
of rsabha, gindhara, dhaivata and nisada, and 3 wvarieties of
madhyama. He defines (evidently) §uddha svaras thus:—

TEA HSFAY 777 WIREFA: ||

wut Ay () sq (@ ?) [EHRSAMGHE: |
T ¥ e fred mewdadt |

9% 9= 9gAT YSIACIAAT: |

The reference to the Acyuta Riya Mela Vina may be associated
with the Vind of the same name mentioned by Ramamaitya. The
assignment of five §rutis to sadja and paficama respectively is intrigu-
ing. Govinda's ‘reason for this seems to be the fact that s§uddha
nisida and sadja according to his reckoning are separated by five
frutis and that duddha gandhara and §uddha madhyama are similarly
separated by five §rutis. Even according to him paficama consists
of four frutis. He divides the octave into 12 sthanas, by combining
the first and second Srutis into the first ‘grgha’, the third and fourth
Srutis into the second ‘graha’ and so on. These 12 sthinas are ex-
plained as the basic constituents of the 72 melas.

In the treatment of melas and their janya rigas, the differences
between the two theorists are no less sharp, in spite of many points
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of agreement. The janaka melas of Venkatamakhin are treated
by Govinda as janya ragas in most cases. The assignment of
Srutis to some notes in the case of many melas and ragas, and the
naming of several ragas make the difference marked. Govinda de-
fines several ragas not found in the Caturdandiprakasika.

Venkatamakhin groups ragas according to their graha, arh§a and
nyasa. These 3 are represented by a single note, and the resultant
groups age seven according to the seven notes of the gamut. He
enumerates 7 gaulas. He calls Nita a Bhiasanga Riga, and a sam-
piirna (though it has varjya svaras in avarohana). Suddha vasanta
is described by him to be a ragangardga and a janya of Sankari-
bharana. Sri, Arabhi, Kedaragaula, etc., which have lopya svaras
in their saficdra, are called piirna. His idea seems to be that a
Riga can be called piirna if all the 7 notes in the octave are used
taking both droha and avaroha into account. But Govinda restricts
the term ‘piirna’ to apply to ragas or scales with 7 notes in conse-
cutive or regular succession in both droha and avaroha. Current
usage conforms to this application. Venkatamakhin’s use of the
terms ‘sidava’ and ‘audava’ are still accepted; according to Ven-
katamakhin, Dhanyasi, Bhiipila, Nagadhvani, Gurjari, Karnata
bangila, Madhyamadi and Gaula are ragangas; Bhairavi and Chaya
gaula are upanga ragas (vide the Ragaprakarana of his work).
This classification, excepting Chayagaula, does not agree with that
of the anubandha appended to the Caturdandipraka§iki.  The
classification in the anubandha is the same as that adopted by
Mr. Subbarama Diksitar; in it is found another division of ragas
into ghana, rakti and desiya. Venkatamakhin states that Sama-
varili emanated from the Sama Veda and that the sweetness of
Madhyamadi is best expressed through the flute. Kalyani, a
favourite among Mahommedans, and Pantuvarili, popular amongst
common people, are condemned by him as unfit for use in gita,
prabandha, etc.

Venkatamakhin and Govinda differ fundamentally in  their
treatment of the melakarta ragas. Govinda defines everyone of the
72 scales as sampiirna in drohana and avarohana. Consequently
he classifies Venkatamakhin's scales as janyas wherever they are
not sampfirna in ascent and descent. He seems to be guided by the
rule that a scale should be pfirna in droha and avagoha. In de-
fining the scales Govinda gives the name of the karti given by
Venkatamakhin (which is often corrupted), secondly his own name
for the kartd, and the saficira for Venkatamakhin’s kartd (which
according to him is & janya). The svaras and in many cases even
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their §rutis are given by him in &lokas. What is noteworthy is that
Govinda renders even the arohi and avarohi of each scafe and riga
in anustubh metre. ln the gitas for scales the svaras, &rutis
(wherever necessary) and the saficira are explained: 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, (a) 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 sampiirna in droha and avaroha;
and (c¢) gives Govinda's saficira for Venkatamakhin's scale men-
tioned in (a). This comparative study will show the place assigned
by Govinda to Venkatamakhin’s scales in his statement of theory.
The ragas under (c¢) are described by Govinda as janyas of scales
given under (b). The definitions under (¢) are reproduced here
as found in the original.

No. (1):—(ae) Kanakimbari

(b) Kanakangi
(¢) Kanakambari: @ v qmawwrfa, vadar
samadu

No. (2):—(a) Phenadyuti

(b) Ratnangi
(¢) Phenadyuti: ¥ dmuivamAtan afwaa
ar &

No. (3):—(a) Samavarali

(b) Ganamiirti
(¢) Simavarali: FRarwwdfra ™ | woamam
Roar foan
No. (4):—(a) Bhanumati
(b) Vanaspati
(¢) Bhianumati: @ RmRaqaan i af wara
mfRar
No. (5) :—(a) Manoraiijani
(b) Manavati .
(¢) Manorafijani: @ R#rww Harfa) amw
wyamad

No. (6):—(a) Tanukirti !

(b) Tanaripi
(¢) Tanukirti: SR Mm@ aa o wsfoaa
ar Ran
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No. (7):—(a) Senagrani
(b) Senapati
(¢) Senagrani (The &loka-definition is missing:
according to the gita, pa is varjavakra in
ascent, and descent is piirna)
No. (8):—(a) Todi
(b) Hanumattodi
(c) Todi:@Rmmudftaeg | a@wwmada
|t
No. (9) :—(a) Bhinnasadjam
(b) Dhenuka
(¢) Bhinnasadjam: SR varw+ft | g
magadn
No. (10) :—(a) Natabharanam
(b) Natakapriya
(¢) Natibharanam: @R marvwrwrfor) @@ w
wmamaAd
No. (11) :—(a) Kokilarava
(b) Kokilapriya
(¢) Kokilarava: 8RmRAwarfy jafrwusn
TR En
No. (12) :—(a) Riipyanaga
(b) Ripavati
(¢) Rﬁpyanaga;ﬂﬂm’ﬂ‘l“ﬁmﬁ | ¥ fq @ oar
adaa
No. (13) :—(a) Hejjujji
(b) Vakulabharanam
(¢) Hejjujji: FRMATgwrwra |+ afwwray
mRE
No. (14) :—(@) Vasantabhairavi
(b) Vakulibharanam
(¢) Vasantabhairavi: S Rarmefrarf) v
waiad Ran
No. (15) :—(a) Mayamalavagaula
(b) Ibid
(¢) Ibid.
No. (16) :—(a) Vegaviahini
(b) Cakravika
(¢) Vegavahini: aRMaewAHy gy
mRar
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No. (17) :—(a) Supradipa
(b) Siiryakanta
(¢) Supradipa: akm A frar fMeqara
arrE
No. (18) :—(@) Suddhamidhavi
(b) Hatakambari
(¢) Suddhamidhavi: FadmaAwaf{ | 9 @
Awmeaadg
No. (19) :—(a@) Jhankarabhramari
(b) Jhankaradhvani
(¢) Jhankarabhramari: §7d mawuifa 98
Aewraaradn
No. (20) :—(a) Bhairavi
(b) Natabhairavi
(¢) Bhairavi: S RTrargdtardr|, sqaara R
ar |1
No. (21) :—(a) Kiranavali
(b) Kiravani
(¢) Kiranavali: §RTmAacersffg, aguaAra
aRan
No. (22) :—(a) Sri Raga
(b) Kharaharapriya
(¢) SriRaga: FRWMufrarf i sMaarRm
Rara
No. (23) :—(a) Velavali
(b) Gaurimanohari
(¢) Velavali: SR AANI ) @ aqrywq
Er
No. (24) :—(a) Viravasantam
(b) Varunapriya
(¢) Viravasantam: SR MATT @ U & | M WA g
AMREN
No. (25) :—(a) Saradvati
(b) Mararafijani
(¢) Saradvati: SR MATwAry, F@uraq
mRE
No. (26) :—(a) Tarangini
(b) Carukesi
(¢) Tarangini: FRAMRAT T FRwqx
mRay
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No. (27) :—(a) Surasena
(b) Sarasangi
(c) Surasena: SR MArgyra @M igqmaad
Rarn

No. (28) :—(e) Kambhoji(di)
(b) Harikambodi
(¢) Kambhoji; R aqarvyrg: afrwros
afear
No. (29) :—(a) Sankaribharana
(b) DhiraSankarabharana
(¢) Ibid.
No. (30) :—(ae) Samanta
(b) Nagianandini
(¢) Simanta: @ Rermaararyr  rarar
diadgary aadarRar..

[=]

No. (81) :—(a) Kalaharhsa
(b) Yagapriya
(¢) Kalahathsa: SR moydfrarg) afrwan
qran

No. (32) :— (@) Ragaciidamani
(b) Ragavardhani
(¢) Ragaciidimani: @ RmAaqreran Ay
Ragasa

No. (33) :—(a) Gangatarangini
(b) Gangeyabhiisani
(¢) Gangiatarangini FRMATgarNAT s
aaREn

No. (34) :—(a) Cbayanata
(b) Vagadhi§vari
(¢) Chayanita; SRmATmoE, afvwafry

arRan
No. (35) :—(a) Desaksi
(b) Slini
(c) Desaksi: SR maswar®, wvaaqad
Rar

No. (36) :—(a) Nita
(b) Calanita
(¢) Nita: SRmavwrfg, afrwmand
ket
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No. (37):—
(b) Salaga
No. (38) :—(a) Jaganmohana
(b) Jalarnava
(¢) Jaganmohana: & R &1 9 w7 &7 fo
gfaraRarRay
No. (39) :—(@e) Varali
(b) Jhalavarali
No. (40) :—(a) Nabhomani
(b) Navanitam
(¢) Nabhomani (In the gita it is defined as
HQEAASiTE, sadeaqd, )
No. (41) :—(a) Prabhavati
(b) Pivani
(e) Prabhavati: @ R @1 ¢ @ &t & for
YAUTARTRE Y
No. (42) :— (@) Raghulila
(b) Raghupriya
(¢) Raghulila: § R &1 9 f @ /v v
fMoaraaqrRar
No. (43) :—(a) Girvana
(b) Gavambodhi
(¢) Girvina: & R0 A& U AT 9
fMgdigadfisaon  waqq ..,
No. (44) :—(a) Bhavani
(b) Bhavapriya
(¢) Bhavani: §Ra®w frarfor
semaad feany
No. (45) :—(a) Pantuvarili
(b) Subhapantuvarali
(¢) Pantuvarili;: SR A A &
gffwresmRaEy
No. (46) :—(a) Tivravahini
(b) Sadvidhamargini
(¢) Tivravihini: @ R &g wr @ fary
gfweamRean

No. (47) :—(a) Sauvira
(b) Suvarnpangi
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(¢) Sauvira: aRmMAA oAl wRwvva
T
No. (48) :—(a) Jivantini
(b) Divyamani
(¢) Jivantini: (the gita defines it as SRR
and sEeRafnr)
No. (49) :—(a) Dhavalangam
(b) Dhavalambari
(¢) Dhavalingam: SRIaFIdIha, afarys
MR & (in the gita it is
called ¥a=1#Y)
No. (50) :—(e¢) Narmada
(b) Namanarayani
(¢) Narmada: ERmATsH @, qgaamad
ar
No. (51) :—(@) Ramakriya
(b) Kamavardhani
(¢) Ramakriya: SRmAvwdrg, afwaram
Rar

No. (52) :—(a) Ramamanohari
(b) Ramapriya
(¢) Ramimanohari: S Rmargwwrg, ffrw
amaAmEEy
No. (53) :—(a) Gamakakriya
(b) GamanaSrama
(¢) Gamakakriya: RATwrwfarf, soqm
g farn
No. (54) :—(a) VaiSakha
(b) Vidvambhari
(¢) Vaiéikha: SRmargwrar) fwdfqam
foan
No. (55) :—(a) Syamala
(b) Syamalangi
(¢) Syimala: @adaaquifa; gaATqaAr
ad
No. (56) :—(a) Trimirti
(b) Sanmukhapriya
(¢) Trimirti: FRMATTNET, afrwaad
Ran
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. (57) :—(a) Simantini

(b) Simhendramadhyama
(¢) Simantini: FRWATHN AT Foaafem
e
(58) :—(a) Simhharava
(b) Hemavanti (Hemavantini)
(¢) Sitharava: & R#AT4I &1}
MoarRadafn

. (59) :—(a) Dhaumyaraga

(b) Dharmavati
(¢) Dhaumyariga: S R MA T 18 §@ACY
TaRa
(60) :—(a) Nisada
(b) Nitimati
(e) Nisada: 0 aqarfaqy audftewa
R ar

. (61) :—(a) Kuntala

(b) Kantamani
(¢) Kuntala: SRmaswidfig, adftwroqm
a4

. (62) :—(a) Ratnabhisura

(b) Rsabhapriya .
(¢) Ratnabhasura: @ RAara R a1 ar | 9 fir w1 g
q e
(63) :—(a) Gotrari
(b) Latangi
(¢) Gotrari: 8 Rarwiewrwa, frywmsuad
ftan

. (64) :—(a) Bhiisavali

(b) Vacaspati
(¢) Bhisavali: S Rmaswwa, afrwieqgm
Rarn

. (65) :—(a) Kalyani

(b) Mecakalyani

. (66) :—(a) Caturangini

(b) Citrambari .
(¢) Caturangini: A mag@Ra ity v fra
wmﬂyn

. (67) :—(a) Satyavati

(b) Sucaritra
(¢) Satyavati: FRATvNwa frywraam

Rar
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No. (68) :—(a) Jyotismati
(b) Jyotissvariipini
(c) Jyotismati: ¥R masaarfr fraaran
Qaarn

(69) :—(a) Dhautapaficama
(b) Dhatuvardhani
(¢) Dhautapaficama: @ R ma g dtara frwar

giRamad

N

°

No. (70) :—(a) Nasamani
(b) Nasikabhasani
(¢c) Nisimani: R MaqguraAra) sfwosn

m far
No. (71) :—(ae) Kusumavali
(b) Kosala
(¢) Kusumavli: 7w aaaarg) fagaaa
qrran

No. (72) :—(@e) Rasamaiijari
(b) Rasikapriya
(¢) Rasamafijari: @R Maawrdfla (&af qix
AR ary

In the above list of 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 Venkatamakhin. In some cases
Venkatamakhin’s names are either not stated fully or differently
spelt. In the case of the scales Todi, Mayamalavagaula, Bhai-
ravi, Kdmbhoji, Sankaribharana, Nata, Varili and Kalyani, (a),
(b) and (c) are similarly treated by the two authorities, except
where (a) occurs as (¢). It is noteworthy that Venkatamakhin’s
definitions of ‘Bhairavi mela’, ‘Kadmbhoji mela’, ‘Sankarabharana
mela’, ‘Suddhavarali mela’, ‘Pantuvarili mela’ and ‘Kalyani mela’,
(vide the Ragaprakarana of the  Caturdandiprakasika) are
accepted by Govinda along with the names to which he adds his
own prefixes. Govinda differs from Venkatamakhin in substituting
catuséruti-rsabha and—dhaivata for the  paficadruti-rgsbha and
—dhaivata used by the latter in the scales. There is close agree-
ment in many cases between Venkatamakhin’s saficira for (a) and
Govinda’s saficara for (¢). It would appear that Govinda, having
found that Venkatamakhin’s scales partook the nature of janya
ragas in the light of his own scheme of scales, propounded his own
names corresponding to those of Venkatamakhin; and defined his
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scales as piirna in droha and avaroha, and the scales of Venkata-
makhin as janya rdgas classified as such under his own melakartas.

The saficira of Govinda given in Chapter VII for scales and
janyas is in the shape of formulae expressing the metrical definitions
in the original. The following list gives some popular janya
ragas of Govinda which have not been defined by Venkatamakhin.

No. Name of Riga  Mela of Govinda’s Saficira.
origin
(1) Suddbasimantini No. (8) FqmMATHIwr&E | §94W
Ara dfearn
(2) Kalgada No.(13) sRmarserdfig  afw
qr g ar Rearn
(3) Jaganmohini No. (15) Sn®w & 33, & @aar
TfRwany
(4) Sindhuramakriya No. (15) @warary frusdt) adftaw
LK H
(5) Devakriya No. (20) ERmawwrdfty flaruaq
s Rarngq,.
(6) Vasantavarili No. (20) ERawmudrardr, wwar
dadaa
(7) Phalamaiijari No. (22) @amagarwra) fagqw
TRTR AN
(8) Jayantasena No. (22) &amavwwrar gfwwry
gara
(9) Abhogi No. (22) afRMaaardra) sawdy
ad Ran
(10) Jayanarayani No. (22) aRmagvrarfa) sgaa
Ravqary
(11) Manohari No. (22) ETAQMAWMNTE | ¥ 9 A1M
’ Rargary
(12) Kalanidhi No. (22) aﬁTnammw.ﬁamq
TRad
(13) Paficama No. (22) skwiaadrarf, woara
Kat fran

28
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(14) Siddhasena No. (22) Sa{aaaHrarn faeary
aGadrn
(15) Suddhabangila  No. (22) sRwawaary) AaRMKR
garyany
(16) Maijari No.(22) sngaaudta mady
garadr
(17) Narayani No. (28) ®Rwmuvqdiy, vay§«
A qan
(18) Mailavi No. (28) & Ram#q«tary) fMarar
gy q AT
AaAqE A I ..
(19) Pratipavarili (Ac- No. (28) & w1 ¥ fa & (@ r ar—
cording to the fMagwagarfaan
Saficara, this

must be Kuntala-
varali. The error
may be due to
the scribe.)

(20) Sarasvatimanohari No. (28) @aRmAwrary i vamRa

daan

(21) Sama No. (28) sR@avararar | #ad«
LR R

(22) Bangila No. (28) sfmavwAw «fyqar
R R

(23) Ragapafijaram No. (28) R ®mwestvrar, @fow
Ricarvar

(24) Ravicandrika No. (28) ERmavdfiwig, afrwrs
ad e

(25) Kokiladhvani No. (28) @RMuwdwg fMudy
qamRE Y

(26) Navarasakannada No. (28) ®a®rao&ftwra aRkar el

(The use of the Cc il

term &1 in the
definition is sig-
nificant.)
(27) Nagasvaravali No.(28) Famaaqua, q§wqxA
Jwwan
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(28) Bahudari No. (28) ®amuevwdrar) @sfaw
RaEfaan

(29) Kolahalam No. (29) svmuamamardAafrwry
qarean

(30) Janarafijani No. (29) sfRmaAgsrars syaya
Roarfr o\

(31) Candrajyoti No. (41) @R AT aE 1999
RaAREN

(32) Mandari No. (50) sRmaeddig, afmmAn
& fean

(33) Harhsanadam No. (60) s&R#Arwwd & fr wsdva#
R&garn

Kharaharapriya and Harikdmbodi, embodied in gitas by Go-
vinda, are not mentioned or dealt with by Venkatamakhin.

In classifying the following rigas according to their melas,
Verikatamakhin (V) and Govinda (G) agree in most cases and do
not in others.

o No. (8)—G. *
(1) Bhiipala {No. (9)—V.
(2) Saurastra No. (15)—G and V.
No. (20)—G: FRm#gdArar (qa@w
(3) Ahari qwAATEN
No. (20)—V.
No. (20)—G: §amafrararfa, q9w
(4) Devagandhari qarad En
No. (22)—V.
) No. (20)—G: wamafrarfrar (g
(5) [{1‘1?]3{’;"3“”““' { mAMAE
No. (9)—V.
{No. (20)—G: . gadaaqAy Hady
(6) Ghantiravam { qaradi
|No. 20)—V.
No. (20)—G: @nmaefa@arf | vqara
(7) Dhanyasi Rarfran
No. (20)—V.
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jNo. (21)—G: SRWARIMIAG G§AA

(8) Kiranavali adrRan
[ No. (21)—V.
No. (22)—G: snmanudtg affaa
(9) Suddhadhanyasi waraarn
No. (22)—V.
(No. (28)—G: @R@maawufa faua
(10) Chayatarangini { qdRan
| No. (28)—V.
No. (28)—G: SRAII@ANITRQRT
(11) Balahamsa { a1 )
No. (28)—V.
No. (28)--G.
(12) Nilambari { No. (29)—V.
[No. (29)—G: SRAINGIE | §9qA
(13) Suddhasaveri Rarwary
1No. (1)—V.
JNO, (29)—G: SRMA QA ®) CqAY
(14) Kannada TATRE |
[ No. (28)—V.
. No. (28)—G:
(15) Sama {No. (29)—V.

There are a few discrepancies in the manuscript of Govinda's
work. In the manuscript, a preliminary catalogue of janyas is given
for each mela, and in a subsequent section these rigas are defined
in the same order. Suddhasiveri is enumerated in the catalogue
under No. (28), but defined under No. (29) in the §loka and the
gita. The 8loka defining Pratipavarili differently from the gita

which describes it as as sdgefwafi@ and  sFAVEHaldha ;
this shows that the saficira given in the Sloka, as already pointed
out, must belong to Kuntalavardli. The definitions of rdgas for
the catalogues under Numbers (15), (22), (28) and (29) do not
complete the list in each case. In the printed version of the gitas,
the gitas of the manuscript are in some cases amended
or modified, and new ragas are defined. The printed version defines
the following rigas, which are not found in the manuscript:—
(1) Vasanta, (2) Paraju, (3) Mafiji, (4) Nayaki, (5) Khamas,
(6) Bysg, (7) Atind, (8) Parvikalyani, (9) Yamunikalyigf,
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(10) Junjhuti, (11) Sahdnd and (12) Darbdru. This version also
defines Devagandhari under No. (29) as  sigéqias  and
#qQggyn ; Subbardma  Diksitar calls this Defiya Deva-
gandhari and classes it under No. (29). Deaksi is called -
Wewfqg in the manuscript gita, but  gRErAFafqq in the
printed gita and classified accordingly. The printed version

derives Ahari and Dhanyasi from No. (8), whereas the manuscript
illustrates them under No. (20).



APPENDIX IV,
NEW RAGAS.

Venkatamakhin’s permutation of the melakarta ragas contributed
a large number of new scales to the Karnatic system. Tyagaraja
and Diksita composed in many of these scales and their janya
rigas, thus making the melakartd system serve the practical needs
of the art. With the development of the elaborate method of
deriving janya ragas in all possible ways of permutation and com-
bination of the notes of each scale, the seventy-two kartas yield
thousands of new rdagas. Tydgarija made use of many of them
which were unknown before his time, and himself conceived many
riagas. Northern ragas were frequently incorporated in Karnatic
music, e.g.,, Hamir Kalyani, Yaman Kalyani, etc. Venknna
Kavindra (latter half of 18th century) in his opera called ‘Parvati
Kalydnam’ has composed songs in Mohana Kalyani, Riipaka-
kalyani, Mangalakai§ika, Brindavana Saranga, Gauri, Pantu-
vardli Malavasri, etc. Mahavaidyanitha Aiyar has composed a
ragamilika including the 72 melakartas; this composition is interest-
ing because it gives the definition of all the scales by a supreme
master of the art. The saficira for some unfamiliar or new rigas
which have been used for composition in recent years is given below,
with the names of the composers.

Name of raga. Mela. Saficira.

I. Patpnam Subrahmanya Aiyar:—
(1) Kadanakutithalam 29 Srmdngps-Smdpmgrs.

II. Tiruvaiyar Subrahmanya Aiyar:—

Name of Raga. Mela. Saficara.
(1) Malavasri 10th Sgmpndns-Sndpmgs.
(2) Bhujangini 16th Srsmgmndns-Sndmgrs
(3) Surasindhu 15th Smgmpndns- Sndpmr
grs.
" (4) Ahirinita 17th Smgmpdns-Sn pdnp
: mgs.
(5) Kannadagaula 22nd Srgmpns-Sndpmgs.
(6) Desaksi 35th Srgpds-Sndpmgrs.

III. Sivarimiah:—
(1) Svambhusvara riga 29%th Sgps-Spgs.
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Name of riga. Mela. Saficira
IV. Muthiah Bhagavathar:—

(1) Pugpalatika 22nd srgmpns-snpmgr ey,

(2) Mayapratipam 22nd smgmpdns-sdpmgrs.

(3) Vinadhari 16th srgpdns-sndpmgrs,
(4) Mohanakalyani 65th srgpds-sndpmgrs.

(5) Harinarayani 28th srgmpmdns-snpmgrs
(6) Suddhalalita 17th srgmdns-sndmgrs.
(7) Lalita 15th Do. Do.

(The distinction made between 6 and 7 is noteworthy).

(8) Gaudamallaru 29th srmpds-sndmgrs.

(9) Cakrapradipta 22nd srgmpmdns-sndmgs.
(10) Vijayanagari 58th srgmpds-sdpmgrs.
(11) Ormika 57th srgmpns-snpmgrs.
(12) Valaji 28th sgpdns-sndpgs.

(13) Guharafijani 28th srsmpdns-sndnpmgs.
(14) Navaratnavilisam  22nd srmpns-sndmgrs.

(15) Budhamanohari 28th srgmgps-spmgs.
(16) PaSupatipriya 29%th srmpmds-sdpmrms.

(17) Sithhavahini 27th sgmpdns-sndpmgrs.
(18) Amrtavarsani 6bth sgmpns-snpmgs.

(19) Karnarafijani 22nd srgmgpds-sndpmegrs.
(20) Sumanapriya 28th srgmgpdps- sdspgm

rs.

(21) Nagabhiisani 29th srmpds-sndpmrs.

(22) Harhsanandi 53rd srgmdns-sndmgrs.



APPENDIX V,
THE DRONE.

The drone plays a very important part in our system of music.
It keeps manifest the keynote which by being constant controls the
music, for which it also supplies the background. The structure
and spirit of every raga can be understood only by reference to the
keynote which synthesises the various interpretations of each raga
which together go by the name alapa. Considering how essential
it is for the melodic system, the drone can be said to have been
employed from the time since music was practised in this country
as a fine art.

The original nature of the drone is shrouded in mystery. Mr.
Clements in his ‘Introduction to the Study of Hindustani music’ states
that in the system of Bharata and Sarngadeva the drone-strings
were dha (low natural), ri (low natural) and ga and the speaking
string upon which the air was played was ri. According to
Mr. Clements, this conclusion is inferential but nevertheless valid
and based on Captain Day’s inference. With this view is to be com-
pared Sargadeva’s description of the Vina called Alipini as pro-
ducing sa and ma on the open strings. Though Messrs. Clements
and Fox-Strangways are of the opinion that Bharata and Sarnga-
deva are silent about the drone, their texts are not without references
to it. Sarngadeva refers to the employment of the 3 sthanas
(octaves) in music and lays stress on the accurate rendering of the
svaras in each octave according to their respective frutis. Even
the Rkpratisakhya refers to the mandra, madhyama and uttama
(é.e,, tira) sthanas and the 7 svaras which belong to each. The
3 sthinas are thus used from very ancient times and especially
in lay music. For the exactness of intervals used, the help of a
device like the drone would appear to be indispensable. Secondly
the 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 vind and the flute is praise-worthy
(wl@udgmai qatwa: swerw).  Sirngadeva holds this agreement
between these sources of music to be the measure of sweetness:

ness: AFAVIGATIOL, TRk QY wafer: | ax PRefR@wer T fgur o1g:
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The Silappadikdram expresses the same idea in the lines

‘ araSw Qrog Suraps Y
QCuafw deg devsaear Qslus
& &S sreme  @hwdig Ceigh’
(or8Cspp srens)
The prominence attached to the agreement in music is seen in the

explanation of the terms ®y and u®® in the Natyavarga
of the Amarako§a (circ 6th century A.D.), in the commentaries of
Sarvananda (1159 A.D.) and Bhanuji Diksita (close of the 16th
century A.D.). This unity of music is hard to realise without the
aid of the drone. Thirdly, in the works on musical theory, the
description of musical instruments and concerts, though lacking in
any direct reference to the drone, points out the part it must have
played. Describing the avanaddha kutapa, Bharata lays down that
among those to be seated on the stage are the maurajika, panavika
and dirdarika (drummers with different drums), and in the kutapa
the performers according to him are a songster, a player on the
vina, two flutists and songstresses. It is difficult to imagine how
these concerts can perform without a drone.

The Sangita Ratnakara throws a good deal of light og the
problem of the drone. Siarngadeva mentions several kinds of vinas
but none of them is described as having a drone-string. From
various references in the work I conclude that the flute, besides
being one of the main musical instruments, was also used to fiulfil
the part of the drone in the system described by Sarngadeva. The
good flutist, according to Sarngadeva, presents, exhibits or keeps
manifest the three octaves (mandra, madhya and tira). The

original text is mgﬂﬂ gqiaguaar.  Kallinatha accepts this as also
another version (arazifgar) in his Commentary ¢ magaighranmore
A AMFY0RT I 97999 | WA 05 g WIANT  Fgagao
¥t sgdasw ', Since the editor of the Sangita Ratni-
kara says that the reading arszrfgar: is nowhere found
in the original rescensions of the work and as Kallinatha

himself recognises the other reading, we may accept w4ra Zifgar
as a valid basis of argument. This is supported by a reference
in the Nartanidhyiya 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 prescribed by the
flutists and accompanied by them  ({%aify 7Y 2R TarAsy atfih: 1

a¢ TRy $g¥: wm¥wy doze 1), These and similar references show
29
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that the flute was used for the purposes of a drone. This might
have been due to the volume of the tone of the flute which is glreater
than that of the vini, and because the notes on the flute were
of fixed and invariable pitch, which should have easily provided a
drone of standard pitch, as contrasted with the freedom with which
the wires of the vina could be turned to different pitches. Sarnga-
deva says that when the flutist played the madhyasaptaka, there
was a perfect blend of the notes of the flute, the vina and the voice:

gRMRT U9a@  EHENETAERS | Ag QUmRREaEanza: U |

This shows that the flute was turned to the middle wegister
adopted in vocal music, and even when used as an accompanying
instrument determined the pitch in the rendering of music. The flute
has been retained as an accompanying instrument in the music
used for the dance down to modern times.

In the light of extant literature, the first work to mention ex-
plicitly and define the drone is the Svaramelakalanidhi of Rama-
matya. He describes several varieties of Rudravina (which
closely corresponds to our modern vini) with different modes of
tuning. In defining the Suddha Mela Vina, he says that the 3 wires
below the 4 mainstrings are to be tuned to madhya sa, mandra pa
and mandra sa. These three are called the &ruti strings’.
(sw:emat Faefot @@wagsay | * *k * * gmlRaesf wsag
7 HRAFEHE 11).  This definition employs the term ‘Sruti’ to
indicate the drone. Hence when Mr. Fox-Strangways says that
the &ruti in the south means the keynote, which he points out is a
transference of meaning from ‘a nice distinction of pitch’ to ‘that
which determines pitch’, we must remember that the term is used
to mean both, and that this usage is at least four centuries old.
Venkatamakhin’s Madhya Mela Vina exactly corresponds to the
modern Vina in tuning, and among the sidestrings the one tuned to
tira sadja is called tipi (Zcafwar).  The same string
is now known by the name tip sdrani or tipsadja. It may be noted
that Simgadeva describes the playing of the tara notes on the flute

by the term  Awr (or @ or AN:) AT FEFAMEGRGETHR |
& agemAd T AwAragd san | Ramamatya uses the term syrafy
to mean keynote.

The tambura may have been the offshoot of the vini after it was
endowed with the drone strings. The principle of its construction
is the mounting of the drone-strings on the frame of the vina
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without the frets. The KalpadrukoSa of Kefava (1660 A.D.)
mentions Tumburu’s vind among others by the name Kaladvati
(geg [d3dsg ?] geadr), The tambura might have been
been named after Tumburu. The system of tuning
mentioned by Rimamatya and subsequent writers could have been
adopted only after sadja and paficama became invariable notes fixed
in relation to one another as fifths. If so, the system might be even
as old as Sri Vidyaranya’s time. The drone-strings of the tambura
at present are tuned to mandra sa, mandra pa and madhya sa (the
same, it is essential to note, as the tuning of the Sruti strings of
Ramamaitya’s Suddha Mela Vind) : this is known as the paficama-
fruti tuning. If mandra ma is substituted for the mandra pa
given above, it is known as the ‘madhyama-§ruti’ tuning. The
drone-strings of the vini are at present tuned to madhya sa, madhya
pa and tara sa. This paficamaSruti tuning is changed to madhyama-
Sruti by altering the madhya pa into madhya ma. In the latter case
the melody starts on madhya ma on the main wire and gives a
beautiful effect, e.g., in the ragas Kurafiji, Juijhuti, etc. A famous
Vainika of the past generation used to have madhya sa, antara or
sadharana ga, and tira sa for drone in the case of some ragas. The
drone with antara ga gives a good effect for rigas like Kalyani, and

that with siadharana ga suits Udayaravicandriki and similar
ragas.

The Nigasvara is mentioned in the ‘Kridabhirdma’ of Valla-

bharaya (1420 A.D.) edited by Mr. M. Ramakrishna Kavi as
follows :—

D"K‘&)Sd 532%565'#3.?( 5577788 DOFT T T K-
@_nxo')s (SEOF P KB B ™ Ty y‘ﬁo@omé‘ "

According to Mr. Kavi the Nigasvara is referred to in a
much older work. A lexicon of similar age is stated by a scholar to
refer to the instrument as also Nagasura or Nagasara. If this is
so, the employment of the drone can be credited with greater antiquity
than what is indicated by other textual references. The Nagasvara
is supported by a drone of very loud quality consisting of a single
note iz, the ‘adhara Sruti’ represented by the mandra sadja.
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