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SANGITA LAKSANA PRACINA PADDHATI

brahmagranthijamarutanugatina citténahrtparikajé
strinamanuranjakah srutipadam y6’yam svayam rajaté |
yasmadgramavibhagavarnaracanalankarajatikramo

vandeé nadatanum tamuddhurajagadgitam mudé Sankaram ||

sadasiva siva brahma bharatag}i kasyapo munih |
matango yastiko durga saktih sardulakohalau ||
vidakhilo dattilasca kambalo’Svatarastatha |
vayurvisvavasu rambharjunanaradaturmbarah ||
anjanéyo matrgupto ravano nandikes/varali‘\
svatirguno bindurajah ksétrarajasca rahalah ||
rudrato nanyabhtipalo bhojabhiivallabhastatha |
paramardi ca soméso jagadekamahipatih ||
vyakhyataro bharatiyé Iollatodbhatasarikukah |
bhadrabhinavaguptasca Srimatkirtidharo parah ||

anyé ca bahavah pirve yé sangitavisaradah |

The names mentioned in this sl6ka, beginning with Lord Sadasiva, and listing the other great creators of
the science of music and the teachers of the past is stated in the Sangitaratnakara. There are several other
authorities, who have not been mentioned here.

nadopasanaya déva brahma visnu mahésvarah |
bhavantyupasita ntinarm yasmadeté tadatmakah ||

(Sangttaratnakara)

Through the worship of nada are worshipped, the deities Brahma, Visnu, and Siva, since they are verily the
embodiment of nada.

nadéna vyajyaté varnah padam varnat padadvacah |
vacaso vyavaharo’yam nadadhinamato jagat ||

Sarngadéeva, and other luminaries opine that, from nada (absolute sound) emanates aksara (letters of the
alphabet), and from aksara emanates sabda (sound or word). From Sabda emanates vyavahara (thought);
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hence the entire world is pervaded by nada. Before talking about the science of music in vogue, we explain
and consolidate here, based on our understanding of the musical traditions of the past, those contents
which have not been mentioned in the Section, Laksana Sangraha.

The nada that arises in the human body from the hrdaya (the region of the heart), goes up to the kantha
(the throat), and then to the Siras (the head), taking shape through the three sthayis (octaves), namely the
tara, mandra, and madhya, and thus manifests itself. This nada gets divided into twenty two Srutis (micro-
tones) in each sthayi. From the various groups of Srutis are formed the seven suddha svaras, i.e., sadja,
fsabha, gandhara, madhyama, paficama, dhaivata, and nisada. Their svara mnemonics or symbols are: sa,
ri, ga, ma, pa dha, ni, and they respectively contain 4, 3, 2, 4, 4, 3, 2 srutis. These are known as suddha or
prakfti svaras.

COMMENTARY:

T SATEa T aqT oo geagst
FOUHEIE®: F(qIe ArsT & T |
TETE UTH T AT SART AT AR
= qTedd G He IO |

TRANSLATION: For delight, do I worship that Lord Siva, the embodiment of nada, pre-eminently adored
by the entire world, the source of order inherent in the division of domains, the organisation of castes and
the distinction of species, who being manifest in the heart-lotus of yogins as ormkara in the contemplation
of mind united to the movement of life-force originating out of the Brahmagranthi, shines in its own lustre.

Interpretation with reference to music:

I delight in paying homage to gita, the embodiment of nada, the cause of comfort in the restless world, the
source of the system comprising the division of gramas, the composition of varnas, the alarikaras and the
jatis, the self-manifest locus of srutis that delights the masters of music in the lower register, aided by the
mind attuned to the movement of prana originating from the root of the navel.

[SR1.1.1-1.1.2] [gérﬁgadéva / Transl. Shringy (1978)]
This is the opening verse of the Sangitaratnakara.

Brahmagranthi is the nerve center at the conjunction of the ida, and pirnigala, in the human body below the
navel.

Farfore: forar s& wea: wwdr gia
qagT ATMESRT gIT Wfdh: ATEAREAT
faurfaer sfaas fFarsgaeayT |
FgfEaETEy TRTsAT avEgEE |
ATHAT ATGIAT 0T A=d=T: |
rfqaroT fagereT: assr" e ol
FGEl ATIITAT M@ =dT |
TYHET T HIHT STREHE A
ATEHATAT I Hlkd'\lq Adledclac -YI%‘ChIZ |
TETAE e HHchaa: 738 0|
T T g5 T4 F GgaiauTEr: |
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TRANSLATION: Sadasiva, Brahma, sages Bharata and Kasyapa, Matanga, Yastika, Durga, Sakti sardiila,
Kohala, Visakhila, Dattila, Kambala, Asvatara, Vayu, Visvavasu, Rambha, Arjuna, Narada, and Tumburu,
Aﬁjanéya, Matigupta, Ravana, Nandikésvara, Svatigana, Binduraja, Ksétraraja, Rahala, Rudrata,King Bhoja,Somésa
the vanquisher of foes, King Jagadéka and the interpreters of Bharata such as Lollata, Udbhata, Sarikuka,
Abhinavagupta, the auspicious Kirtidhara, and others were the ancient authorities of music.

[SR 1.1.15-20b]

ATEIITEIT 29T TR aSHa =T |
TI=GIIEAr 9 TEATEd qarcAaT: |

TRANSLATION: Indeed through the worship of nada are worshipped gods (like) Brahma, Visnu and Siva,
since essentially they are one with it.

[SR 1.3.2]

T AT a0 TE qUT TEIE AT |
TIEr AGRTT AR EAAT ST

TRANSLATION: Nada manifests the letters (of alphabet), letters constitute the word, and words make a
sentence. So the entire business of life is carried on through language, and therefore the whole world is
based on nada.

[SR 1.2.2]

These suddha svaras, also known as prakiti svaras, with the self-ordained srutis — 4, 3, 2, 4, 4, 3, 2, were
found in the Sadja grama, the primordial scale-type of Indian music.

2. Vikiti Svaras

Sarngadéva’s school:
The self-ordained sSruti, from out of which a svara emanates, is known as the niyata sruti for that svara.

1. A Suddha svara is called a vikita svara, when it is in its niyata Sruti and its sruti is reduced or increased.

Example:

1. When suddha sadja from out its four srutis gives two Srutis, to kakali nisada located on its second Sruti
position, yet remaining in its niyata sruti, because of the reduction in the number of srutis, it becomes the
vikita svara, named acyuta sadja.

2. When the suddha sadja slips down from its niyata sruti sthana by a sruti, thus becoming the third sruti
sthana cyuta sadja, the Suddha fsabha now also acquires the fourth Sruti of sadja, and becomes a vikrti
svara, with the name catusruti 7sabha.
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2. When a suddha svara moves from its niyata sruti to another sruti, then that too becomes a viksta svara.
Example:

When suddha sadja leaves its niyata sruti, and moves to the third sruti sthana, it takes on the name sadja,
and becomes the vikita svara, cyuta sadja.

The vikita svaras formed by this process are twelve in number. They are:

1. kaisiki nisada 7. antara gandhara
2. kakali nisada 8. cyuta madhyama
3. cyuta sadja 9. acyuta madhyama
4. acyuta sadja 10.  trisruti paficama
5. catusruti fsabha 11.  kaisiki paficama
6. sadharana gandhara 12.  catusruti dhaivata

Thus the seven suddha svaras and twelve vikita svaras are formed from the twenty two Srutis on fourteen
Srutisthanas.

COMMENTARY:
Example:

1.1. When suddha sadja gives two Srutis to nisada, the latter becomes kakali nisada, and the interval
between kakali nisada, and suddha sadja becomes two. Thus, sadja becomes a vikita svara, and is named
acyuta sadja. Since it has not moved from its original position, it is acyuta sadja.

1.2. When the sadja slips down from its fourth sruti to the third sruti sthana (cyuta = fallen), the interval
between the cyuta sadja, and suddha fsabha gets enlarged by one sruti, and hence it is called catusruti
fsabha. This is the only vikita of rsabha. Thus, we get the first clue for the existence of the note, catusruti
fsabha here.

Example

2. When the suddha nisada goes up and becomes kaisiki nisada, the sadja slips down from its original
position, and becomes cyuta sadja.

On the same lines, the suddha madhyama (niyata madhyama) also gets its two vikfta counterparts when
the suddha gandhara goes up to sadharana gandhara, and antara gandhara (the first two Srutis of mad-
hyama).

3. Somanatha’s school:

The suddha svaras are seven, and the vikfta svaras are seven in number. These fourteen svaras are obtained
from fourteen svarasthanas.

In S6manatha’s school, five vikita svaras in Sarrigadéva’s school are omitted. These are: acyuta sadja,
catusruti rsabha, acyuta madhyama, kaisiki paficama, catusruti dhaivata.

The remaining vikita svaras are renamed as follows:
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cyuta sadja — mirdusadja
cyuta madhyama — mfidu madhyama
trisruti pAncama  — midu paficama

The details of the suddha/prakiti, and vikiti svaras in these two schools, the Srutis they occur, and their
names are given in the following table.



TABLE OF SUDDHA—VIKRTA SVARAS

Somanatha’s school Sarngadéva’s school
QO O S Q » O Q v O Q O S
< < S < g <
28 & 28 & 28 & 28 &
ok 8 2B 5 2B 5 ok 8
= S z B =
C’;s. C’;s. C’;s. C’;s.
1
kaisiki nisada (3) "z kaisiki nisada 3)
kakali nisada (4) 3 kakali nisada 4)
mrdu sadja (2) cyuta sadja 4)
sad | 4| sa4
5 acyuta sadja 2)
5
| 6|
i3 | 7| ri3 _
5 catusruti rsabha 4)
ga2 | 9 | ga2
| 10]
sadharana gandhara (3) 11| sadharana gandhara (3)
antara gandhara (4) iz antara gandhara 4)
midu madhyama (2) cyuta madhyama 2)
ma4 | 13| ma 4
acyuta madhyama )
| 14
| 15|
16 . . ~
mrdu paficama (3) | | tr1s.1/r'ut.1 p a?cama (3)
kaisiki paficama (4)
pa4 | 17| pad
| 18]
[ 19]
dha3 [ 20| dha3
! | catusruti dhaivata 4)
| 21|
ni2 | 2Z] ni2
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COMMENTARY:
In addition, Somanatha mentions eight more vikita svaras:

tivratama dhaivata, tivratama gandhara, tivratama madhyama, tivra dhaivata, tivratara dhaivata, tivra
fsabha, tivratara rsabha, tivratama rsabha.

[3]. The details of the suddha and vikfti svaras in current practice
[4]. The details concerning the three gramas

[5]. The vadi samvadi laksanas

Refer (the description of the) above in the section: Laksana Sangraha.
[6]. Tana

Tana is the process of prastara or expansion of svara group patterns. This is classified under two heads,
Suddha tana, and kdta tana.

[1]. Suddha Tana

Suddha tana uses the svaras in regular (natural) order. These are of audava, sadava and sampiirna patterns.

[2]. Kuta Tana

In Kiita tana, svaras are combined in non-consecutive, or irregular ways, and deviate from their regular or-
der of ascent and descent. These are of arcika, gathika, samika, svarantara, audava, sadava, and samptrna
patterns and their combinations. Their names, numbers, and the benefits accrued by singing them are not
mentioned, due to exigencies of space. These are explained in detail in texts like the Sangitaratnakara.

COMMENTARY:

Sadava and audava varieties of Suddha tanas are 49 + 35 = 84 in number, and are worked out in detail in
the Sangitaratnakara of Sarngadéva. This number of eighty four tanas is also referred to in literature such
as the pdranas, and even in the Paricatantra.

Kita tanas :— to be derived as one from one, two from two, six from three svaras, etc., are worked out in
detail in the appendix of the svaragatadhyaya of [Sarrigadéva / Ed. Subrahmanya Sastri (1943)]

[7]. Varna
Please refer to the Laksana Sangraha, for details regarding varna, which is ganakriya.

Adhering to the system of varna, Sarrigadéva has mentioned sixty three alarikaras, with names beginning
with prasanna. Bharata says that without alankaras (beautific musical ornamentation), singing will not
shine.

$asind rahitéva nisa vijaléva nadr lata vipuspéna |
avibhusitéva kanta gitiralankarahinasyat ||
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(ragavibodha)

COMMENTARY:

st ThEaa e fawoe 9&r oar s |
FffYaa wr=ar Mfaaga-T=ara |

[somanatha / Ed. Subrahmanya Sastri (1945) P.40]
TRANSLATION: Singing without alarikaras is comparable to a moonless night, a waterless river, a flowerless
creeper and a lady without ornaments.

Sarngadéva in varnalarikara prakarana, svaragatadhyaya makes it clear that a practice in varnas and
alanikaras is conducive to the inculcation of the faculties of svarajiana and rakti Iabha.

ED:- Although Subbarama Diksita commences the alarikara discussion mentioning Bharata muni, the verse
as such is cited from Ragavibodha, which text must have been more accessible to him. cf. [NS 29.45]

[8]. Gamaka

The svara movements and embellishments which yield listening pleasure is gamaka. It is of fifteen forms,
beginning from tirupa to misrita, as mentioned in the section Laksana Sangraha.

Following the explanation of the gamakas, the ten types of dhvani bhédas known as sthayas, are mentioned
in the Sangitaratnakara. These are sometimes included, and sometimes not included as gamakas. For
example, if the sruti of a svara is slightly raised or lowered, above or below its own sthana (so as to show
the semblance of another note in between), which is in the interval between the two adjacent svaras, that
type of gamaka, known as a svara kaku, is a variety of sthaya.

Detailing the ten sthaya bhédas and their intermediate intervals, would increase the volume of this work
(and hence is not mentioned).

[9]. Méla

During the time of Sarrigadéva, méla was known by the term ‘jati’. Sarngadéva mentions eighteen jatis. Of
these, eleven belong to the madhyama grama, and seven belong to the sadja grama. Madhyama grama jatis
are eleven in number. They are: (1) sadja kaisiki, (2) sadjyodicyava, (3) sadja madhyama, (4) gandharédicyava,
(5) raktagandhari, (6) kaisiki, (7) madhyamédicyava, (8) karmaravi, (9) gandhara paficami, (10) andhri, (11)
nandayantf.

Sadja grama jatis are seven. They are:

(1) sadjt (2) arsabhi, (3) gandhari, (4) madhyama, (5) paficami, (6) dhaivati, (7) naisadi.

COMMENTARY:

It is also known authentically that the total number of jatis is only 18. Sarrigadéva speaks about suddha
jatis and vikrta jatis derived out of both the sadja and madhyama gramas.

ED:- Subbarama Diksita’s description of mélas under the head ‘jati’, perhaps stems from the need to equate
the 18 jatis to the 18 mélas of Veénkatamakhin. (although a 19th méla of his own creation was also added
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by Vénkatamakhin). jati and méla are disparate concepts, as jatis belonged to an entirely different melodic
system. Further, the above classification of jatis by Subbarama Diksita does not represent the grama-based
one as stated by him. The first eleven are the vikita-sarmsargaja class, while the remaining seven are svara-
jatis.

Sadja grama jatis:

sadji, arsabhi, dhaivati, naisadi, sadjakaisiki, sadjodicyava, sadjamadhyama.

Madhyama grama jatis:

gandhari, madhyama, paficami, gandharodicyava, gandharaparicami, kaisiki, madhyamodicyava, raktagandhari,
karmaravi, andhri, nandayanti.

[10]. Raga

These are of ten kinds based on the two divisions marga and dést and derived from the two gramas. The
marga ragas are of six types as follows: 1. grama raga, 2. upa raga, 3. raga, 4. bhasa, 5. vibhasa, 6. antara
bhasa

The dési ragas are as follows: (1) raganga, (2) bhasanga, (3) upanga, (4) kriyanga.

Grama ragas are the ragas born sequentially of sadja grama, and madhyama grama jatis. The five kinds of
ragas, uparaga and others are the classes fashioned after the grama ragas.

grahamsa mandra tarasca nyasapanyasakau tatha |
alpatvan ca bahutvan ca sadavaudavayorapi ||

(Ratnakara)

Ragas shine with the ten characteristics: graha, amsa, mandra, tara, nyasa, apanyasa, alpatva, bahutva,
sadava and audava.

Sarngadeva has mentioned two hundred and sixty four ragas, and their laksanas in the Sangitaratnakara.
Vénkatamakhin says that these existed in practice and went out of vogue*. Twenty ragas beginning with
Sriraga, and ending with Nattanarayani, were mentioned by early scholars like Matariga.

I. In the East (eastern region), ragas were classified as purusa ragas (male), and str7 ragas (female). Even
now, in the Bengal region, six purusa ragas and six strT ragas (are mentioned). For each (couple), there are
six putra (offspring) ragas, thus making thirty six offspring ragas. Thus, forty eight ragas are spoken of
(6 4+ 6 + 36 = 48). They created and formed paintings representative of these ragas.

The kriyanga ragas belonging to the dési ragas were used in the worship of Gods, in expressing emotions
such as sorrow and joy, and in actions of valor in war. They were widely prevalent in the ancient times.

I1. Sloka

suddhantu Sivartapéna Sakti ripéna salagam |

“ED:— cf. [CP 5.22-23ab]
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Ragas are of three kinds, namely, suddha, salaga, and sankirna.

1. Suddha Faga is that which possesses all the characteristics mentioned in the sastras.

2. Salaga raga is similar to suddha raga, and has shades of another raga and thus provides listening
pleasure. (chaya = similarity, laga = possessing). The term salaga is a variant of the word chayalaga.

3. Sankirna raga is one which pleases due to the confluence of a number of other ragas.

In current practice, sarikarabharanam, bhairavi, dvijavanti can be cited. (as examples for the three classes).

3. Ragas are also classified as uttama, madhyama, and adhama ragas.

1. uttama ragas are fit for composing gita, prabandha, thaya, and for elaboration or alapa.

2. madhyama ragas are those that are also fit for composing gita, prabandha, and elaboration or alapa,
yet they are not prevalent or widely in use.

3. adhama ragas are those that are not fit for composing gita, prabandha, and thaya, and for elabora-
tion or alapa. They are mixed in nature, and characteristics and are usually relished by the lower
uneducated sections of the society, and are widely prevalent.

COMMENTARY:

grahamsa mandra tarasca nyasapanyasakau tatha |
api samnyasavinyasau bahutvam calpata tatah ||
etanyantaramargena saha laksmani jatisu |
sadavauduvité kapityesamahutrayodasah ||

TRANSLATION: Thirteen factors are spoken of jatis, viz., the initial note, the fundamental note, the high
(pitch range), the low (pitch range), the final note, the semifinal note samnyasa, vimnyasa, profusion,
rareness, antaramarga, and the hexatonic and pentatonic treatment in some.

[SR 1.7.29-30b]
The sloka, although attributed to ratnakara differs from the corresponding verse cited above. Besides,

the Sangitaratnakara speaks of trayodasa laksanas for jatis while the cited verse represents the ten laksana
concept as seen in the natyasastra. Subbarama Diksita seems to be unaware of the view of Sarigitaratnakara.

The available text Brhaddeést of Matariga, mentions a large number of ragas, and not just twenty as men-
tioned by Subbarama Diksita. The number twenty, as well as the names of the ragas mentioned, relate to
the class raga, one of the six marga classes listed in [SR 2.1.16cd-18].

g rasqer sfewsqor Jre |

AT agr sraer fafaar 7a:
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Although Subbarama Diksita does not mention the source, perhaps this is being cited from ragavibodha.
Ragavibodha itself cites this from an earlier work, aumapatam [AU 12.192cd]. Subbarama Diksita has also
not included the second half of the verse which defines the third class sarikirna.

[11]. Giti
The grama ragas are classified as follows:

Suddha grama raga, bhinna grama raga, gauda grama raga, vésara grama raga, sadharani grama raga.

These are used to sing the suddha giti, bhinna giti, gauda giti, vésara giti, sadharani giti, respectively.

COMMENTARY:

ED:- The grama ragas are not used for singing the gitis, but gitis are melodic styles that characterise the
grama ragas, as per texts like Sangitaratnakara. On the basis of the gitis, the grama ragas are classified.

[12]. Tala

These are classified under two heads, marga, and dési.

Marga talas are five in number:

(1) caccatputa, (2) cacaputa, (3) satpita putraka, (4) sampadvéstaka, (5) udghatta.

Their anigas, and aksara kalas are provided in the table below:

No. | Name of tala angas aksara kala
1. | caccatputa 223 40
2. | cacaputa HRE 30
3. | satpita putraka | 3|z2]3 60
4. | sampadvestaka | 32223 60
5. | udghatta 2ee 30

According to the Sanigitaratnakara, these five marga talas arose from the five faces such as isana, of Lord

Siva, during his tandava. These were the talas that were prevalent in the ancient times. There are ten pranas
for these talas.

paricalaghvaksaroccara mita matreha kathyaté |

The time taken to utter the five laghu aksaras is known as one matra. Hence, one laghu contains five aksara
kalas, and a guru has ten aksara kalas, pluta has fifteen aksara kalas. These days, they reckon these talas
using four aksara kalas for a matra.

kala

"kala’ is used in marga talas such as caccatputa. Kala is,

“guruh kalatra”
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the aniga guru, according to Sarngadéva.
marga talas are of three kinds. They are: yathaksara tala (éka kala tala), dvikala tala, catuskala tala.

Yathaksara is the basic form for the five talas such as caccatputa. Dvikala tala has the twice the kalas of
yathaksara tala. Catuskala tala has four times the kalas of yathaksara tala.

The above mentioned kalas refer to the guru of the marga talas.

The remaining dési tala characteristics may be referred to in the Laksana Sangraha section.

COMMENTARY:

TESa LT (AT a2 |

[SR 5.1.16ab]
guruh kalatra dvikaléstavadyényatra satkala

[SR 5.1.20ab]
ED:- Describing the tala in terms of aksara kala is not in the style of the texts of the early period.
ED:- Sarnigadéva does not speak of the origin of the five talas from the five faces of Siva.

The sampadvéstaka is mentioned in the Sangitaratnakara as sampakvéstaka.

[13]. Vaggeyakara laksana (Characteristics of Composers)

vanmaturucyaté géyarn dhaturityabhidhiyaté |
vacam géyam ca kuruté yassavaggéyakarakah ||

1. The words of a musical composition is termed matu, and the melody is called dhatu. A person who
composes both the melody and the sahitya, together is called a vaggéyakara. The ideal composer
is one who is discerning in the usage of words, one who knows vyakarana (grammar), one who
well-versed in the lexicons such as amarakosa, a person who knows meters such as the anustup, the
various figures of speech such as upama in alarikara (poetics), the nine rasas or emotions beginning
with sfrigara, and bhavas such as vibhava, one aware of the the sixty four arts, one with a melodious
voice, a person knowledgeable in laya such as the druta, talas such as caccatputa, a person capable
of coming up with original compositions extemporaneously, one who can make the hearts filled with
hatred melt, one who is agreeable, one who has the qualities of suitability, the ability to concentrate,
and the ability to compose prabandhas, one who can speak and perform in the assemblies of schol-
ars and artistes, one with the ability to read the minds of others, the ability to compose in a short
time, and the ability to compose expansive and detailed compositions and perform raga alapana in
the tristhanas, making use of the various gamakas and expertise in raga forms. — A person who
possesses all these qualities is an ideal vaggéyakara.

2. A person is called a madhyama vaggéyakara, if their composition has excessive verbiage that hinders
the flow of dhatu, or if they lack the ability to compose prabandhas, despite knowing the characteris-
tics of the dhatu.
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20.

. If the words are excellent in nature, and the tune is of an ordinary kind, the person who composes so

is called an adhama vaggéyakara.

. A person who composes the dhatu and matu, based on the contexts and situations of a theme, such a

person is called a vastu kavi, and is considered a great composer.

. A person who is adept at describing situations in compositions is termed as a varna kavi and they are

of the madhyama category. One who composes a tune for another’s words, or one who composes the
initial part of a pallavi without altering the structure, are also of the madhyama category.

. One that has the knowledge of marga and dési is termed a gandharva.
. A person who knows only the marga sangita is referred to as a svaradhi.
. A person who creates their own words to someone else’s tune is an adhama vaggéyakara.

. Anideal singer is one who has a sweet voice, the ability to begin and end compositions well, the ability

to provide pleasant intonation and utterances, a thorough knowledge of the raganga and other ragas,
ability to sing prabandhas, skill in embellishing ragas with good gamakas, vocal control, avoidance of
musical shortcomings, regular practice, good linguistic ability, and the capacity to delight the hearts
and minds of listeners.

A person who has few capabilities, but has no defects is said to be of the madhyama category.
A person who has many defects is a performer of the adhama category.

A musician who has the ability to teach others in the theory and practice of music is termed as a
teacher or a siksaka.

A person who imitates others is an anukara.

A person who gets absorbed in aesthetic delight of sarigita, and sahitya, is called a rasika.

A person who produces captivating and pleasing sensation in the listener is called a rafijaka.
A person who exhibits brightness in their music is called a bhavuka.

A musician who sings alone is an ékala.

If two people perform as a duo, they are known by the term, yamala.

One who performs in a group is termed a bindaka.

Just in the same way as there are capable male artistes possessed of melodious voices and personable
appearance, there are also a number of lady artistes who are equally competent with all of the above-
mentioned characteristics.

COMMENTARY:

AT e=Ad I FTgeaad |

= T T Fed FEEAIERTE:

TRANSLATION: The literary composition is said to be matu, and the tonal structure is called dhatu. One
who composes the verbal text as well as the melodic form is known as vaggéyakara.

[SR 2.3.2]
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[14]. Gayakadosas (Faults of singers)

O 0 N3 O U1 ke W N
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13.
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23.
24.
25.

. sandasta — one who sings biting his teeth.

. udghrsta — one who sings in a loud harsh voice.

. bhita — one who sings with fear.

. Sankita — one who sings quickly with doubt and uncertainty.

. kampita — one who sings with his body (and voice) shaking.

. vikala — one who sings svaras high and low.

. vitala — one who sings without proper tala.

. karabha — one who stretches his neck like a young one of a camel.
. udvada — one who bleats like a goat shaking the cheeks.

. jhombaka — one who sings with the veins on his neck tightened or showing out.
. nimilaka — one who sings with eyes closed.

. virasa — one who sings without rafijana (the ability to captivate), without ruci (taste), and without

rasa (aesthetics).

apasvara — one who sings without proper svarasthana and siuti.

avyakta — one who sings in a faltering voice which makes the aksaras indistinguishable.
sthanabhrasta — one who sings without control over the three sthanas.

avyavasthita — one who sings in a disorganised manner and strays away from the svarasthanas.
misraka — one who mixes up the ragas.

anavadhana — one who sings with improper gamaka sthanas.

anunasika — one who sings with a nasal tone.

sttkari — one who sings with an "us’ (whistling) sound.

karalf — one who sings with his mouth flared as if inducing fear.

turhbaki — one who sings with his cheeks puffed like a gourd.

kaki — one who sings in an ugly voice like a crow.

vakrT — one who twists his throat while singing.

prasari — one who contorts his hand and body parts while singing.

Additional characteristics and faults of singers can be found in the Ratnakara.

*this is also called davadatana or mékatana.
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[15]. Sarira laksana

taranudhvani madhurya raktigambhirya mardavaih |
ghanatasnigdhata kanti pracuryadi gunairyutam ||
tatsusariramityuktar laksya laksana kovidaih |

The sound that reaches tarasthayi, that sounds good, majestic, and soft and heavy (ghanam) to the ear, and
captivates the listener — these are the desirable characteristics of a good voice — thus say the knowers of
laksana laksya.

Bad voice:

anudhvanavihinatvam riiksatvam tyakta raktita ||
nissarata visvarata kakitvam sthanavicyutih | )
karsyarm kakarSyamityadyaih kusariram kuduasanaih ||

A voice that does not align with the sruti, that has harshness, lack of captivation/rafjana, lack of taste,
lack of the right svaras, that is like the cawing of a crow, that moves away from sthana, has thinness and
roughness — all these faults characterize kusarira, or a bad voice.

vidyadanéna tapasa bhaktya va parvatipatéh |
prabhiita bhagya vibhavaih susariramavapyate ||

Imparting of knowledge, penance and Siva bhakti, and results of janmantara good deeds, all these will
yield good sariram.

COMMENTARY:

AT AT TR iEaET: |
FAQIETSAT &I qTgATE oG
AT AT @& A0 &ifaa: |

TRANSLATION: The voice having such excellences as (access to) higher register, resonance, sweetness, de-
lightfulness, depth, softness, fulness, creaminess, brilliance and volume, etc., is considered by the experts
in theory and practice, to be well-gifted.

[SR 2.3.83-2.3.84ab]

ATAAGaITcd ®afcd o Tradar |l
feamar famaar sfees smafa=gfa:
FIVF FIRIITAATT: FIATOL T T |

TRANSLATION: The voice characterized by such blemishes as lack of resonance, dryness, lack of delight-
fulness, lack of fulness, inaccurate tonality, hoarseness, inaccessibility to the (three) registers, frailty, and
harshness, etc., is (considered to be) poorly gifted.

[SR 2.3.84cd-2.3.85]
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fIeITeTa F99T WT a1 adi9d: |

T NI e gumisEaTT )

TRANSLATION: A well-gifted voice is obtained through great fortune, imparting of knowledge, penance,
or devotion to Lord Siva.

[SR 2.3.86]
ED:- udghrsta = udghusta.

All the texts that were written after the Sarrigadéva reproduce contents of the prakirnakadhyaya on these
topics.

cf. [SR 3.1.2-3.1.24], [SR 3.1.25-3.1.38]




SANGITA PRASAMSA

vighnaughaharinam sarvabhaktabhimatakarinam |
varanasyamaham vandé maulavarddhéndudharinam ||

The science which was created by the eternal infinite, blissful form of the almighty, who is verily sac-
cidananda (existence — knowledge — bliss), for the purpose of imparting aesthetic pleasure and for the
blissful experience, is sangfta.

Gita, or song is classified into four kinds: (1) vaidika gana, (2) vyakhya gana, (3) laukika gana, (4) kévala
laukika gana.

Sama gana is vedic, or scriptural music.

Gadyas of fsis, other gadyapadyas that are not necessarily padyas, and the songs from texts such as the
Ramayana, are vyakhya ganas.

Laukika gana is music composed in samskrta or regional (désya) languages, as invocation to Gods, either
in rhythmically bound, or non-rhythmic formats.

Music, that is not in praise of the Gods, is known as kévala laukika gana. This classification is mentioned

in the siitasambhita.

gitiganéna yogasyat yogadéva Sivaikyata |
gitijiio yadi yogeéna sa yati paramésvaram ||
(stitasamhita)
When a person invokes a deity with music with devotion, one obtains cittaikagrata, or focus of the mind.
Focus of the mind is yoga, and through y6ga is obtained union with the supreme soul.
kavyalapasca yé kecid gitani sakalani ca | '
Sabdamirtidharasyaité visnoramsa mahatmanah ||
(visnupurana)
The essence of this is that music is the manifestation of the divinity.

naham vasami vaikunthé na yogihrdayé ravau |
madbhakta yatra gayanti tatra tisthami narada ||

66
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Oh! Narada! I neither live in Vaikuntha, nor in the hearts of the king of yogis, nor in the Stiryvamandala. 1
dwell wherever my devotees worship me with song. These are divine words of God.

trivargaphaladassarvé danayajfiajapadayah |
ékam sangitavijianam caturvargaphalapradam ||

(Sivasarvasvamu)

Deeds such as dana (giving away to charity), yajia (sacrifice), yield only the three objectives namely,
dharma (righteousness), artha (wealth), and kama (desire). It is only knowledge of sarigita that yields
the four kinds of objectives, i.e., dharma, artha, kama, and moksa. These are the words of Parameésvara.

Sarigita is known as gandharva véda. Gandharva is one of the eighteen vidyas or streams of knowledge.

astadasanametasam vidyanam bhinnavartmanam |
adikarta kavissaksacculapaniriti srutih ||

This has been mentioned in the Santi parvan of the Mahabharata in the section enumerating the duties of
a king.

In order to constantly listen to music, Paramésvara wears the two serpent kings Kambala, and Asvatara in
the form of kundalas in his ears. This is mentioned by Kallinatha, the commentator of the Sangitaratnakara.”
Through vocal music, Sadasiva is pleased, through the music of the flute, Lord Visnu, through Sama gana,
Brahma, and through Vina, Sarasvati." Even those devoid of reasoning and intellect such as young chil-
dren, beasts and snakes are moved by music. It is through music that even inanimate beings acquire life
force, and the living gets transfixed into non-living. This being the case, it is no wonder that human beings
with the ability to reason obtain pleasure in musict

samavedadidam gitam samjagraha pitamahah |
(Ratnakara)
Among the musical preceptors mentioned by Sarrigadéva, in his Sangitaratnakara, the third dcarya, Brahma
Déva comprehended the science of music and the seven notes, through the sama veéda.
tasya gitasya mahatmyar ké prasamsitumésate |
dharmarthakamamoksanamidamévaikasadhanam ||
(Ratnakara)
Music is the means through which one can attain the objectives of dharma, artha, kama, and moksa. Hence,

the knowledge of music is deemed great.

vinavadanatatvajiiassrutijativisaradah |
talajiascaprayaseéna moksamargam sa gacchati ||

*ED:-cf. [K on SR 1.1.1]
TED:- cf. [SR 1.1.26]
Ysangitasahityarasanabhijiiah saksat pasuh puccavisanahinah ||
- : AT I TESfaTTET: L
According to this ancient sloka, those human beings unable to experience the aesthetic pleasure of music are akin to animals that
have no tails or horns. This animal is indeed a wondrous one! Other than this, the English poet Shakespeare says that a person who
is unmoved by music would not hesitate to cause cruelty to animals, or to commit treason and other such heinous acts.
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(vajfiavalkyasmiti)

One who is an expert in the art of vina playing, one who has the knowledge of the sruti jatis, one who
comprehends the talas — such a person attains the path of moksa effortlessly. That even nature and the
elements can be controlled by music, is understood through the biographies of great musicians of the past.
Gopalanayaka®S who lived who lived approximately 400 years back in a North Indian Kingdom lit lamps
by singing the dipaka raga. Viraraghavayya, who was in the court of the Maharastra kings of Tafjaviir
approximately 150 years ago, sang vasanta raga during the hot summer days, and was able to bring a
cool breeze. Because of this, he was given the name Tsallagali Viraraghavayya (or Viraraghavayya of cool
breeze). It is said that my uncle Muttusvami Diksita, who was famous in the South, and lived in the last 100
years, was able to bring rains to parched lands by singing amrtavarsini raga. Due to exigencies of space, I
will stop with this much.

sisurvétti pasurveétti vetti ganarasarm phanih |
sa évassankaro vetti samagram vétti naparah ||

In accordance with the above sloka, only Lord Siva, who is the first preceptor of all musical knowledge,
is omniscient. This being the case, who else is capable of comprehending this musical knowledge? Due
to the grace and benevolence of elders, I have but learnt little, and am incapable of expounding every-
thing. Vérikatamakhin, the revered Sanskrit scholar and preceptor of Nilakantha Diksita, the author of the
“Gangavatarana kavya”, who lived around 250 years ago, and knew the sampradaya that prevailed 300
years ago, and who was the wellspring of the South Indian tradition of music, explained this musical wis-
dom in the “Caturdandiprakasika. Since this tradition and knowledge has today gone to oblivion, and is
almost out of reach, I attempt to explain whatever I know only to help those who do not know at all.

Just by virtue of associating with the flower the thread gets the fragrance, and just by virtue of association,
the small water stream acquires force, I hope people will encourage me and listen to my words, like parents
listening with joy and pride to the babble of a young child, since my word accompanies the laksana, and
laksya and the words of great souls such as Veérnkatésvara Diksita, also known as Vernkatamakhin.

COMMENTARY:

ferdtergTivor srrhmaaTtr |
TS g% ATATTG-g T |

TRANSLATION: I adore that elephant-faced, bearer of the crescent moon, who destroys obstacles and fulfils
the desires of devotees.

[KonSR1.1.1]
< ﬁ l: ﬁg ~

<
SN~ ~

TR A TRAA AT AL ATegarer=ar |

karnalambitakambalasvatarayorgitamitasvadana-
dandolikrtamaulinirjaranadr tarangapatasriya |

SKallinatha, the commentator of the “Sangitaratnakara” says in the commentary to the Taladhyaya, that this Gopala Nayaka had
written a text titled “talarnava”, and “raga kadamba”, and composed many prabandhas. In addition, Vérkatamakhin, in the Sruti

Prakarana of the “Caturdandi” says that Gopalanayaka was an authority on srutis, cf. [CP 2.57]. It is understood that Gopalanayaka
lived before the times of Kallinatha.
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[Kon SR 1.1.2]

fam= FRreTq FnTed fraear |
ifasr ofs @ 7 arfa o\ =T
(FaHted)
TRANSLATION: Through singing (of the praises of God) is attained cittaikagrata, and through yoga is at-
tained union with the supreme soul.

FATATITG T Hiag AT GHhATT T |
e faaredd AT AETed=: 0

(Fersapgzrom)

TRANSLATION: Music, alapanas of ragas, songs replete with lyrical beauty, all these are indeed the mani-
festations of the supreme Visnu, who is the very embodiment of sacred sound.

qTE FETH IE0S T FATHTESS & |
qTET I At aF faste 9

TRANSLATION: O Narada! I do not dwell in vaikuntha, or in the hearts of yogis, or in the siryamandala. 1
dwell wherever my devotees worship me with song.

EEDRTTCE ] HERSERIEEEN

T FgiafasT Igaiwaasd |
(Feraaa=m)

TRANSLATION: Deeds such as dana (giving away to charity), yajiia (sacrifice) yield only the three objectives
(that are useful in this world (namely, dharma, artha, and kama). It is only knowledge of sarigita that yields
moksa, the fourth of the objectives (for life here and beyond).

.~ . o .
sreTEuTATHaTET faamar frseear |

ATfaHar afqeamaTgaaTo T gha: |

TRANSLATION: Lord Paramesvara, the bearer of the trident is the creator of the 18 vidyas.
graeTfes M awuTtg faams:
[SR 1.1.25¢d]

TRANSLATION: Gita was extracted from the samavéda and collected by Brahma.

TET AT AT & Foaqaiyd |
TATIRTAA AT HEH I RATITH |

TRANSLATION: Who indeed can describe the grandeur of melody, for in fact, it is the only means for the
realization of the four primary values of human life ie dharma, artha, kama, and moksa.

[SR 1.1.30]
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~ ~ ~ -
qIUMTATET AT TAATTIIIATLS: |

ATATETSHATET HI&HTT & =i

(AT T)

TRANSLATION: One who is well versed in playing the vina, adept in the nuances of sound and rhythm;
attains salvation with little effort.

forsraf qepafe afe e wfr:
q UT W& gt g9 afd araes

TRANSLATION: Children, beasts, snakes, and Lord Siva all know the power of music, and there is none
who does not.

ED:- A note on Footnote No. 3 — This is not from the taladhyaya of the Sangitaratnakara, but from the
prabandhadhyaya.




LAKSANA SANGRAHA

Sangita
caitanyarm sarvabhatanam vivrtim jagadatmanam,
nadabrahmatadanandamadyvitiyamupasmahé.

gitam vadyam tatha nityam trayam sangitamucyate.
(Ratnakara)

Vocal music (gita), instrumental music (vadya), and dance (nftya) — these collectively constitute music
(sangtta).

gitavadyobhayam yatra sangitamiti kécana .

According to some, vocal music (gita) and instrumental music (vadya), constitute music (sangita).

Nada

nada forms the basis of sangita.

nakaram prananamanarh dakaramanalarh viduh,
jatah pranagnisamyoga tténa nadobhidhiyaté.

In the word nada, na indicates prana (life-force), da indicates anala or fire, and that which is born by their
conjunction is known as nada.

na nadeéna vina gitam na nadéna vina svarah,
na nadéna vina ragam tasmannadatmakam jagat.

Without nada, there is no music. Without nada, there is no svara, or raga. Thus, nada pervades the entire
universe. In the human body, the elements such as ether and fire intermingle, and produce the subtle sound
that is nada. That nada travels through the regions of the heart, the neck, and the head, and manifests itself
through the mouth.

71
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nadaccha srutayo jata stébhy6 sadjadayasvarah,
tebhyo ragassamutpanno gitarm tasmacca jayate,
ato nadatmakarn gitam vadyam gitanuvartica.

From nada are born the srutis. From Srutis, the svaras, beginning with sadja, are born. And from these, the
ragas and gitas are born. Thus, these are the manifestations of that abstract nada, which assumes the form
of gita, which is followed by vadya*.

COMMENTARY:

IT=F qAATT fagd swrETeET |

B G EAE Bt IR E R L

TRANSLATION: We worship nadabrahman, that incomparable bliss, which is immanent in all creatures as
intelligence, and is manifest in the phenomenon of this universe.

[SR 1.3.1] [éérngadéva / Transl. Shringy (1978)]

e qTeg o7 T 79 Fag=ad |

TRANSLATION: Gita (Vocal melody), vadya (playing on an instrument), and nrtta (dancing), all the three
together are known as sangita.

[SR 1.1.21cd]
FraTene T AT 9
TRANSLATION: According to some, gita and vadya together constitute sarigita.
e 39 UT FEIaafa = |
[SS, padarthasarigraha 39cd-40ab]

THTT TTUETHTT ShTEHA ([ag: |
~ . ~
ST FTOTHAEE N aF ATRrshrdad |

TRANSLATION: na indicates prana, or life-force; da indicates anala or fire. This subtle, absolute sound in
the human body, born by the conjunction of prana (life-force) and anala (fire /heat), is known as nada.

[SR 1.3.6]

T At faar | T qre faar =mwo
T A1 faT I TS SO

*Just as an eagle’s shadow faithfully follows the bird, the instrumentalist follows the vocal musician.
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TRANSLATION: Without nada there is no gita. Without nada there is no svara. Without nada there is no
nitta(rdga in Subbarama Diksita(1904)). Hence, nada pervades the entire universe.

[BrD 1.2.18]

ATRT=9, KSR \Yildlt‘daﬂ' YeSTay&aT: |
T ITATEAHCTAT I &A1 I |
HAT ATETeH® I(Tq arel fargata T

In this context, the term gita or music connotes vocal music in general, and not a type of composition.
Further treatment of the term gita, its usage, and interpretation can be seen in [Ramanathan (1999) Ch.I
pp-1-571].

The implication of the footnote is that any musical sound should be vocalized in the first instance and then
reproduced on the instrument. Sarrigadéva too has stressed the influence of vocal over the instrumental,
when he says: “ato gitarm pradhanatvadatradavabhidhiyaté” ie. (Dancing is guided by instrumental music,
which in its own turn, follows the vocal practice.) Therefore, the vocal melody gitam, being the main
constituent of sarigita, is expounded in the first instance.

[SR 1.1.25ab]

Sruti

The flow of nada is not uniform. It is sometimes low, sometimes high, and at times the highest. It ranges
from the lowest audible sound capable of being distinguished by a well-trained human ear, to the highest
possible pitch. If these sounds from the lowest to the highest are arranged successively in an ascending
order of pitch, without there being the possibility of any intervening sounds in-between, they would be
sixty six in number. These sixty six sounds are arranged in such a way that the first twenty two sounds of
the lower order are reckoned as belonging to the mandra, or lower region of nada. The second twenty two
sounds of the next higher order are reckoned as belonging to the madhya, or middle region, and the third
series of notes of the highest order are reckoned as belonging to tara, or highest region of nada. These sixty
six sounds from the lowest possible to the highest possible in succession, as conceived in the three regions
of mandra, madhya, and tara, were described as srutis by the ancient preceptors.

“sriiyanta iti Srutyah”

According to this aphorism, the term, sruti could be derived from the root— $r (¥[) — to hear, with the suffix
ti added to it. Srutis are those sounds capable of being heard.

COMMENTARY:
ED:- The number sixty six is printed as sixty two in [Subbarama Diksita (1904)].

The order of occurrence of sounds successively, without there being the possibility of any intervening
sound(s) in between, marks Sarrigadéva’s conception of tuning the twenty two stringed dhruva, and cala
vinas at the first instance, before proceeding with the experiments on the cala vina. The three orders of
the sounds reckoned on mandra nada, madhya nada, and tara nada, indicate the conception of the three
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registers or sthayis, which marks one of the most important landmarks in musical history. The conception
of the anumandra, and atitara sthayis was a consequential development that came much later.

Matanga’s views:

Sravanéndriyagrahyatvat dhvaniréva Srutirbhavet |

HAUTGIURATd AT Favad |

TRANSLATION: Sound itself is known as Sruti, on account of being percieved by the sense of hearing.

[BrD anu 2]

$rusravane casya dhatoh ktih(n) pratyayasamudbha vah |
Srutisabdaprasadhyo’yam sabdajiiairbhavasadanah ||

THAU AT dTard: () ToT: e |
FiqUrsa T AT ST TeasTadra: |

TRANSLATION: From the root ‘sru’ — meaning hearing, with the suffix ‘ktin’, the word sruti should be
formed (grammatically) by those who are knowledgable in the word (grammar). (This is ) sddhana (forma-
tion), according to karman(object).

[BrD 1.3.24] [Matariga / Transl. Prem Lata Sharma (1992)]

Thus, those small meaningful sounds, capable of being audibly distinguished by a well-trained human ear
are termed Srutis. Matanga quotes Visvavasu in understanding the term sruti, with its dual connotations.
Srutis may be svaragata, or antargata. Svaragata sruti indicates the particular entity is known as a svara,
and made up of a certain number of srutis. Antargata sruti means, or marks, actually the interval relation-
ship between any two such entities. For example, the term catusruti may indicate any note maintaining
such an interval relationship between itself, and its immediately preceeding, or succeeding one. The name
of such and such a sruti-ed note indicates svaragata and the interval relationship marks the antargata.
Catusruti itself indicates antargata bhava of sruti terminology, while the catusruti fsabha indicates the
particular note itself is svaragata.

According to Dattila, Srutis were not to be rendered successively but only selectively; srutis attain the status
of svaras, when practically employed and sung.

tebhyah kamscidupadaya giyanté sarvagitisu |
adriyanté ca yé tésu svaratvam upalabhyateé ||
T RITIGIIRTT ITF=T Faay |
AMGI=T T T qY SFcaqIonad |l
TRANSLATION: Among them, some are picked out, and sung in all gitis. Those of the Srutis, that are

especially esteemed, attain the state of svara-hood.

[Datt S1.10] [ Dattila / Transl. Mukund Lath (1983)]
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Sthayi

mandré hinmadhyamah kanthasirastarakasamjiikam.

Thus, the twenty two srutis in the mandra range are produced in the hidaya (heart region), while those in
the madhya range are produced in the kantha (neck), and those twenty two in the highest tara range are
produced in the Siras (head). In course of time, these three mandra, madhya, and tara, came to be referred
to respectively as mandra, madhya, and tara sthayis. Sthana, or sthayi refers to the located positions of the
svaras. The ancients referred to sthayi as sthana’.

COMMENTARY:

T § AT FUSTITFTTRA TR |

TRANSLATION: The mandra is produced in (the region of ) the heart, madhya (in the region of) the neck
and, tara in the region of the head.

The words, takku, or taggu (see footnote below) means less, and heccu means high, corresponding re-
spectively to kanista, and garista in sanskrit. The mandra, madhya, and tara sthayis meant the localized
regions, where the twenty two Srutis are embedded.

Svara

These Srutis, though capable of being individually and abstractly discernible, when they are distributed in
the form of aksaras in a form that captivates (the listener), with the added merit of resonance of their own,
as mentioned by the ancient teachers, and made into audible manifest entities, they are known as svaras.

1. svato rafijayati srotram svaramityabhidhiyaté.

That which can evoke pleasurable feelings in the hearts of the listeners is termed svara.

2. A certain quantity of honey contains many drops. Every drop of it would no doubt taste sweet. But,
for a full and sustained taste of the sweetness of honey, one drop or two are not enough. A certain
sizeable quantity of honey would be required for a sustained enjoyment of the sweet taste of honey.
Thus, the honey drops are comparable to the abstract of srutis. As how certain drops of honey make
a sizable quantity, enabling the sustained enjoyment of the sweet taste of the honey, in the same way,
certain number of Srutis are grouped into one unit, technically known as svara.

3. Because honey is sweet, one cannot consume it in large quantities, lest one should get an aversion to
that taste of honey. Further, tastes are diverse. Sweetness is not the only taste for enjoyment, as we
know of the existence of sadrasas. While consuming food, cooked rice should have its own adjuncts,
— the other different items of consumption with different forms of taste. Sadja is like the main course
of a meal, i.e., cooked rice being that staple food, and the other accompanying dishes are analogous
to the other svaras. Thus, sadja forms the main basic conception of the unit of entity, and the other
svaras are its retinue. The sapta svaras were thus evolved by the ancient preceptor Siva himself.

tmandra sthayi is known as taggu sthayi, the madhya sthayi is known as sama sthayi, and the tara sthayi is known as heccu sthayi.
These are collectively referred to as the tristhayis. In an instrument, whatever be the sthayis, below the mandra sthayi and beyond
the tara sthayi, the number of Srutis to be located in each, is only twenty two.
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4. The seven svaras individually grouped out of a fixed number of Srutis for each have their own loca-
tions, and are sung in mandra, madhya, and tara sthayis or regions. Now, the names of the saptas-
varas, their sruti positions, and the symbolic mnemonic letters thereof, are given below:

Istsvara | sadja sa 4 srutis
2nd svara | isabha ri 3 srutis
3rd svara | gandhara ga | 2Sdrutis
4th svara | madhyama | ma | 4 Srutis

5th svara | paficama pa | 4srutis
6th svara | dhaivata dha | 3 srutis
7th svara | nisada nit | 2 srutis

These mnemonical letters, or syllables for the saptasvaras have been recognized from time immemo-
rial, being referred to in chandas (metre), siksa (phonetics), védarigas (ancillary branches of knowl-
edge), and also in the garbhopanisad, pertaining to the atharva véda.

5. These seven svaras, commencing from sadja, and ending with nisada in a sthayi, are reckoned as
saptaka, and with the next higher octave sadja, i.e., tara sthayi sadja as the eighth note, it is reckoned
as astaka, or octave.

6. tatra turyasrutausadja ssaptamyam fsabho matah,
tatonavamyam gandhara strayodasyam tu madhyamah,
paficama ssaptadasyamtu dhaivaté virsatisrutau,
dvavimsetu nisadasyacchrutisvittham svarédbhavah,
étésadjadaya ssaptasvarah suddhah prakirtitah.
(Svaramélakalanidhi)

These seven notes are thus located in the ladder of twenty two srutis. On the fourth Sruti sthana
is located the sadja, fsabha on the seventh, gandhara on the ninth, madhyama on the thirteenth,
paficama on the seventeenth, dhaivata on the twentieth, and the nisada on the twenty second sruti
sthana. The seven svaras, located thus, constitute the Suddha svaras as proclaimed by Ramamatya in
the Svaramélakalanidhi. This has also been mentioned in the Sarigitaratnakara of Sarngadeva.

7. The seven suddha svaras, located as such scheduled in their ordained srutis, are also reckoned or
designated as prakiti svaras.

8. Among these ten suddhasvaras, excepting the sadja, and the paficama, all the other svaras, rsabha,
gandhara, madhyama, dhaivata, and nisada, admit variation on the basis of their being located in
different srutis and the character, or nature of the notes get changed. So, they are reckoned as vikrta
svaras.

9. Explanation of the Suddha (prakiti svara), vikiti svara

Suddha svaras are svaras located in their niyata sruti sthana, but even if the interval value gets re-
duced by means of the preceding note encroaching upon the jurisdiction of the suddha svara, as
long as the niyata sruti sthana of the suddha svara is retained, it need not be construed as a vikita
svara. In the event of nisada becoming kakali by means of the nisada encroaching upon the three
srutis falling under the jurisdiction of sadja, still sadja is only a suddha svara in that it retains its
ordained Srutisthana, or niyata srutisthana. If any svara loses its niyata sruti, and occupies either the
Srutisthana of any other suddha svara otherwise, it is a vikrta svara. The essence of it is that any svara
not sticking to its niyata Sruti sthana is to be reckoned as a vikita svara.

$Of the above-mentioned seven notes, the svara ‘sa’ originates from Paramasiva, and the rest, ri, ga, ma, pa, and dha, from his
five faces such as sadyojata, aghora, etc. The note ni originates from mahésvara. This is mentioned in the Ragatalacintamani of
Govindamatya.(cf. [RTC 11.1.4.7])
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10. The vikita svaras:
(1) paficasruti fsabha, (2) satsruti fsabha, (3) sddharana gandhara, (4) antara gandhara, (5) varali mad-
hyama, (6) paficasruti dhaivata, (7) satsruti dhaivata, (8) kaisiki nisada, (9) kakali nisada.

11. The following table gives the names of the twenty two srutis explained, along with the seven suddha
svaras, and the nine vikfta svaras, as given by Veérnkatamakhin, in his Caturdandiprakasika.

Table I
sa ri ga ma a dha ni
1 2 3 4 5 6 7 8 9 10 | 11 | 12 13 14 | 15 16 17 | 18 | 19 20 21 22
1 : = . 3 z £
g | g o s | 2 2 = = | = 2
e | E|S B 5 6 2|28 2 |e|s|a|2|2 5|82 )%
Y = [ B=N = I = I (=}
g |Z|E|S|S|E|e|E| @ |f|a|a|& |Z|®|3 |w|&[B|c |&]| %
dha ni ri ri ga ma dha?
ni ga ni

12. In the above table, the svaras indicated on the top of the sruti nomenclature are the suddha svaras,
and the svaras indicated on the bottom of the sruti nomenclature are the vikrta svaras.

13. From the above table, it could be seen that in the ladder of twenty two srutis, kaisiki nisada, and
satsruti dhaivata occupy the first sruti, kakali nisada the third sruti, sadja the fourth, suddha rsabha
the seventh, suddha gandhara and paricasruti rsabha the ninth, sadharana gandhara and satsruti
fsabha the tenth, antara gandhara the twelfth, suddha madhyama the thirteenth, varali madhyama
the sixteenthT, paficama the seventeenth, suddha dhaivata the twentieth, and suddha nisada and
paficasruti dhaivata the twenty second Sruti.

14. The seven suddha svaras and the nine vikfta svaras, were thus sixteen and twelve svarasthanas have
been fixed within the range of twenty two srutis. Among these sixteen svaras, the svarasthanas are
only twelve, within the same range, as demonstrated on stringed instruments like the vina as given
below:

(1) Suddha fsabha, (2) suddha gandhara or parficasruti fsabha, (3) sadharana gandhara or satsruti
fsabha, (4) antara gandhara, (5) suddha madhyama, (6) varali madhyama, (7) pancama, (8) suddha
dhaivata, (9) suddha nisada or paricasruti dhaivata, (10) kaisiki nisada or satsruti dhaivata (11) kakali
nisada, (12) 5adja”

15. These svaras, rather the positions of the svaras, are fixed on the vina, leaving aside the méru, by
means of frets. They are comprised of twelve svarasthanas represented by twelve frets.

16. The Srutis for each and every prakiti, and vikiti svara can be illustrated through the sruti vina. This
Sruti vina is explained with reference to the sarva raga méla vina ** in prevalence, by Vérkatamakhin
as follows:

Two frets are to be fixed in between each of the frets 1-6-8, one fret each in between frets 2-4-9-11
and the frets 3-5-7-10-12 will reveal themselves apparently, and consequently out of the arrangement
mentioned above. When arranged thus, for each prakrti svara, the associated vikfti svara, their Srutis,
and their subtle differences can be understood as given in the Sruti vina table below:

SED:- Represents paricasruti dhaivata. This appears to be missing in [Subbarama Diksita (1904)] too.
TVarali madhyama is also known as prati madhyama.
IIBecause madhya sthayi sadja speaks on the open string in the vina (sarani string), the svarasthanas from madhya sthayi suddha
fsabha are taken into account, and the sadja is taken up in the tara sthayi.
**Further, the position or fretting is explained with particular reference to the notes of the madhya sthayi, for the main reason that
the frets producing the notes of the madhya sthayi are comparatively larger for the purpose of easy location and understanding.
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Table IT — Sruti Vina Table
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COMMENTARY:
Tar vEata Fqiad F & I=Td

TRANSLATION: The sound that delights the mind of the listener by itself is called svara.

[SR 1.3.25ab]

T T FAr TSAHTHT "I Aqq:
TqAT T METTEAIRIAT T T |
TEAEEHRYAT  g9ar fautasar |

grtasr g fvmeersgfafsaer =vsT: |
T YSSEaeqaea T: &I Fhifaa: |

TRANSLATION: The svaras arise from the srutis in such a manner that sadja takes the 4th sruti of the vina;
fsabha the 7th; gandhara the 9th; madhyama the 13th; paficama the 17th; dhaivata the 20th and nisada the
22nd.

[SMK 2.27cd-2.30 ] [Ramamatya / Transl. Ramaswami Iyer (1932)]

8. If the prakfti svaras are to be understood as natural notes, not all the seven svaras could be justified to be
designated, rather reckoned as natural notes for the reason the sadja also is purely absolute in conception,
while the rest of the notes ri, ga, ma, pa, dha, ni, derive their stature only in relation to sadja conceded
absolutely without reference to any other ordained note. Sadja is described as a catusruti-ed note in relation
to nisada. So the conception of sadja is both absolute, and relative.

9. It must be mentioned here that Sarngadéva viewed it differently, as he talks about a system different from
that of Bharata. In the process of kakalitva of nisada, the sadja became a two Sruti vikita, and assumed the
name acyuta sadja. He calls it acyuta, because there is no falling down of sadja from its original position.
With the advent of kakali of nisada, the sadja is no longer a suddha svara, for the reason it has lost its
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catusruti interval, which alone marks its suddhatva, or niyatatva. Thus, to éérﬁgadéva, sadja was also a
vikita at times, i.e., in the process of kaisiki ni, it was cyuta sadja, and in the process of kakalitva, it was
acyuta sadja.

10. It may be observed here that satsruti fsabha, and sadharana gandhara are individually mentioned
as vikrti svaras, because they are reckoned as two different notes, though both of them are identical
in svarasthanas. The same is the case with satsruti dhaivata, and kaisiki nisada. But, here one must
be cautious why Subbarama Diksita has chosen to reckon parncasruti fsabha and paficasruti dhaivata as
vikita svaras, though for quite some time paricasruti fsabha and paricasruti dhaivata were identified with
suddha gandhara and Suddha nisada, respectively (from the days of Ramamatya) because, to Subbarama
Diksita, paficasruti fsabha, and suddha gandhara were different svaras, the former a fsabha, and the latter
a gandhara, though for all practical purposes, the svarasthanas were identical. The same is the case with
panicasruti dhaivata, and suddha nisada too. Venkatamakhin easily avoided this critical juncture and am-
biguity. He mentioned vikrta svaras as five only, as follows: (1) sadharana gandhara (2) antara gandhara
(3) varali madhyama (4) kaisiki nisada (5) kakali nisada .

According to Verikatamakhin, satsruti fsabha, and satsruti dhaivata were also automatically vikita svaras.
But, paricasruti fsabha, and paricasruti dhaivata were not vikita svaras to Veénkatamakhin, because they
were vikita only as rsabha, and dhaivata, respectively, but as Suddha gandhara, and suddha nisada — they
ceased to be vikfta, and were only suddha. So, according to Vérnkatamakhin, one and the same svara must
either be suddha, or vikrta, but not both.

13. In [Subbarama Diksita (1904)], the table is represented correctly, whereas in the explanation there is
an inconsistency and the positions for suddha madhyama is given as eleven, and twelfth position is not
mentioned.

It should be noted that pratimadhyama is to be located only on the fifteenth sruti sthana, i.e., rakta, and the
varali madhyama of the present day is tivra prati madhyama, to be located on the sixteenth sruti sthana
(sandipini). Similarly, the antara gandhara is to be located on the eleventh sruti (prasarini), and the kakali
nisada on the second sruti (kumudvati).

16. The sruti vina is first, a ladder-like arrangement of the twenty two srutis in an octave, and the positions
of suddha (prakiti), and vikiti svaras are practically demonstrated by means of the fixation of frets accord-
ingly, so as to produce seven Suddha (prakriti) svaras and nine vikiti svaras, distributed over the twelve
svarasthanas.

Vadi, Sarhvadi, Anuvadi, Vivadi Laksana

vadisayah prayogé bahulo rajah yayéstu madhyésyuh,
dvadasavastau srutay6 matyau samvadinau taustah,
éka srutyantaritau vivadinau vairinau mitho bhavatah,
anuvadinastu 5€sa bhitya ittham yatharthaste.

(Ragavibodha)
1. Vadi

In a raga, the amsa $vara (jiva svara) which is put to profuse usage is vadi. Vadi is compared to a king.
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2. Sammvadi

If any two svaras are separated from one another by eight or twelve srutis, they are said to be samvadins
to one another. Samvadi svara is compared to the minister of the king.

Examples:

I

samau, sapau ridhaucaiva nigau samvadinau mithah,
évam Suddhasvaré stiktassamvadi svaranirnayah .

(Caturdandiprakasika)
Of the suddha svaras, (sa—ma), (sa—pa), (ri—dha), (ni—ga) are sarhvadins to one another.

II.

Suddhasca madhyama suddha nisadascé tyubhau svarau,
Srutyastakénamtarita vapisamvadiné na hi.

(Caturdandiprakasika)

Though the suddha madhyama, and suddha nisada are separated by eight srutis, they are not to be reck-
oned as samvadins to one another.

III.

sadharanakhya gandhara kaisikakhya nisadayoh,
tathaivantarakakalyo ssamvado vikitésvapi,
Suddharsabhéna samvadi varalimadhyamastatha.

(Caturdandiprakasika)

Of the vikiti svaras, sadharana gandhara, and kaisiki nisada, antara gandhara, and kakali nisada, and
similarly, suddha fsabha, and varali madhyama are samvadins to one another.

3. If any two svaras are separated by an interval of an éka (one) Sruti, then they are to be reckoned as
vivadins to one another. Vivadi is compared to the enemy.

Example:

rigau dhani casuddhésu svarausyatam vivadinau,
sadharanantarau caiva kai$iki kakalf svarau,
mithau vivadinau jiiéyau vikrtésu svarésvapi.

(Caturdandi)
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Among the suddha svaras, [ri—ga] and [dha—ni] are vivadins to one another. Among the vikiti svaras,
sadharana gandhara as satsruti rsabha, and antara gandhara(are vivadins to one another). Similarly, kaisiki
nisada as satsruti dhaivata, and kakali nisada are vivadins to one another.

4. Anuvadi

The svaras which do not constitute vadi, samvadi or vivadi, are anuvadi. Anuvadi is compared to a
servant. The means of understanding the vadi, samvadi, anuvadi,vivadi, and the way of ascertaining them,
can be seen in the explanatory table below.

Table III

7
7

u-ey
es
1I-ns
e3—ue
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e3—es ‘11-es

Tu-Tex-eyp-es
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5. If we analyze the above, it could be understood that the vivadi dosa could be felt in the following eight
cases, while singing the ragas derived from some of the seventy two meélas.

1. Ascending from suddha fsabha to suddha gandhara

. Descending from suddha gandhara to suddha isabha
. Ascending from satsruti rsabha to antara gandhara

. Descending from antara gandhara to satsruti f'sabha

. Ascending from suddha dhaivata to Suddha nisada

. Descending from suddha nisada to Suddha dhaivata

. Ascending from satsruti dhaivata to kakali nisada

L NN o ks W N

. Descending from kakali nisada to satsruti dhaivata

If we sing the other svaras, combining them in whichever way we desire, there will be no vivadi dosa felt.
On the other hand, they will be wholesome and conducive to rafjakatva.

6. The arohana — avarohana kramas incorporating the above eight vivadi combinations are found in the
first six mélas of the first cakra, in the six mélas of the sixth cakra, that is, 31st, 32nd, 33rd, 34th, 35th, 36th
meélas, in the six melas of the seventh cakra, i.e., 37th, 38th, 39th, 40th, 41st, 42nd mélas, and again in the
six mélas of the twelth cakra, i.e., 67th, 68th, 69th, 70th, 71st, and 72nd mélas and further, in the first and
sixth mélas of the remaining eight cakras, i.e.,
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7th and 12th mélas of the 2nd cakra
13th and 18th mélas of the 3nd cakra
19th and 24th mélas of the 4th cakra
25th and 30th mélas of the 5th cakra
43rd and 48th mélas of the 8th cakra
49th and 54th mélas of the 9th cakra
55th and 60th mélas of the 10th cakra
61st and 66th mélas of the 11th cakra

The arohana avarohana, having the vivadi combinations of svaras are explained above. Thus, the total
number of mélas taking such vivadi combinations of svaras are forty. Tradition warrants the careful and
cautious rendering of the forty mélas, with awareness of the laksanas of vadi, vivadi etc. To counteract the
vivadi effect, one must either sing vivadi svaras as varjya (omitted), or the enemy-like vivadi svara must
be befriended by surreptitiously employing a gamaka on the vivadi svara such that it is endowed with
the shade of a vadi, samvadi or anuvadi svara. This is the way of those who are well-versed in tradition.
Otherwise, much ruin would be caused to the required melody, by the use of vivadi svaras. This is the
opinion of great preceptors like Bharata, Matariga, and others.

COMMENTARY:

AETEHT: TANT Ggesl Yol FATE] HAY:
ST AT ATt qarfedr ared: |
s Fea=atear faartest v fer wad:
HAATEAS] HYT AT 5 TITHTE |

TRANSLATION: That svara which is of frequent appearance and which is as important as a king is vadi.
Any two svaras between which there are 1,2 or 8 Srutis are samvadis, which are like the ministers. Any
two svaras between which there is only one sruti are vivadis, which are enemies to one another; while the
rest are anuvadis, which, as the term indicates, are like servants.

[RV 37-38] [somanatha / Transl. Ramaswami Iyer (1933)]

The prose passage in Brhaddeési states, “That from which the melody(beauty) of a raga arises is the vadi,
that which helps establish the melody of a raga is the samvadi, that which helps promote it is the anuvadi
and that which destroys it is the vivadi’.

[BrD p.32-38]

It is only the inter-relationship in between any two notes that make them samvadins, anuvadins. and
vivadins to one another. The expression ‘one-another’ is very important. Hence, ‘mithah’ is used in
sanskrit, while defining the concept of samvadi, anuvadi, and vivadi. No svara can simply be samvadi,
anuvadi, or vivadi by itself. Only the concept of vadi is absolute.

1. Vadi
tatra y6 yadamsah sa tada vadi ~ @ IT J<91: & daT anig

TRANSLATION: (In a melodic structure), the vadi is the amsa (of the jati on which it is based).
[NS 28.22-24 Prose passage]

Thus, any amsa svara put to profuse usage could be vadi.
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2. Sammvadi

Further, Sarngadéva, and Vénkatamakhin say that the two svaras separated by eight, or twelve srutis are
samvadins to one another. No doubt, they are only eight or twelve intermediary notes (Srutis). But, it is not
that the number of intermediary notes in between that count more than the actual number of intervals in
between. For example, (sa—ma) are samvadins and have the srutis 5, 6,7, 8,9, 10, 11, and 12 between them.
But, what about the interval between the twelfth and the actual thirteenth sruti? Similarly, between sa , and
pa, there will be twelve srutis between the fourth sruti and the seventeenth srutiTaking into account the
interval between the sixteenth and seventeenth sruti, it will be thirteen sruti antaras. Hence, Bharata and
Dattila chose to define the samvadi as follows:

mithah samvadinau jiiéyau trayodasa navantarau

forer: garfet 9T THET TaT=awr
[Datt. 18cd]

TRANSLATION: Pairs of notes with an interval of nine or thirteen srutis are samvadins to each other. Also
see [AB on NS Vol. IV P.16]

yayosca navaka trayodasakamantaram tavanyonyam samvadinau

T TaHIGETRATY qra-a== g4arie-r

[NS 28.22 prose passage]

Why and how suddha madhyama, and suddha nisada are not to be reckoned as samvadins to one another
is a crucial question. This has been addressed by Abhinavagupta. Abhinava asserts that the samvadi of
a svara should never be omitted, since it is born from the same position. According to Abhinava, since
the condition of samanasrutikata, i.e., being born from the same position, is not fulfilled in the case of
madhyama and nisada of sadjagrama, they are not samvadins to each other.

[AB on NS Vol. 1V, p.17]

Suddha madhyama is on the thirteenth sruti sthana (marjani), and suddha nisada on the twenty second
Sruti sthana (ksobhini). This is the ancient conception adopted by Venkatamakhin also. According to
Bharata, any two svaras separated by thirteen Sruti antaras, or nine sruti antaras are samvadins to one
another.

From the above point of view, suddha madhyama, and suddha nisada are samvadins to one another. This
pair, suddha madhyama and suddha nisada, stands on the same footing as the other suddha svara pairs,
(sa—ma), and (ni—ga), as mentioned by Verkatamakhin himself in [CP 3.144cd].

AT 79t oot 97 e "arfeAr e

T e Yah: Sarieeaa=aua: |
o

TRANSLATION: (sa-ma), (sa—pa), (ri-dha), (ni-ga) are mutually consonants. Thus, the determination of
consonants is stated among the suddhasvaras.

[CP 3.144-3.145] / [ Vérikatamakhin / Transl. R. Satyanarayana (2002)]
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Further, Vénkatamakhin says that though the suddha madhyama, and suddha nisada are separated from
one another by nine Srutis, they are not meant to be reckoned as samvadins to one another.

TG AT JEATeRegHT Fr |
LR LararT garteat 7 f&

TRANSLATION: Even though the two notes suddha madhyama and suddha nisada are separated by eight
srutis, they are not (mutually) consonants.

[CP 3.147]

So, does it mean that Verikatamakhin reckoned the twenty second Sruti sthana as suddha nisada? The
eighth Sruti sthana from suddha madhyama (thirteenth Sruti) is only the twenty first sruti sthana, where
the current catusruti dhaivata, or the suddha nisada (current) stands. That was not to be, to Vénkata-
makhin. Things were different during his times. Suddha madhyama, and suddha nisada, as per current
understanding, are not samvadins to one another.

T RTHedr: daral [qhasarT |
JEYHT HATEl JIATATETAT |

TRANSLATION: Among vikrtasvaras, consonance occurs between sadharana gandhara-kaisiki nisada and
likewise between antara(gandhara) and kakali (nisada).

[CP 3.145cd-3.146]
3.vivadi

Both natyasastra and Dattilam define vivadi svaras as those svaras that have antaras of two Srutis.

fatt a7 ggy FeETar faarfer
QIO 99 FiA(h Frhereair |
feret faarfeat = fasay @vsafT

TRANSLATION: (ri-ga) and (dha-ni) are (mutually) dissonant among suddhasvaras. Among vikitasvaras,
sadharana-antara (gandhara)s, kaisiki-kakali (nisadas) are to be understood (respectively) as mutually dis-
sonant.

[CP 3.149cd-150]

It may be said that both the svarasthanas of one and the same svara are vivadis to one another. Suddha
fsabha — suddha gandhara (catusruti rsabha). It may further be pointed out that all the dvisruti intervals
between any two notes do not make them vivadi to one another. For example,

sadja —suddha fsabha
kakali nisada — sadja — prati madhyama —paficama
paficama — suddha dhaivata

ED:- It should be noted that Bharata and others have prescribed ways of handling not vivadi svaras but
sadharana svaras. [NS 28.35-36]
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Vénkatamakhin never speaks of any dosa to be avoided when rendering vivadi svaras. It should also
be noted that while Veénkatamakhin and Subbarama Diksita cite the definitions of samvadi and anuvadi
svaras by Sarngadéva and Bharata, their svara system is quite different from the earlier system. [Ra-
manathan (1983)]

Grama

yatha kutumbinassarvé éki bhiita bhavantih,
tathassvaranar sando6ho gramamityabhidhiyate.

Just as the different families together constitute a village, so too, the groups of svaras from which arise the
miircchanas and the mélas derived through miircchanabhéda are collectively known as grama. The gramas
are three, as envisaged by the ancients. They are gandhara grama, madhyama grama, and sadja grama. The
gandhara, madhyama, and sadja gramas have their starting notes on ga, ma, and sa, respectively.

1. Gandhara grama

In the gandhara grama, the svaras from sadja to dhaivata, i.e., sa ri ga ma pa dha, take 3 Srutis and nisada
takes 4 srutis.

2. Madhyama grama

sopantyasrutisamstésmin madhyamagrama Isyati.

(Ratnakara)

Paricama slips down to its third Sruti, sandipani and the svaras sa, ri, ga, ma, pa, dha, ni proceed in the
following order of srutis: 4, 3, 2,4, 3, 4, 2.

3. Sadja grama
sadjagramah paficamésya caturthasrutisamsthite.
(Caturdandi)

Paricama sticks to its Sruti (4 srutis) and the svaras sa ri ga ma pa dha ni proceed in the following order: 4,
3,2,4,4,3,4,2.
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(Table IV)

gandhara
grama sa ri ga ma pa dha ni
madhyama
grama sa ri ga ma pa dha ni
sadja
grama sa ri ga ma pa dha ni

gandharagramamacasté tada tam narado munih,
pravartaté svargaloké gramo’sau na mahitalé.

(Ratnakara)

Sarngadéva, in his Ratnakara says:— Narada has mentioned that gandhara grarna shines in svarga loka,
and not in the earth.

3.

dvau gramau visrutau I6ké sadjamadhyama sarhjfiikau.

(Bharata)

As per Bharata’s words, it is understood that even during his times, only sadja grama and madhyama
grama were in vogue. Sarngadéva also mentions that the above-mentioned two gramas were alone in
vogue. In the Sangitaparijata, a text written approximately 400 years ago, the following sloka is mentioned:

4.
mircchanadharabhiitasté sadjagramastristttamah.
(Sangitaparijata)
According to this $loka, it is understood that even in those days, madhyama grama was not prevalent, and
musicians deftly used only sadja grama.
5.
tatha hi madhyamagrame trisrutih paficamahkhalu,
asmabhirmadhyamagrame pyasatpraya itiryate,
ékayévatatassadja grama ityavadharyate.
(Caturdandiprakasika)

Since the trisruti paficama in madhyama grama in laksya becomes the varali madhyama, sadja grama alone
can be grasped, says Verkatamakhin.
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COMMENTARY:

TUT Fgfa=: 9 Ta T aaf-d &l |
e § UTAT I fqer sxaterfa:

TRANSLATION: Just as all members of families live together (similarly), grama is known as that by all the
people where there is an abiding settlement.

[BrD 1.5.86]

The term grama, in essence, constitutes the grouping of svaras, consisting of all the suddha, and vikita
svaras used in sacred and secular music. Grama is the encyclopaedic content of all the suddha, and vikita
svaras. It is only in this sense that Ramamatya understood the term grama, when he said all the dési ragas
are born out of sadja grama. Here, the term sadja grama does not connote the the singular scale-type sadja
grama of the ancients.

1. Gandhara grama

The following is the understanding of gandhara grama, according to Sarnigadéva, as given in the Sangitaratnakara.
rimayoh srutimékaikam gandharascétsamasritah |
pasrutim dhonisadastu dhasrutim sasrutim srutah ||

Fraar: gfaaasr TeTrEeEaETET: |
T arfreey fd wi g

TRANSLATION: If gandhara takes one Sruti each from rfsabha and madhyama, dhaivata takes one Sruti
from paficama, and nisada takes one Sruti each from dhaivata and sadja, it becomes gandhara grama.

[SR 1.4.3cd-1.4.4ab]

2. Madhyama grama

T e ST~ T 94 |

TRANSLATION: But, if established on the sruti immediately preceding it makes for the madhyamagrama.

[SR 1.4.3ab]
3. Sadja grama
NSSUTH: T9H SaquFaarerd |

TRANSLATION: sadjagrama is (that) wherein paficama is established at its own fourth sruti.

[CP 3.65cd]
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MTIITHATI S @&T @ ATear i |
Taad AT UTATSHT T Aaider |

TRANSLATION: As declared by Narada, this grama is prevalent in the heavens, and not in this world.

[SR 1.4.5]

.
AT ATe TSSUTH YA : |

TRANSLATION: The elements form the origin of the gramas and mircchanas. Among the three gramas,
sadja grama is said to be the best.

[SPar 98b]

T fg FemuE Gegfa: =997 99 0
~ o
GlH'IIIWH‘AIHIbWH(‘qu gqrdd |

<
ThId T¥: YSSUTH SHIITdd |

TRANSLATION: For, the parficama of three Srutis of madhyamagrama (emerge as varali madhyama). We
(Veénkatamakhin) assert that madhyamagrama also is virtually non-existent (in this world). We assert em-
phatically therefore that only sadja grama (exists).

[CP 3.69cd, 3.699ab, 3.72ab]

Mircchana

kramat svaranam saptanam arohascavarohanam,
mircchanétyucyateé tastu pratimélam ca saptadha.
(Caturdandi)
Miircchana is the consecutive arrangement of svaras in arohana and avarohana.
1. arohana:—- ascending upwards, asin  sari ga ma pa dha ni.
2. avardhana:— descending downwards, asin  ni dha pa ma ga ri sa.
The term miircchana means that which captivates the listeners.

The first marcchana is from sadja to nisada in the ar6hana, and nisada to sadja in the avarohana. Similarly,
the second miircchana starts at rsabha, and goes till the next sthayi sadja , and in the avarohana, it starts at
that sadja and comes back to fsabha. Similarly for other svaras such as gandhara, there are corresponding
mircchanas.

The miircchanas are given below: Vérikatamakhin has mentioned that in the seventy two meélas, which all
have the seven svaras each have seven miircchanas.
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arochana avarchana

srgmpdn, | ndpmgrs-
rgmpdns, | sndpmgr-
gmpdnsr | rsndpmg-
mpdnsrg, | grsndpm-
pdnsrgm, | mgrsndp-
dnsrgmp, | pmgrsnd-
nsrgmpd, | dpmgrsn-

COMMENTARY:

FHATA ST HAET ATLURTIIUET |

T=g-cg=ad areg YaHe T aedT |

TRANSLATION: The ascending and descending movement of the seven notes in regular order is called
miurcchana. They are seven-fold in each méla.

[CP 3.73]

Miircchana, in the earlier period, was an ordered arrangement of seven svaras. In the Sangitaratnakara
and earlier texts, the term miircchana is dealt with as an independent melodic concept, and part of the jati
concept. Subbarama Diksita’s reference and explanation of the term miircchana is as per the later texts, and
in the context of the méla concept.

IV.8| Tana

Tana is the permutation and combination of svaras. It is of two types, suddha tana, and kdta tana.
1. Suddha tana involves beautifying one raga.

2. Making two ragas shine is kita tana.

According to some people, kiita tana gives rise to a category of ragas, known as bhasariga ragas. Bhasanga
ragas are those which take svaras, not only pertaining to its janaka raga, but also a note belonging only to
another raga.

Example:

In the kambhgji gita, kambhgji has been mentioned as a bhasanga raga. In addition to kaisiki nisada, it takes
kakali nisada in the phrase sa i ni pa dha sa. Its raganga raga is harikédaragaula. In all other phrases, the
nisada is only kaisiki nisada. In a bhasanga raga, it is not possible to bring out two ragas, whereas as per
the treatise writers, in kiita tana, in some places, one raga occurs, and in some other places, another raga
occurs. Hence, it is not possible to designate kiita tana as bhasanga. Vérikatamakhin, who composed the
raganga raga gita, written in bhasanga ragas like kambhaji, seems to be of the opinion that kiita tana could
be equated to bhasarniga raga, because of the dvisvara prayoga. Kita tana is thus a two-raga entity.
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COMMENTARY:

Tana was regarded from a different viewpoint by Bharata and Dattila. Subbarama Diksita’s description of
suddha and kita tanas hence differs from the texts of the earlier period.

The word ‘matramu’ used in the definition of a bhasanga raga [Subbarama Diksita (1904)] must be un-
derstood as an emphasis to mean that the additional svara in a bhasanga raga should be that svara which
occurs only in some other ragarga raga, and not in its parent.

Bhasanga raga is treated as a whole raga, and not as two ragas. Hence, Subbarama Diksita indicates that
this cannot be reconciled as kiita tana. Vérikatamakhin has not mentioned kambhdji as a bhasanga raga.
Thus, the authorship of the above gita must be understood to mean Muddu Vérikatamakhin.

IV.9| Varna

ganakriyocyaté varnassacaturdha nirapitah,
sthayarohyavarohi ca sthayisaficarinau tatha.

1. sthayi varna

A melodic movement that involves reverting back to the commencing note is sthayi.

Example: SSS; SSS; SPS; sgrs; rgmpmgR.

2. arohi varna

The melodic movement of svaras, taking svaras in a regular order of ascent from the starting svara, is arohi.
Example: SrG; RgmpD.

3. avarohi varna

The melodic movment, in such a manner taking svaras in regular order of descent from the starting svara,
is avarohi.

Example: sndpmgR;, ndpmG,; dpmgrS.
4. saficari varna
This involves a combination of the above three modes of singing.

Example: smgnD; sndpD;, rmgmgrsS.

In current times, they refer to the sahitya or the matu for a sequenced or arranged melodic movement of
svara phrases by the term varna mettu.
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COMMENTARY:

THFA =T queaaqEr FAead: |
ST G aT T GaTedT T&0 |l
TRANSLATION: Varna is the act of singing which is demonstratred to be four-fold, i.e., sthayi (steady), ar6hi
(ascending), avarohi (descending) and sancari (circulatory).
[SR 1.6.1]
1. sthayi varna

Sthayi also refers to staying or halting over a particular note. In musical pedagogy, sthayi varusas are
followed by alarikaras and the last varusa in the svaravali series is known as saficari varusa.

4. saficari varna
The following is the definition of saficari varna, as given in the Sarrigadéva:
étad samisranat varnah samcari parikirtitah
Tdg SFHEUT AU =TT ATt
TRANSLATION: The admixture of these three is known to be the circulatory pattern.

[SR 1.6.3ab]

IV.10| Alankara

kraména svarasandharbhamalankaram pracaksate.

(Ratnakara)

Sequential arrangement of svaras with reference to the varieties of varnas is alarikara. Alarikaras are con-
ducive to the production of aesthetic beauty in all singing. Along with the seven well-recognized alarikaras
enumerated by Ahobala Pandita in his Sangitaparijata, for singing the svarali, or sarali'’

1. Jhorhpata tala alankara

This is in jhompata tala. This jhompata tala . comprises of a caturasra jati laghu of four aksara kalas, and
two drutas of two aksara kalas each. The duration of magnitude of this jhompata tala is of two matras.

1. Svarali: Even though there are 72 mélas, what is the reason for adopting the svarali/sarali of the 15th mela mayamalavagaula
for beginner’s exercises? Of course, the suddha madhyama is a dominating note, easy to be grasped.The mayamalavagaula méla
consists of suddha rsabha, and suddha dhaivata. Among the vikrta svaras, there are no vikrta rsabha, and vikrta dhaivata, speaking
lower in pitch. Likewise, mayamalavagaula takes antara gandhara, and kakali nisada. There are no other vikita gandhara, and nisada,
speaking higher than the antara gandhara, and kakali nisada. The presence of suddha fsabha, suddha dhaivata, antara gandhara, and
kakali nisada, in the mayamalavagaula méla are easy to be grasped. For these possible reasons, perhaps, our traditionalists (knowers
of sampradaya) have chosen mayamalavagaula for the learning, and practicing the svarali, or sarali exercises (graded svara exercises).
Our traditionalists, being astikas, they also further say that as an auspicious raga with no inauspicious suddha vikiti svaras, because
it has no defects.

HJhompata has otherwise been known as adi tala also. This jhompata is perhaps technically known as caturasra jati triputa tala.
Please refer to the section on éka tala laksana, for the laksana of the adi tala.
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2. Dhruva tala alankara*

The alankara sung in dhruva tala is dhruva alankara. Dhruva tala has one laghu Sékhara of the duration
of six aksara kalas, and two laghus of four aksara kalas each. On the whole, it has fourteen aksara kalas.

Example:

srgmgr | srgr | srgm |

3. Mathya tala alankara

This is sung in mathya tala. This comprises of a laghu with four aksara kalas, a druta of two aksara kalas,
and a laghu of four aksara kalas. This has a duration of ten aksara kalas.

srgr | sr | srgm |

4. Riipaka tala alankara

This is sung in ripaka tala. This comprises of a druta of two aksara kalas, and one laghu of four aksara
kalas. It is of the duration of six aksara kalas.

(sr | srgm |[)
5. Jharhpa tala alankara:
This is in jhampa tala. It is of the duration of ten aksara kalas. (and comprises of a laghu of seven aksara
kalas, drutam of two aksara kalas and an anudruta of one aksara kala.)
srgsrsr | g| M |
6. Triputa tala alankara

This is sung in triputa tala. This has a laghu of three aksara kalas, and two drutas each of two aksara kalas.
Hence it is of a duration of seven aksara kalas.

srg | sr [ gm |

7. Atta tala alankara

This is sung in atta tala. It consists of two laghus of five aksara kalas, and two drutas of two aksara kalas.
Its duration is fourteen aksara kalas.

*Instead of mentioning one laghu with four aksaras, and one druta with two aksara kalas, what is the reason for Vérikatamakhin
mentioning the name laghu sékhara? Vainikas to impart musical aesthetics play as follows:
Instead of the beat of the first aksara kala, they use a pakka mittu, similarly the first aksara of the other two laghus, they use two
pakka mittus. This practice is still in vogue. Vocalists also use the same approach for dhruva talas.
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sRG | SrG | M| M |

8. Eka tala alankara

This is in éka tala. It consists of a druta of two aksara kalas. The éka tala has been substituted by adi tala
for the purposes of musical aesthetics. Adi tala takes a caturasra laghu of four aksara kalas.

Example: srgm

The above-mentioned alarikaras are currently in vogue. Veérikatamakhin has said that apart from the above-
mentioned seven talas, dhruva and others, belonging to the siiladi tradition and the jhompata and the
ragana mathya, the other talas are not suitable for being employed in the gitas (stila means gita). Sala is a
deésiya word.In the word siida, as per the aphorism “Jadayorabhédah”, the da-kara has been replaced by
la—kara .

COMMENTARY:

fafers aura=nt srergT w=ara |
TRANSLATION: Alafikara (tonal embellishment) is said to be a specific arrangement of tone-patterns.

[SR 1.6.3cd]

ED:— There appears to be a printing error in the [Subbarama Diksita (1904)], in this section. The exam-
ple for ripaka tala appears merged with the example for jhampa tala, and the numbering of the sections
proceed from 4 to 6, thus omitting the jhampa tala.

Subbarama Diksita implies that the sargita parijata was earlier to the Caturdandiprakasika.

As per the Caturdandiprakasika, the jhompata tala has two drutas and one laghu and not as in adi tala as
described by Subbarama Diksita.

Subbarama Diksita in the second footnote refers the readers to éka tala alankara for the details of aditala
but there is no discussion of adi ta la in the é ka tala alanikara.

The dhruva tala description provided by Subbarama Diksita does not contain the entire description of the
tala as per the Caturdandiprakasika.

Though the tala name is given here as atta tala, it is given as ata tala with reference to compositions in the
Sarigita Sampradaya Pradarsini.

Jhompata tala is referred to as jhempata tala in Kerala.

Ahobala, in the Sangitaparijata, gives the alankaras for the saladi sapta talas. He describes the alarikaras
beautifully, and gives a nomenclature for all of them. They are as follows:

dhruva — indranila
mathya — mahavajra
ripaka — nirdosa
jhampa — sira
triputa —  kokila
ata — avarta

éka — sadananda
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Gamaka

According to the traditionalists, instead of singing the suddha vikita svaras as they sound, in order to
captivate the minds of the listeners,it was customary to embellish them and sing the svaras with gamaka.

1. Sloka

1.1 svarasya kampo gamakah srotiucittasukhavahah.

(Ratnakara)

1.2 svarasvararm higamakah srotiucittasukhavahah.
(Caturdandiprakasika)

Gamaka consists of singing the notes with to-and-fro movement, in order to inculcate a feeling of pleasure
in the hearts of listeners. Any svara can be embellished with gamaka in order to impart listening pleasure.

2. sviyasthanasrutigata chayahyanyasrayamapi,
chayamgama yatityésa gamakah parikirtitah .

(Caturdandi)

If a svara is sung in such a way that the sound of the Sruti, on which a svara is situated, takes the sound of
another sruti or its chaya, it is known as gamaka (chaya= sobha). Gamaka is of fifteen kinds. They are:

tirupa sphuritascaiva kampito Iinamityapi,

andolito valiscatha tribhinnah kurulahatau,

ullasitah plavitasca humphito mudritastatha,

namité misritascéti bhédah paficadasa smitah.

(Caturdandi)

I
1. Kampita (~~rv)
Moving a note in such a way, for one aksarakala, as not to give the chaya (latent idea) of the adjacent note

above (kampita = movement).

2. Lina

Halting on a note for two aksarakalas, and moving it so as to bring in the shade of a higher note is Iina.
(IIna = merging or making it vanish).

3. Andolita

Moving a note for a duration of four aksarakalas, and singing it in such a way a way as to bring the idea of
an adjacent note. (andolita = oscillation.)



Laksana Sarigraha 95

4. Plavita

Moving a note for a duration of twelve aksarakalas, and singing it in such a way as to bring the idea of
adjacent note. (plavita = floating).

II

5.1. Sphurita ()

Stressing the second note in the janta svara combination, such as s s, r r in the ascending movement so as
to produce the lower note in approximately %th aksarakala duration is sphurita.

Example: In the twin note s s, the second note should be stressed, so that note in between should be heard,

not clearly, but the latent shade of the note. Singing s s soastohearitas sus. (sphurita = Showing
or movement in-place)

5.2. Pratyaghata (")

Stressing and playing the second note in the janta svara combination, such as s s, n n in the avaréha krama,
so as to produce the higher note.

Example: Singing s § soastohearitassrs.

Pratyaghata, which is the reverse of sphurita, is also known as dola. Déla’s movement can be compared to
the water inside the pearl.(d6la = movement)

6. Tirupa (W)

Halting on a note for 4 aksara kala duration, and negotiating the higher note with a jerk/stress. (tirupa =
applying force). It is also known as nokku.

7. Ahata
This is of two types: rava and khandimpu. (ghata ="to strike”).
7.1 Rava (A)

When moving from a svara to a lower note, striking another note quickly such that the lower note gets the
chaya of the struck note.

Example: When descending pm, descending as p ;Aa m
7.2 Khandihpu (V)

When moving from a svara to a lower note, striking another note and immediately, descending to another
lower svarasthana without a pluck, is called khandimpu.

Example: [mr=m § rl, [sr=s § r]
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8.Vali (—)

Positioned on the same svarasthana to sound the shades of the higher svaras, by twirling or circular deflec-
tion of the string, is vali.

III.

9. Ullasita
This is known as jaru. This is of two types, ekku jaru and digu jaru.
9.1. Ekku jaru (/)

From a svara, ascending and gliding the notes in between to any higher svara, is an ekku jaru. The inter-
mediary svaras should not be heard explicitly, but should only be shown as a latent shade.

Example: When ascending from sadja to paficama, having the latent sounds of isabha and gandhara are
not sighted explictly, but glidingly. (jaru = to glide)

9.2. Digu jaru (\)
This is from the avar6hana, and is the opposite of ekku jaru.
10. Humhpita (gumpita)

This gamaka is akin to jaru. gumpita involves expanding the nada with a hum, from the beginning to the
end, the voice being broadened in the ar6hana and decreasing in avaréhana. (humpita = Producing the
sound hum).

11. Kurula
This is of two types: odigimpu and orayika.
11.1 Odigimpu (x)

This is similar to jaru of vocal music. From a particular svarasthana, producing the higher note or sounding
the second note is odigimpu.

Example: Producing the gandhara svara or the madhyama svara from the fsabha svara on the vina.
11.2 Orayika (orika) (Y)

Example:
Halting on any note, and coming down with the latent shades of the notes above it.

Example:

Yy ¥ ; .
sndp=srnsdnp;(orika = rubbing).

(kurula= Analogous to how the front curls that cover the forehead are pushed away.)
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12. Tribhinna

While playing the vina, placing the left hand finger across the mandra pancama sarani , and with the right
hand, placing the fingers on all three strings simultaneously is tribhinna. This is done for the purposes of
musical aesthetics.

13. Mudrita

The movement obtained while closing the mouth and singing the notes is mudrita. This gamaka pertains
to vocal music.

14. Namita

Shaking the svaras that are obtained when singing with a sensitive tone by means of reducing the sound is
namita.

15. Misrita

A combinational negotiation of two, or three notes of the above-mentioned gamakas is termed misrita*

sphuritah pratyaghatasca kampito linamityapi,
andolito valiscatha humphitollasitau tatha.

According to this sloka, there are ten gamakas. This is a time-honored $l6ka and its authorship and the
source are unknown.

COMMENTARY:

OET AT THE: AgEagard: |

TRANSLATION: The shaking of tone that is delightful to the listener’s mind is called gamaka.

[SR 3.3.87ab]

e T TS FigaagEras: |

TRANSLATION: Gamaka is the shaking of note which brings delight to the mind of the listener.

[CP3.117cd |

I A =g AT AT |
AT THIAAY THE: TIdiad: |

TRANSLATION: This gamaka is defined as leading the shade (of expression) of a note dwelling in its own
sruti to the shade of another.

[CP3.118 ]

Parsvadéva mentions this in the definition of gamaka. Sangitaratnakara mentions fifteen gamakas, and the
Caturdandiprakasika also mentions fifteen gamakas.

*The methods of playing these gamakas on the vina have been elaborated with the help of signs and notation symbols, printed
elsewhere in this book.
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cr ~ ~ o~ ~
fafroesivasa &fFqar st |
sT=fear afagra fFhver: Feeamar |
FEtad: Jrfaag giwar gigaeaar |

arfaar fmfEaefa b= Tweerearn: |

TRANSLATION: tiripa, sphurita, kampita, Iina, vali, tribhinna, kurula, ahata, ullasita, plavita, humphita,
mudrita, namita, misrita are said to be the fifteen varieties.

[CP 3.119cd-3.121ab]

ERVT: FHTHTAE &IAr AAHATT |
AT=ITAEAT T(BHTT ghnaratadr a9 |

In this sl6ka, however, only eight gamakas are mentioned.

Observations on the gamakas: Lina is particularly an instrumental gamaka It is only an arohana gamaka,
and two svaras will be involved. Kurula, dhata, kampita, andolita, and tribhinna, are all instrumental
gamakas; plavita is particularly a gamaka pertaining to fretted instruments.

Sphurita is a gamaka pertaining to a fretted instrument. The lower note applies as available as pertaining
to the raga. An illustrative example of tirupa is natta rsabha, and dhaivata. jaru gamakas are invariably in
the same octave.

humphita or gumphita is a gamaka that pertains to voice modulation. Though namita and Hurhphita
are the dimensions of the voice. However, some expert instrumentalists are also able to demonstrate the
gamaka, thus producing the ghana-naya bhava.

Meéla

saptabhisca svaraih parnasadbhisthaisadavo matah,
audavi paricabhih prokta évam meélastridha matah,
sadava audava sadjam vina méla na té matah,
suddhatva vikitabhyam ca iti mélamayaditah.

(Sangitaparijata)

Ahobala, who lived 400 years ago, says that mélas are of three kinds — audava, sadava, and sampiirna.
They have Suddha, vikita svaras, and in the sadava and audava forms, sadja cannot be varjya (omit-
ted). Vérikatamakhin, who lived approximately 270 years ago, mentions that they were nineteen prasiddha
meélas, and in his Caturdandiprakasika mentions that he himelf formulated the scheme of seventy two
mélas. For the purpose of formulating the seventy two meélas, he describes the names of suddha vikita
svaras with their sruti values being indicated by means of the sarikétaksaras (svara mnemonical letters),
which he himself conceived. He promulgated the theory of sixteen suddha vikiti (vikita) svaras in the
place of twelve self-existent svarasthanas. The sixteen svaras can be seen placed on the twelve sthanas of
the sarva raga méla vina in current practice.

In the Madhya Sthayi on the sarva raga méla vina,
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1.  First sthana ra Suddha rsabha

2. Second sthana ri paficasruti rsabha
ga suddha gandhara

3. Third sthana ru satsruti isabha
gi sadharana gandhara

4.  Fourth sthana gu  antara gandhara

5. Fifth sthana ma  Suddha madhyama

6.  Sixth sthana mi  varali madhyama

7.  Seventh sthana pa  parficama

8.  Eighth sthana dha suddha dhaivata

9. Ninth sthana dhi  parficasruti dhaivata
na Suddha nisada

10. Tenth sthana dhu satsruti dhaivata
ni  kaisiki nisada

11. Eleventh sthana nu  kakali nisada

12.  Twelfth sthana  sa sadja

Among these, it is understood that the second and the third sthanas are sometimes fsabha as ri and ru, and
sometimes they become gandhara as ga and gi. In the ninth and tenth sthanas, sometimes it is dhaivata
as in dhi and dhu, and sometimes it becomes nisada as na and ni. In the second and third sthana, (in
a raga), they cannot occur as a (paficasruti) rsabha, and (Suddha) gandhara. Similarly, in the ninth and
tenth sthana, they cannot occur as (pancasruti) dhaivata, and (Suddha) nisada. Both fsabha and gandhara
cannot occur at the same time in the second and third sthanas. Similarly, there cannot occur both dhaivata
and nisada at the same time in the ninth and tenth sthanas.

Thus, the scale propriety in a scale sa ri ga ma pa dha ni is established and the gandhara must be above
fsabha, and the nisada must be above the dhaivata. Vénkatamakhin says that sa ri ga ma is the pirvanga,
and sa ni dha pa (pa dha ni ) is the uttaranga.

A Sruti or a sthana can sometimes be fsabha and sometimes be gandhara.
Example:’

Of the four brothers 1, 2, 3, and 4, the first is named ‘ra. The fourth is named ‘gu’. These (two) are always
the oldest and youngest and do not take other names. The two in the middle: 1. ‘(ra)” are younger to each
other as 2. “(ga), 3. “(gi)’, and when beginning from 4. ‘(gu)’, they are elder to each other as 3. ‘(ru)’, 2.
‘(ri), taking on these second (additional) names.

When ra is the older one, one among the three, ga, gi, gu is the younger one. When ri is the older one, one
among the two, gi and gu is the younger one. When ru is the older one, gu is the younger one. Again,
when gu is the younger one, one among the three, ra, ri, and ru would be the older one. When gi is the
younger one, one among the two, ra and ri would be the older one. When ga is the younger one, only ra is
the older one.

Just as the middle two (brothers) become the older and younger as mentioned above, in the positions 1, 2, 3,
4, the first sthana is always Suddha fsabha. It can never be gandhara. The fourth position is always antara
gandhara. It can never be fsabha. The intermediary positions 2 and 3 are sometimes fsabha and sometimes
gandhara.

Similarly, in the positions 8, 9, 10, and 11, of the uttararga, the eighth sthana is always dha, the suddha
dhaivata. It can never be nisada. The 11th sthana is always nu, the kakali nisada. It can never be dhaivata.
The intermediary positions 9 and 10 are sometimes dhaivata as dhi and dhu, and sometimes nisada as na
and ni.

tThis example has been mentioned by Verikatamakhin.
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These details can be seen from the suddha vikita svaras which are in vogue today and given in the table
below:

Table V

112 |3 |4 |5 6 |7 |8 9 10 |11 |12
ra|ri |ru|gu| ma pa | dha | dhi | dhu | nu | sa
ga | gi na | ni

For the above-mentioned suddha — vikiti svara, the laksya names, and the laksana names, the mnemonical
names given by Vérikatamakhin. *

Table VI

svara laksya name laksana name symbol

sadja sadja sadja sa
1. | sabha gaula fsabha Suddha rsabha ra
2. | First vikiti Sriraga rsabha paricasruti rsabha ri
3. | Second vikiti | nata fsabha satsruti fsabha ru
1. | gandhara Smukhari gandhara | suddha gandhara ga
2. | First vikiti sriraga gandhara sadharana gandhara | gi
3. | Second vikiti | gaula gandhara antara gandhara gu
1. | madhyama Ssuddha madhyama | suddha madhyama | ma
2. | vikrti varali madhyama prati madhyama mi

paricama paricama parficama pa
1. | dhaivata gaula dhaivata Suddha dhaivata dha
2. | First vikiti sriraga dhaivata paficasruti dhaivata | dhi
3 | Second vikrti | nata dhaivata satsruti dhaivata dhu
1. | nisada mukhari nisada Suddha nisada na
2. | First vikiti Sriraga nisada kaisiki nisada ni
3. | Second vikiti | gaula nisada kakali nisada nu

The 72 mélakartas are formulated on the basis of the permutation and combination of these prakiti vikrti
svaras as shown below. The first méla with the suddha svaras has for the piirvariga, ra — ga— ma and the
uttaranga, pa—dha-na-sa.

With the parvanga ra — ga — ma, the uttaranga, pa — dha —na sa can be permuted to give the following
combinations:

pa dha na sa ragamapadhanasa i

pa dha ni sa ragamapadhanisa ii
1. ragama { pa dhanu sa ragamapadhanusa iii
' padhinisa thus ragamapadhinisa iv
pa dhi nu sa ragamapadhinusa Vv

pa dhu nu sa ragamapadhunusa vi
are the six combinations with ra — ga — ma.

Similarly

1ED:- [cf. CP 4.7cd-4.39]
$Though mukhari has been mentioned with suddha svaras, it is different in current practice.
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ra — gi — ma combinations are 6;
ra — gu —ma combinations are 6;
ri — gi— ma combinations are 6;

ri — gu —ma combinations are 6;

A

ru — gu — ma combinations are 6.

Therefore we get 6 x 6 = 36 combinations with ma representing the suddha madhyama. These are called
ptirva mélas. In the same manner, permuting with mi the varali madhyama:

1. ra—ga —mi as the piirvanga, the six permutations are dha-na, dha-ni, dha-nu, dhi-ni, dhi-nu, dhu-
nu

. ra—gi — mi combinations give 6;
. ra — gu — mi combinations give 6;
. i — gi —mi combinations give 6;

. ri — gu —mi combinations give 6;

N G s~ W N

. ru - gu — mi combinations give 6;

Therefore we get 6 X 6 = 36 combinations. These are designated as uttara mélas. Thus there are 36 x 2 = 72
mélas.
pratimélamapi spastam Srutirdvavimsatistatha.
(Caturdandi)

According to this sl6ka, each of the above the 72 mélas will have the 22 srutis. These details can be seen in
the méla — table below.

Table VIIT

Parva Meélas —36

Cakra Parvanga Uttaranga Total Number of Srutis
Svarabhéda Srutibhéda | Paficama Svarabhéda Srutibhéda
Sruti
I| bra | bbga | fma | 3—2—4 4 bdha | bbna | sall 3—2—4 22
M| bra bgi | hma 3—3—3 4 bdha bni | sa 3—-3—-3 22
IOI | bra | fgu | fma 3—5—1 4 bdha | fnu | sa 3—5—1 22
IV | fri bgi | hma 5—1—3 4 g dhi bni | sa 5—1—3 22
V| bhri| fgu | fma 5—3—1 4 tdhi | fnu | sa 5—3—1 22
VI | #ru | jgu | hma 6—2—1 4 #dhu | fnu | sa 6—2—1 22

TThe suddha vikiti svaras have been indicated in the ‘Sampradaya Pradarsini’, by means of the signs and symbols used in the
(English) European Staff notation.
ED:- In [Subbarama Diksita (1904)] b gi is printed as § gi .

IED:- In [Subbarama Diksita (1904)], “sa” has been printed as “bsa”, and #dhu is printed as § dhu.
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Uttara Mélas —36

Cakra Parvanga Uttaranga Total Number of Srutis
Svarabhéda Srutibhéda | Paficama Svarabhéda Srutibhéda
Sruti

I| bra | bbga | #mi 3—2—7 1 bdha | bbna | sa 3—2—4 22

IT| bra| bgi|#mi| 3—3—6 1 bdha | bni | sa | 3—3—3 22

Ol | bra | fgu | #mi | 3—5—4 1 bdha | fnu | sa 3—5—1 22

v bri bgi | #mi 5—1—6 1 f dhi bni | sa 5—1—3 22

V| bri| fgu | #mi 5—3—4 1 fdhi | gnu | sa 5—3—1 22

VI | #ru | hgu | #mi 6—2—4 1 #dhu | fnu | sa 6—2—1 22

The only difference between ptirva mélas, and the uttara mélas is that ma is replaced by mi. Even though
the difference is a svara, Veérkatamakhin says that this can be likened to the fact that the addition of a
little bit of curd in a pot full of milk transforms it into curd. Six mélas in the piirvanga constitutes a
cakra. The pirvanga with the suddha madhyama yield thirty six suddha mélas comprising the suddha
madhyama cakras. The six pirvangas with the varali madhyama yield 36 mélas called Varali madhyama
cakras. It may be argued that the permutation and combinations of the seventy two mélakartas formulated
by Veénkatamakhin is a futile academic exercise. But, Vénkatamakhin gives the following reconciliation:
Out of the innumerable metres that can be derived from the the “vittaratnakara’, only a few may be used;
of all the possible tala prastaras, only a few may be used.”* Under the same pretext, the elucidation of the
seventy two mélakartas is not a futile academic exercise.

nahi tatkalpané phalalocanépi pragalbaté.
(Caturdandi)

As per the Sloka, the fact that there can be no more than seventy two, or less than seventy two, cannot be
disputed by Lord Paramasiva.

tasmadyadékaparicasadvarnasyurma tr'ka‘bhidbéli,
na hiyanténa vardhanté tatha méla dvisaptatih.

(Caturdandi)

Just as there can be no more than 51 letters in the alphabet, there are only 72 mélas, says (Vérikatamakhin),
in the Caturdandiprakasika.

To decide the rank of each of the mélas in the 72 Méla scheme, the “katapayadi sankhya”, the two letter-
prefixes were added to some of the mélas among the twenty that were popularly prevalent in the time of
Venkatamakhin. These could be added for the other mélas along with his ptirva prasiddha twenty mélas.

Example:

mayamalavagaula
dhirasanikarbharanam
calanatta

The rules of the katapayadi sarikhya:

sankhya acasca stnyani sankhyah katapayadayah, )
misrétipantya haltyajyo ganyom tyohaltu sassvarah.

**ED:- cf. [CP 4.87-4.88ab]
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(jyotisa)
According to this old adage,

o The pranaksaras and the ‘hal” aksaras have a value of 0;

o For the misraksaras (conjunct consonants), the first part of the second letter — Example: the constant
devoid of vowel ‘s” is not to be counted and only the second part of the second letter (eg. ra), which
incorporates a vowel should be taken for computing the katapayadi affix.

e From the aksaras thus obtained by assigning the values, according to the aphorism,

armkanarm vamato gatih

(stryasiddhanta)

HHTAT AT T |
(Fafagr=)
The units place and the tenths place are then inter-changed.
Example 1: mayamalavagaula

In the example mayamalavagaula, ya = 1, and ma = 5. By placing ma= 5 in the units position and ya =1 in
the tenths position, it becomes 15.

Example 2: dhirasarikarabharanam

dhi =9, and ra = 2, By placing dhi =9 in the units position and ra=2 in the tenths position, it becomes 29.
Example 3: calanatta

ca = 6,1a = 3, By placing ca =6 in the units position and la=3 in the tenths position, it becomes 36.
Example 4: girvani

In girvani, gi = 3, and by not taking into account the first part of the hal or conjunct consonant ‘r’ is elided,
and by placing g =3 in the units and va=4 in the tenths place and it becomes 43. In a similar manner, the
others are derived.

katapayadi sarihkhya Table

1 ]2 3 14 5 6 |7 8 |9 0

ka | kha | ga | gha | na | ca|cha |ja |jha | fia
ta | tha | da| dha |na |ta |tha | da | dha | na
pa | pha | ba | bha | ma
ya | ra la |[va |Sa |sa|sa |ha]|la

This being the case, some of the following names in current usage are not in accordance with the principles
of ganitha sastra mentioned above and the first part of a conjunct consonant, which is pure consonant
devoid of vowel, is being taken into account in the computation of the numbers and the vowel i has been
changed to 11, and applied as if it were a consonant.
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1. cakravakam, which would be 26, but has been assigned 16;
divyamani, which would be 18, but has been assigned 48;
visvambari, which would be 44, but has been assigned 54;

citrambari, which would be 26, but has been assigned 66;

MU

fsabhapriya, which would be 60, but has been assigned 62.

COMMENTARY:
sfareatT =% Fiagifaufaeryr |
TRANSLATION: Similarly defining twenty two Srutis for each méla.
[CP 4.94ab |
aafig s quT: vSfUer: yrsar qar:
AIST: TN AT TF HeBT(EadT HaT: |

NTE4aT AgaT: Y a1 5T T & A4
yga fagaaanartafa #qer agitean:

TRANSLATION: The use of seven svaras was known as sampiirna, the use of six svaras was known as
sadava, and the use of five svaras was known as auduva. These give rise to three kinds of mélas . There
are no sadava and auduva meélas without sadja.I(ahobala) have given in this grantha the mélas of suddha
and vikrta svaras.

[S.Par 331-332]

From the above sloka, it is clear that the term, ‘meéla’, connoted different things at different periods in time.

The reason why sa is given in uttaranga is that this is being explained from the concept of the frets.

The Sruti intervals in between the svaras forming the mélas (any raga for that matter) will give the twenty
two srutis, and the summation of the sruti intervals in between one and the other constituent svaras of any
given meéla, or raga, would be equal to the octave interval, i.e., 2.

Table VI
Some of the laksya names given by Subbarama Diksita differ from those given in the Caturdandiprakasika.

In the Caturdandiprakasika it is bhairavi nisada in place of sr7raga nisada.

T 7 doc9d A= Tread |

TRANSLATION: Not even (Siva) the one with an eye in the forehead can dare to so devise.

[CP 4.91ab]

AT RTETIGI: SIATGRITET:
T EF=T T e quT Hear fgEefa: |
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TRANSLATION: Just as therefore the fifty one letters (of the alphabet) called matikas can neither decrease
or increase, so also the seventy two meélas.

[CP 4.91cd- 4.92ab]
The rules of the katapayadi sarikhya:

There is no reference to thekatapayadi sarikhya in the Saramrta, and in the main body of the Caturdandiprakasika.
Hence the adoption of the katapayadi suffixes, and the naming of the 72 mélas are generally believed to be
post-Venkatamakhin developments.

Subbarama Diksita mentions 20 mélas here, but does not reconcile with the 19 mentioned elsewhere in this
section.

G AT TGN FETATT: |
g gecaTsaT AT &Eeg g |l

(s=rfaw)

In Subbarama Diksita’s explanation, the first sentence that says that the pranaksaras and the hallaksaras
have a value of zero is ambiguous.

Simhéndramadhyama too could be added to this rule, however Subbarama Diksita spells it as sihméndramadhyama.
For all these purposes, it is interesting to note that no méla name starts with a vowel. It must be noted that
Subbarama Diksita does not give the popular mnemonic kadi nava, tadi nava, padi pafica, yadyasta.

IV.13| Antara Gandhara Kakali Nisada Niriipana

In the older tradition, as mentioned in Sarngadéva’s school as per the table of srutis, nineteen suddha vikita
svaras were spread over the fourteen sthanas. According to Sangitaratnakara, even in Sarrigadéva’s times,
the antara gandhara occupying the second sruti position of the madhyama, and the kakali nisada occupy-
ing the second position of the sadja were rare in usage. This has also been mentioned by Ramamatya. Even
prior to Ramamatya, who lived after Sarngadéva, and lived before Venkatamakhin, antara gandhara and
kakali nisada occupying the second sruti position of the madhyama and sadja, respectively, completely
went into oblivion. Later on, they (antara gandhara, and kakali nisada) occupied the third sthana of mad-
hyama, and sadja, respectively.

Thus, Ramamatya demonstrated the twelve sthanas on the vina. He placed the antara gandhara in the third
position of the madhyama, and the kakali nisada in the third sruti sthana of the sadja, and re-designated
them as cyuta madhyama gandhara, and cyuta sadja nisada, respectively.

Sloka:
cyutamadhyama gandhara cyuta sadja nisadakau,

kramadantarakakalyah sthané pratinidhim vidubh.
(Svaramélakalanidhi)
Vénkatamakhin, who lived after Ramamatya, was of the opinion that the cyuta madhyama gandhara, and

cyuta sadja nisada were no longer in existence even before his time, and hence, are to be known simply as
antara gandhara, and kakali nisada. And these are the notes that are in vogue today.
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COMMENTARY:

Because of this reason, Ramamatya himself reduced the twenty original mélas to fifteen.

HATAANET I TSAAILHT |
FHTEACRReAT: 2T giatara f&ag:

TRANSLATION:

cyutamadhyamagandhara and cyuta sadja nisada are known to be representatives in the positions of antara
and kakali.

[SMK 3.70]

1V.14| Paficasruti Rsabha Dhaivata Niriipana

The two notes that are now known as paricasruti fsabha, and pancasruti dhaivata are referred to as “catusruti
fsabha”, and “catusruti dhaivata”, respectively (by some). I shall explain a little as to how they [catusruti
fsabha, and catusruti dhaivata], got these names and how they existed in early times and were lost in the
later period:

In the ancient days, in Sarngadéva’s school, when sadja slipped from its ordained position to its third
Srutisthana and came to be known as cyuta sadja, the suddharsabha retained its designated position and
acquired the fourth sruti of sadja in addition to its three Srutis and became the vikfta svara, catusruti
fsabha.

Similarly, when the paficama slipped from its ordained position to its third srutisthana and came to be
known as cyuta parficama, the dhaivata retained its designated position and acquired the fourth sruti of
paricama in addition to its three Srutis and became the vikita svara catusruti dhaivata. They then went into
oblivion.

Later fsabha moved from its ordained position into its next higher position, that of suddha gandhara and
acquired the two srutis of gandhara in addition to its three srutis and was redesignated with the name
pancasruti fsabha and the dhaivata left its suddha position and moved into its next higher position of
Suddha nisada, and acquired the two srutis of Suddha nisada in addition to its three Srutis and came to be
known as pancasruti dhaivata. Thus, Ramamatya,

laksye tu kutracichuddhagandharasthanamasrayar,
fsabhah kirtyate’smabhih paficasrutyarsabhahvyah,
suddhé nisadé namanyatsyat paricasruti dhaivatah.

(Svaramélakalanidhi)

as per the above $loka, has explained the reason for the names of paricasruti fsabha and pancasruti dhaivata
in his Svaramélakalanidhi.
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COMMENTARY:

TET T FATGEIATETHATIIT ||

TN HICHT SERTI: T AR A |
g AYe AT wEyia a9 |
TRANSLATION: In as much as rsabha is in practice known to identify itself with suddha gandhara; the

latter is called by me paricasruti 7sabha. Likewise, when dhaivata identifies itself with suddha nisada that
suddha nisada is called pancasruti dhaivata.

[SMK 2.53cd-2.54ac,64cd][Ramamatya / Transl. Raimaswami Iyer (1932)]

cf. [SR 1.3.39-1.3.45]

14 A.

Someone has observed the following, in the text named Sangrahacidamani, written in the form of Siva
expounding to Parvati, the rudiments of music: the twelve svarasthanas of the suddha, and vikita are
evolved as follows: Each svarasthana from suddha rsabha to varali[prati] madhyama has two Srutis each,
thus giving a total of 6 x 2 = 12. Similarly, suddha dhaivata to kakali nisada take two Srutis each, making
4 x 2 = 8. Adding sadja and paficama to this, (1,1 = 2 Srutis), yields the 22 Srutis. Accordingly, it makes
it clear that the suddha gandhara was identical with catusruti frsabha, and suddha nisada was identical to
catusruti dhaivata. Please refer to the following table:

1 2 3 4 5 6 7 8 9 10 11 12
g g - .
> > = k=8 o k=] = 2.
o < 10 < = - < ] ‘Z =1 [ g =1 - =
E 2|8 5| §|¢ E|&% £|& A|E|% T |§F ®|E ¥ | P|Z
ra ri ru gu ma mi | pa dha dhi dhu nu | sa
ga gi na ni

Even though the above theory has been mentioned with reference to the Sarnigrahaciidamani, it contra-
dicts the theory of twenty two srutis as distributed among the svaras, as advocated by Sarrigadéva in the
Sanigitaratnakara, and sages such as Bharata, Matariga and others. In the theory of twenty two Srutis, as
explained in Sangrahactidamani, there is a vivadi dosa among the intervals in between the svaras. Because
of the above reasons, it appears that the theory mentioned in the Sanigrahaciidamani is incorrect.

IV.15| Raga

yo0’sau dhvanivisésastu svaravarna Vibhﬁ,sita}i,'
ranjako jana cittanam sa ragah kathito budhaih.

(ratnakara)

rafijakasvarasandarbhé ragamityabhidhiyateé.

(Sangitaparijata)
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rafijayanti manarsiti ragasté dasalaksanah.
(Caturdandi)
That combination of svaras and varnas, which pleases the hearts of the listeners is a raga. (raga = desire).
IL.

grahamsamandratarasca nyasapanyasakau tatha,
abhisanyasavinyasabahutvam calpata tatha.

(Caturdandi)
The ten laksanas of the ragas such as graha, amsa, mandra, tara, nyasa, apanyasa, sanyasa, vinyasa,

bahutva, and alpatva are mentioned by preceptors, such as Matariga. We will elucidate their character-
istics in the form of a summary.

1. Graha

The first svara at which a raga is grasped is the graha svara. (graha=grasping). When describing its laksana,
each raga has a certain svara, as the graha. If a svara other than sadja is specified as graha, for a raga, then
irrespective of what the svara is, it has to be placed in the position of sadja and sung. Thus sadja graha gets
identified with sadja svara itself. This could be seen in the raga gita in the dhunibhinnasadja raga, (Section
9.0.1) and bauli raga Stiraniga prabandha (Section 15.16.2) in this book. To sing in such a way alone marks
grahasvara.This (concept) has also been explained by Govindamatya in his Ragatalacintamani written in
poetic form some 300 years ago. Singing graha svara in this manner has been a tradition since the last 400
years.

2. Amsa

Amésa svara is that which brings out (the contour of) a raga clearly. Amsa svara could be designated as the
raja-svara (kingly note). It is the jiva svara.

3. Mandra

To sing the svaras in taggu sthayi marks the mandra. This is also known as mandra gati.
4. Tara

To sing in the tara sthayi is tara. This is also known as tara gati.

5. Nyasa

The svara on which the raga is finally concluded is the nyasa.

grahamsau yatra maucyaté tatra sadjam vidur budhah,
(Ratnakara)

Whenever for a raga where the graha, amsa, and nyasa are not mentioned sadja is the de facto grahasvara
and armsa.
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6. Apanyasa

Intermediary notes (marking the conclusion of the intermediary phrases) used while singing a raga are
apanyasa. Sanyasa and vinyasa are combined under (are sub-varieites of) apanyasa, according to Bharata
muni.

7. Sanyasa

If a raga is taken for elaboration (alapana), marking it through the different sections, the concluding note
in every section is sanyasa.

8. Vinyasa
When singing a raga, the svaras that make up the intermdiary parts within a section are vinyasa.
9. Bahutva

While singing a raga, the svara that is frequently used is bahutva. Bahutva occurs in two ways through
alanghana, or abhyasa.

1. Alanghana

The svara that is not omitted while singing is alanghana.

2. Abhyasa

A continuous rendering of the notes or the frequent usage is abhyasa.
10. Alpatva

While singing a raga, when the svara is not used frequently, it is alpatva. It occurs under two contingencies:
langhana, and anabhyasa.

1. Lannghana

While singing, rendering a svara not clearly and just skipping over it is larighana.

2. Anabhyasa

A svara which is not to be continuously rendered, and not rendered frequently but used rarely is anabhyasa.
Vénkatamakhin, in his Caturdandiprakasika, says that the above ten laksanas were in vogue for the ragas
that were in existence in those times and only the three graha, amsa, and nyasa applied to the ragas of
present day.

III. Raga Vibhaga (Classification)

Ragas are classified under two heads, marga and dési, and are ten in number. Marga ragas are categorized
under six varieties: (1) grama raga, (2) upa raga, (3) raga (4) bhasa, (5) vibhasa, and (6) antara bhasa.
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Dési ragas are categorized under four varieties:

(1) raganga, (2) upanga, (3) bhasanga, and (4) kriyanga.

Please refer to the “Pracina Paddhati” for details on the marga ragas. These exist only in the gandharva
Ioka. The Sangitaratnakara mentions 264 ragas related to the madhyama grama and sadja grama. The
marga ragas are not in vogue in current practice. Only such ragas among désya ragas with their subdivi-
sions, and laksana, and laksya, and those that are in current practice as promulgated by Veérnkatamakhin
are discussed here.

IV. Raganga raga

Raganga ragas are those ragas, which could be associated with the grama ragas, and are sampiirna. These
are also known as janaka ragas or meéla ragas. These raganga ragas are: sampirna, sadava sampirna,
audava sampiirna, and vakra sampiirna.

Example:

sadava sampiirna is the third méla
srmpdns,sndpmgrs.

audava sampirna is the first méla
StmpdS,SNdpmGrR,S.

vakra sampirna is the tenth méla
sgmpPndnsS,sndnPnpmggrrS.
Dhaivata is vakra in the above example.
V.

These raganga ragas, as discussed earlier, are 72 in number, by permutations and combinations of the
suddha vikita svaras denoted by their svara mnemonics, ra, ri, ru, etc., as done by Vérkatamakhin.
Vénkatamakhin gives laksana Slokas and laksana gitas for each of the 72 ragangas. These raganga raga
laksana gitas are composed with three sections — (stitra khanda, upanga khanda, and bhasanga khanda).
In the first section (stitra khanda), the initial sghitya aksaras of each avarta are the svara mnemonics them-
selves (ra, ri, ru, etc.) occurring in the particular méla. The second section, (upanga khanda) gives the
name of the raganga raga, the upanga ragas under it, and the name of the cakra and the serial number
mnemonic of the méla in that cakra [eg. agni g6]. The third section (bhasarnga khanda) lists the bhasanga
ragas pertaining to that raganga raga.

Please refer to the raganga raga laksana gitas for details of the above. The 72 raganga ragas (kanakambari,
phénadyuti, etc.) are indexed in the laksana gita of Gundakriya, an upanga janya of Malavagaula. Please
refer to the Section 15.14.1 in this book. The musical preceptors have evolved mircchanas for all these
72 raganga ragas, making them explicitly clear from one another, with full aesthetic beauty, and felicity
and ease with which they could be sung or played. The following table lists the names of the 72 ragarnga
ragas, and also the names of the corresponding mélakartas, having all the seven notes in both aréhana, and
avarohana,assrgp dns,snd p m grs, some of which are contradictory to the naming conventions of
the ganita sastra.
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The Table of Ragariga Ragas

The names and the number and the mnemonic names for each cakra and for each raganga raga formulated
by Vénkatamakhin are provided in the table below.

Mnemonic names of the cakras:
indu - 1 nétra - 2 agni - 3 véda - 4 bana - 5 rtu - 6 i'si - 7 vasu - 8 brahma - 9 disi - 10 rudra - 11 aditya - 12

The méla mnemonics are:

pa —
sri —
80 —
bhu —
ma —
sa -

ANOT W=
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The Piirva mélas - 36

1. indu cakra

4. véda cakra

1. | pa | kanakambari 19. | pa | jhankarabhramari
kanakargi jhankaradhvani
2. | sr1 | phénadyuti 20. | sr1 | nariritigaula
ratnangi natabhairavi
3. | g6 | ganasamavarali 21. | g6 | kiranavali
ganamurti kiravani
4. | bha | bhanumati 22 | bhu | sriragam
vanaspati kharaharapriya
5. | ma | mandrafjani 23. | ma | gaurivelavali
manavati gaurimanohari
6. | sa tanukirti 24. | sa viravasantam
tanarapi varunapriya
| 2. nétra cakra 5. bana cakra
7. | pa | sénagrani 25. | pa | Saravati
sénavati mararafjani
8. | érT | janatodi 26. | §r1 | tarangini
hanumatodi carukési
9. | g6 | dhunibhinnasadjam | 27. | go | sauraséna
dhénuka sarasangi
10. | bha | natabharanam 28. | bhia | harikédaragaula
natakapriya harikambhgji
11. | ma | kokilaravam 29. | ma | dhirasannkarabharanam
kokilapriya
12. | sa ripavati 30. | sa nagabharanam
naganandini
| 3. agni cakra 6. ftu cakra
13. | pa | géyahejjajji 31. | pa | kalavati
gayakapriya yagapriya
14. | sri | vativasantabhairavi | 32. | §ri | ragactidamani
vakulabharanam ragavardhani
15. | g6 | mayamalavagaula | 33. | go | gangatarangini
gangéyabhtsani
16. | bhii | toyavégavahini 34. | bha | bhogachchayanata
cakravakamt™t vagadisvari
17. | ma | chayavati 35. | ma | sailadéesaksi
stiryakantam sulini
18. | sa | jayasuddhamalavi | 36. | sa | calanata
hatakambari

HThe mark t placed near a raga indicates that the raga name do not conform to the rules of katapayadi sarikhya.
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The Uttara melas — 36

7. tsi cakra 10. disi cakra
37. | pa | saugandhini 55. | pa | samala
salagam Samalangi
38. | §r1 | jaganmohanam 56. | §r1 | camaram
jalarnavam sanmukhapriya
39. | g6 | dhalivarali 57. | go | sumadyuti
jhalavarali sihméndramadhyama
40. | bhu | nabhomani 58. | bhu | désisimharavam
navanitam hémavati
41. | ma | kumbhini 59. | ma | dhamavati
pavani dharmavati
42, | sa ravikriya 60. | sa nisadham
raghupriya nitimati
8. vasu cakra 11. rudra cakra
43. | pa | girvani 61 | pa | kuntalam
gavambodhi kantamani
44. | sr1 | bhavani 62. | srT | ratipriya
bhavapriya fsabhapriyat
45. | g6 | sivapantuvarali 63. | go | gitapriya
Subhapantuvarali latangi
46. | bhi | stavarajam 64. | bhu | bhisavati
sadvidhamargini vacaspati
47. | ma | sauviram 65. | ma | santakalyani
suvarnangi meécakalyani
48. | sa | jivantika 66. | sa caturangini
divyamanit citrarhbarit
| 9. brahma cakra 12. aditya cakra
49. | pa | dhavalarigam 67. | pa | santanamanjari
dhavalambari sucaritra
50. | §r1 | namadeési 68. | sri | jotiraga
namanarayani jotisvaripini
51. | g6 | kastramakriya 69. | g6 | dhautapaficamam
kamavardhini dhatuvardhani
52. | bhu | ramamandhari 70. | bhi | nasamani
ramapriya nasikabhtisani
53. | ma | gamakakriya 71. | ma | kusumakaram
gamanasrama kosalam
54. | sa vamsavati 72. | sa rasamafnijari
visvambharif rasikapriya
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VII. Upanga raga

This is born of a ragarnga raga, and takes only the suddha vikiti svaras pertaining to their janaka raga, and
may be audava, sadava, sampitirna , or vakra. The upanga ragas could be compared to the progeny of their
respective ragariga ragas.

VII Bhasanga raga

Bhasanga raga takes not only the suddha vikrta svaras pertaining to their janaka (raganga) ragas, but also
one or two svaras from some other ragariga ragas, which are not found in their respective janaka ragas,
with the sanctioned authority of laksana. They could be compared to the adopted son or daughter of the
respective raganga ragas.

VIII. Kriyanga raga

Vénkatamakhin has included kriyarngas in the four types of dési ragas. Since kriyariga ragas are not in
vogue currently, they are not mentioned here. Please refer to the “Pracina paddhati” for details about
them.

IX.

Ragas are of three categories: samptirna, sadava, audava.
1. Sampitrna are those ragas with seven svaras.

2. Sadava are those ragas with six svaras

3. Audava are those ragas with five svaras.

X. Vivadi svara dosa marga nirnayam, or some means of mitigating the vivadi faults in ragas

As mentioned above, out of the 12 cakras that result by the permutations and combinations of the suddha
viki'ti svaras, the six mélas of the first cakra and the seventh cakra constituting the piirvanga (s r g m). In
these mélas, the occurrence of the suddha fsabha and suddha gandhara prayogas bring in vivadi dosa. In
addition to this, because of the occurrence of Suddha dhaivata and suddha nisada (p d n s) in the first méla
of all the twelve cakras bring in the vivadi dosa. Hence, the gandhara is omitted in the ar6hana, and in the
avarohana, the gandhara is subjected to the second aspect of ullasita, i.e., digu jaru, and the second aspect
of kurula, i.e., orayika.

Y Y
s\Ndpm\grs

In a similar manner, the six mélas of the sixth cakra, and the twelfth cakra in the prayogas involving satsruti
fsabha, and antara gandhara prayogas, and also in the last mélas of all the twelve cakras, the prayogas,
satsruti dhaivata and kakali nisada bring in the vivadi dosa. Hence, satsruti rsabha, and satsruti dhaivata
are sung with the tirupa gamaka using the nokku (stress).

w w
Example: srgmpdns;

In the avarchana, the satsruti isabha, and satsruti dhaivata are omitted, or combining the nisada and
gandhara in vakra gati with the satsruti fsabha, and satsruti dhaivata. In this manner, in forty meélas,
the vivadi dosas can be mitigated. This is as per the sampradaya.
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In some places,

*(s é rm) [sa ga ra ma]

(st gX; rm) [sa ra ga ra ma]

(p nd $) [pa na dha sa]

(pd nds) [pa dha na dha na sa]

($m T gm) [samaru ga+ mal]
w

(pndns)[panudhunusal
w

(5ndnp)[sanudhunu pa]

11. Vakra raga

Vakra ragas are those in which the svaras do not proceed sequentially (in the order of ascent and descent),
but in a zig zag manner.

Example:
Megharafiji : avarohana snmgsrs— Here, ris vakra.
gaula avarchana snpmrgmrs—gis vakra.

sénagrani archana srggrmgmpnds. —m, and n are vakra.
ripavati avarchana sndnpmgs. — dis vakra.

phénadyuti arohana — Example: srm pd d pnns. —nis vakra.

XII.

Ragas are of three kinds: ghana, naya (rakti), désya ragas. Ghana ragas are those which can be sung in the
mode in which the nada emanates from the nabhi. These are compared to persons of valour. Naya ragas
are those with full aesthetic fervour, and which captivate the listeners. These are known as rakti ragas
(or) marga ragas. These are comparable to beautiful women, who captivate everyone with their speech.
Désya, or uttara ragas are those that have been adopted from the Northern regions, and are adopted for
the purposes of aesthetic musical pleasure. This is comparable to the beautiful damsels from other regions
who captivate one’s hearts. The slokas pertaining to the ghana, naya, désiya ragas have not been given
here, due to exigencies of space.

COMMENTARY:

YT,
redt safafaeryey svautagfya: |
THH! AATIATAT § IOT: &far g |

*In the vakra pattern, the gandhara and nisada are negotiated by effecting the first aspect of kurula, i.e., odigimpu.
TED:- gu
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TRANSLATION: That which is a special dhvani, is bedecked with svara and varna and is colorful or delight-
ful to the minds of the people is said to be a raga. [BrD 264]

The verse attributed to Sangitaratnakara by Subbarama Diksita is from the Brhaddést.

THREA AT YT ST |
TRANSLATION: That melodic structure which pleases is known as raga.
[SPar]
THITT AATHITT T SOeT&uT: |
TRANSLATION: Ragas are so-called because they color the minds (of listeners) with pleasure.
[CP 5.2ab]

TETAT Hgd el ATHTIATERT TIT |

GIQH‘!"QIHFQ“QIHQ‘I agcq FTeqdr a¥T |

TRANSLATION: Graha, amsa, mandra, tara. nyasa. apanyasa. samnyasa, vinyasa, bahutva, alpatva —
(These ten characteristics are mentioned by sages).

[CP 5.3cd- 5.4ab]

Both Vernkatamakhin and Subbarama Diksita have taken the ten laksanas viz. graha, amsa, tara, mandra,
nyasa, apanyasa, sanyasa, vinyasa, bahutva and alpatva as applicable to ragas. However, the sloka as
given in the Sangita Sampradaya Pradarsini though attributed to Caturdandiprakasika differs from the
version above. Subbarama Diksita’s version corresponds with the [SR 1.7.29], with abhi instead of api, and
the next two lines in the Sangftaratnakara have been omitted.

1. Graha

graha in the melodic context is one of the defining characteristics of jati in the ancient period. It was later
adopted for defining ragas. Subbarama Diksita’s definition of graha is not on the lines of the definition in
the Caturdandiprakasika [CP 5.5 cd], which defines graha as “The svara at which a song is grasped”.

2. Ams$a

Subbarama Diksita’s usage of the word raga is ambiguous, and can be interpreted to mean either melodic
basis (as in compositions), or alapana.

3. Mandra

The lowest svara in the mandra sthayi below which saficaras cannot be allowed (normally speaking, as
there are always exceptions) is the mandra.

Example: Anandabhairavi has no saricaras below nisada.

4. Tara

The highest svara in the tara sthayi, above which saricaras cannot be allowed (normally speaking, as there
are always exceptions) is the tara sthayi.
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Example: It is normally held that Kamavardhani has no saricaras beyond tara sthayi gandhara.

According to Sarngadéva, of the graha and amsa, if one is mentioned, it implies the other. In current
practice this does not apply.

TETOT I Ar=ad aF TS [agge: |
This sloka attributed to ratnakara is not found in the Sangitaratnakara or the Caturdandiprakasika.
6. Apanyasa

The sections here could be understood as ragavardhani stages. The ending of every ragavardhani is a
sanyasa.

ED:- The ten laksanas mentioned by Bharata does not include sanyasa, vinyasa and include sadava and
auduva. Bharata uses the two terms sanyasa and vinyasa but these are not accorded the status of laksanas.
Asnoted earlier in the pracina paddhati, Sanigitaratnakara mentions trayodasa (13) laksanas. For Sarngadéva,
the 11th, 12th and 13th are sanyasa, vinyasa and antaramarga. Vénkatamakhin and Subbarama Diksita do
not include auduva and sadava as these are not applicable to their system but include sanyasa and vinyasa.

It must be noted that Bharata’s ten laksanas did not include sanyasa and vinyasa as the earlier texts deal
with Jaksanas in the context of jatis. cf. [CP 5.17]

1. Lannighana

Examples: M g r (Arabhi), i.e., the g is not completely uttered, i.e., a half-mute note

2. Anabhyasa Example: Sri riga dhaivata, Nattakurafiji paficama.

g M p g r — The p is an alpa note in Nattakuranji.

Raga vibhaga

In the post Subbarama Diksita period, sampiirna has come to denote the presence of all seven svaras in

both the arohana, and avarchana.

Mnemonic Names of the cakras

The méla mnemonics themselves as mentioned above give the necessary clue to the rank of the raganga
raga in every cakra, worked out on the basis of katapayadi.

Example: tanukirti — tanarapi would be called indu—sa.

Some gitas contain the names of Nagamamba, and Govinda Diksita. Only such gitas can be safely ascribed
to Vénkatamakhin. Further, the main body of the Caturdandiprakasika contains only 54 ragas. Some of
the other gitas are not believed to be that of Vénkatamakhin, but by his descendant, Muddu Vérikata-
makhin, the musical preceptor of Ramasvami Diksita. The méla and cakra nomenclature also appear to be
a post-Verkatamakhin development. Refer [Raghavan (1941a), (1941b)]




Laksana Sarigraha 118

IV.16] Tala

While singing, the mode of measuring the dimension of the time (duration) of a song by marking beat
through the use of hands, or a time-keeping instrument, is tala. Talas fall under two categories: marga, and
desi talas. Tala has for its basis the dasa pranas. These are analogous to the pafica maha pranas (five vital
airs) in the human body. The pranas, kala through jati are comparable to the vital airs and the upapranas,
such as jati through prastara, are comparable to the parica upapranas in the human body.

kalo margah kriyangani graho jatih kala layah,

yatih prastarakascéti tala prana dasa smitah.

The dasa pranas are: (1) kala, (2) marga, (3) kriya, (4) anga, (5) graha, (6) jati, (7) kala, (8) laya, (9) yati, (10)
prastara.

1. Kala

This has ten units of measurement: ksana, lava, kasta, nimisa, truti, druta, laghu, guru, pluta, kakapada.
The time taken for a needle to pierce one petal, when a hundred such petals are stacked together is ksana.
Eight such ksanas make a lava. Eight lavas make a kasta. Eight kastas make a nimisa. Eight nimisas make
a truti, or anudruta, or virama. It is of the duration of one aksara kala. Two trutis make a druta. This is of
the duration of two aksara kalas. Two drutas make a laghu. [Four aksara kalas]. Two laghus make a guru.
[Eight aksara kalas].Three laghus make a pluta. [Twelve aksara kalas]. Four laghus make a kakapada
(kakapada). [Sixteen aksara kalas.]

An aksara kala is the time taken for uttering a ‘laghvaksara’. The time taken for uttering four laghvaksaras
is one matra. Anudruta is a quarter of a matra, and druta is half a matra in duration. Laghu is of one
matra, guru is two matras, pluta is three matras, and kakapada is four matras. Laghu will not have the
uniform duration of one matra, which is of four aksaras. The duration of magnitude of the laghu changes
with respect to the jati to which it belongs. It may be of 3, 4, 5, 7, or 9 aksara kalas.

2. Marga

The mode of singing with different kalapramana is marga. They are six in number: (1) daksina, (2) vartika,
(3) citra, (4) citratara, (5) ardhacitra, (6) aticitra.

Each kala of the duration of a quarter matra is reckoned as aticitra. Each kala of the duration of half a matra
is reckoned as ardhacitra. Each kala of the duration of one matra is reckoned as citratara. Each kala of the
duration of two madtras is reckoned as citra. Each kala of the duration of four matras is reckoned as vartika.
Each kala of the duration of eight matras is reckoned as daksina. Sarngadéva, in his Sangitaratnakara
mentions only four margas, namely dhruva, citra, vartika, daksina.

1 kala = 1 matra is dhruva. 1 kala = 2 matra is citra. 1 kala = 3 matra is vartika. 1 kala = 4 matra
is daksina.

3. kriya

Showing the arigas in a tala avarta by way of actions such as beating (of the palm), waving (of the hands),
finger counting, etc., constitute the different kriyas. Kriyas are two: sasabda, and nissabda kriya.
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1. Sasabda kriya Beating the left hand palm with the right hand so as to produce a sound.

2. Nissabdakriya counting with the finger, bringing down the right hand, waving, circular movement
of the hand etc.

(i) The kriya for anudruta is clapping the left hand with the right hand. This is a sasabda kriya.

(ii) The kriya for druta is beating the left hand with the right hand and waving the right hand. This
combines sasabda and nissabda kriyas.

(iii) The kriya for laghu is beating on the left hand with the right hand for one aksara kala and counting
as many fingers as are required for the remaining aksaras of the laghu, starting on the little finger and
proceeding in order.

(iv) The kriya for guru is beating the left hand with the right hand, three finger counts, bringing the right
hand down for a duration of four aksara kalas.

(v) The kriya for pluta is beating the left hand with the right hand, three finger counts, circular movement
of the right hand for four aksara kalas, and bringing the hand down for four aksara kalas.

(vi) kakapada kriya This is a nissabda kriya. Moving the right hand to the left for the duration of four
aksara kalas (sarpini), bringing the right hand back for a duration of four aksara kalas (kfsya), lifting
up the right hand for four aksara kalas (pataka) and bringing down the hand for four aksara kalas
(patita). Some people consider the talas that have this anga (kakapada) as inauspicious, and hence,do
not use them.

3 A. Avarta

A round of execution of the constituent arigas in a tala, marks an avarta. In each avarta, since any tala
normally begins with the sasabda ariga (with the beat), the number of beats signifies the number of the
angas.

Example:

1. If an avarta in a tala is commenced with a beat followed by three finger counts, then with the beat and
a wave, followed by another beat to be followed with a three finger count; then, it is a tala with three
angas. The first aniga is caturasra jati laghu the second anga is druta and the third anga is caturasra
jati laghu. Hence this is caturasra jati mathya tala.

2. If an avarta in a tala is commenced with a beat followed by two finger counts, followed by a beat
and a wave, followed by another beat and a wave, then it is a tala with three arigas. The first ariga is
tryasra jati laghu, followed by two drutas. This is tryasra jati triputa tala.

In this manner, each of the kriyas of the talas, i.e., the act of a beat or a finger count marks the duration of
one aksara kala. In current times, in the mode of keeping the tala, some incorrect practices have appeared
that are not in line with sastra. The names triputa sapu, ata tala sapu, misra sapu are referred to by the
common term ‘$apu’, and the kriyas appropriate for those talas have been dispensed with.

Example:
Triputa sapu

Here, the jati name is not found, i.e., tryasra, yet it is understood as tryasra jati. It is of the duration of seven
aksara kalas. This tala is reckoned with a beat of the left hand, and without using the finger count of the



Laksana Sarigraha 120

right hand, waiting for a period of two aksara kala(reckoning the two, mentally), and again followed by
another beat of the left hand and waiting for a period of three aksara kalas is termed triputa sapu. Thus not
only is the tala reckoned against the norms of tradition, but the jati name such as (tryasra) has also been
elided and even the name triputa has been left out and the tala is simply referred to as sapu. [$apu is also
reckoned by way of one beat of three aksara kala duration and one visarjita, or waving consisting of four
akshara kala duration.] This is also known as misra.

4. Anga

The angas indicates the constitutent parts or limbs of a tala in an avarta [aniga = avayava (limbs)].

anudruté drutascaiva laghurguruplutastatha,
kakapadam tatha proktam talangamiti sadvidham.
Anudruta, druta, laghu, guru, pluta, kakapada are the six arigas. Their mnemonical symbols are as follows:

anudruta: U , druta : O, laghu : |, guru : 8, plutam : 3, and kakapada: X

When a tala is represented as | OO, ithas one laghu and two drutas. In the above-mentioned six angas,
anudruta, druta, and laghu are alone in vogue in the popularly known stladi sapta talas such as dhruva,
etc. The remaining arigas are found only in the 128 désiya talas.

5. Graha

The commencement of music in a tala is graha (graha = grahana = take off) . Grahas are two — sama and
visama.

1. Sama
The simultaneous commencement of the music along with the tala is sama.
2. Visama

Visama graha indicates commencement of the music, either before, or after the tala. This may be atita, or
anagata.

2.1 atita is when the music commences before the tala.

2.2 anagata is when the music commences after the tala.
6. Jati

Five varieties of tala constitute the jatfs. Jati indicates the distribution of the tala. (jati indicates the
time duration or magnitude of the laghu.) Please refer to the marga talas such as caccatputa tala in the
“Pracina paddhati”. Désiya talas are those which are in practice in various regions. (The author of the)
Sanigitaratnakara mentions 120 désiya talas, their laksanas, and their names. The seven talas such as
dhruva, which belong to the désiya talas have been mentioned in literature, as early as 400 years back,

and still continue to be in vogue.

Sloka:

dhruvo mathyo rapakasca jhdmpa triputa eva ca,
atatalascaikatala saptatala prakirtitah.
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1. dhruva tala: | O | |
4. jhampa tala: | U O
7. éka tala : |

2. mathya tala: | O |
5. triputa tala: | O O

3. rapaka tala: O |
6. atatala: || OO

Jatis are five in number :
tryasra, caturasra, khanda, misra, sankirna .

Application of jati bhéda to each of the afore-mentioned seven talas such as dhruva, yields 7 x 5 = 35
varieties. The anudruta, and druta have a constant magnitude of one and two aksara kalas, respectively.
The duration of the laghu alone varies with its jati, and is named appropriately.

The following table provides the details regarding the jati bhédas:

No. | jati name | aksara kala | laghu names angas | matras

1. tryasra 3 tryasra laghu o 3 Three-fourths matra

2. caturasra 4 caturasra laghu | | 1 One matra
U

3. khanda 5 khanda laghu | 1% One one-fourths matra
3

4. misra 7 misra laghu [ 12 One three-fourths matra
U

5. sankirna 9 sankirna laghu | 2 2% Two one-fourths matra

The names, arigas and aksara kalas of the 35 varieties obtained by combining the seven talas with the five
jatis (7 x 5 = 35) are given in the table below:

tala anga | tryasra caturasra | khanda misra sankirna

jati jati jati jati jati
dhruva | |O|| | 3,233=11 | 4244,=14 | 52,55=17 | 7,2,7,7=23 | 9,2,9,9=29
mathya | |O| | 3,2,3=8 4,2,4=10 525=12 | 72,7=16 | 9,2,9=20
rapaka O] 2,3=5 2,4=6 2,5=7 2,7=9 2,9=11
jhampa | |UO | 3,1,2,=6 4,1,2=7 5,1,2=8 7,12=10 | 9,1,2=12
triputa |00 |322=7 4,2,2=8 5,2,2=9 72.2=11 | 9.2,2=13
atatala | ||OO | 33,22=10 | 44,2,2=12 | 55,22=14 | 7,7,22=18 | 9,9,2,2=22
éka tala 1 3 4 5 7 9

These 35 talas are known as saladi talas.

7. Kala

There are three kalas, éka kala, dvikala, catuskala.

1. eka kala

This is also known as yathaksara kala.If one akkara (aksara /akkara - Fundamental unit of measurement)

is maintained for each kriya of the tala, it is éka kala.

2. dvikala

Two such akkaras for each kriya is dvikala.
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3. catuskala

Four such akkaras for each kriya is catuskala.

8. Laya

The flow of tala in conjunction with song, without fluctuating, is laya. It is of three kinds: (1) vilamba laya
(cauka) — slow, (2) madhya laya (sama) — medium, and (3) druta laya (véga) — fast.

To sing slow in the tala set to a specific aksara value is vilarhba laya; To sing in twice the speed of vilamba
laya (relative speed) in medium tempo is madhya laya; to sing in twice the speed of madhya laya (relative
speed) in fast tempo is druta laya.

9. Yati
The different combinations of the arigas figuring in a tala are yati. Yati may be: (i) sama yati, (ii) gopuccha

yati, (iii) sr6tovaha yati, (iv) damaru yati (védi madhya yati), (v) midanga yati (yavamadhya yati), and
(vi) visama yati.

1. Sama yati

Sama yati consists of angas of equal duration in a tala avarta.
Example:

JUuuuuuu

This holds well with reference to the other arigas as well.

2. Gopuccha yati
This is where the angas progressively diminish in duration like a cow’s tail.

32|0U

3. Srotovaha yati

This is where the duration of the angas progressively go from slender at the beginning, and gets broadened
like the course of a river.

Example:

Uo|23

4. Damaru yati

This is where the duration of the arigas are broad at the beginning and end, and slender in the middle like
a damaru or udukka.

Example:
32|0U0|23

This is also known as védi madhya yati.
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5. Midanga yati

This is where the anigas of higher duration are found in the middle, and the arigas of lower duration are at
the beginning and the end.

Example:

uol|e3e|ou

6. Visama yati
It is a mixture of angas of varying durations.
Example:

|Oc2U3|2

According to the traditionalists, the above yatis could be practically demonstrated in the trikala gana (ie
relating to music rather than to tala).

10. Prastara

Prastara is expansion by multiplying. Prastara consists of taking the syllabic value of the avayava (parts)
of a tala, and working out the different ways they can be arranged and the possible number of talas.

Example: Method of working out the Prastara

The very first ariga that is taken as the basis for working out the patterns is known as yathariga or miilanga.
Prastara is begun with the first available highest valued unit, (placed at the extreme right) in the first row.
Below this highest valued unit, the next lower valued unit is placed (in the second row). After the (lower-
valued) unit is placed for the remaining balance duration value, an ariga equal to that value has to be
placed, to its left. Below the highest valued arnga in the second line, the next lower valued unit is to be
placed in the third row. In this (row), for the remaining balance duration value, an anga equal to that value
has to be placed, to its left. Proceeding thus with prastara (expansion), if (all) the arigas successively lower
to the value of the yathariga occurring in the first row have figured, there will be no more varieties in the
prastara. The prastaras upto laghu prastara worked out below should be observed, worked out (oneself),
and understood.
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Example:
1. Virama prastara U  There is only one possible variety in this.
2. Druta prastara O

U U  There are two variations.

The patala sankhya[viramal] is two.
The mahapatala sarikhya [angas] is three.

3. Druta virama prastara 8
uo
ou

UUU There are thus four combinations.

The patala virama is five.
druta — 2, druta virama — 1, mahapatala —
the sum of all the three arigas,ie., 1+2+5=38.

4. Laghu prastara: | This is the mulanga.

Uje
00

UUO yathanga
sy

uou

ouu

UUUU There are thus eight combinations.

druta - 5, druta virama - 2, laghu - 1, druta virama - 8, patala virama — 12
mahapatala — With all four angas 1, 2, 5, 12=20.

5. Sodasanga prastara patala méru

anga bhédha | patala | mahapatala
virama 1 1 1

druta 2 2 3

druta virama 4 5 8

laghu 8 12 20

laghu virama 16 28 48

laghu druta 32 64 112

laghu druta virama | 64 144 256

guru 128 316 572

guru virama 256 702 1274

COMMENTARY:

&AT ANT: FRaTgTiT wEr Sfa: &er a9 |
Tfe: TR T aresr T &9 ar: |
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[SDar 6.15]

The five vital airs in the human body are: prana, apana, samana, udana, and vyana. The five upapranas are:
naga, kiirma, krikara, dévadatta, and dhanarijaya. The only earlier text where this analogy and division can
be found is Polari Govinda Kavi’s ragatalacintamani. [RTC 5.57] lists the pranas in the same order. Based
on the description there, the following can be inferred: kala, marga, kriya, aniga, jati are the mahapranas.
graha, kala, laya, yati, prastara are the upapranas.

The division into mahaprana and upaprana are ambiguous in [Subbarama Diksita (1904)] since kala through
jati would imply 6 pranas.

Subbarama Diksita has used the word kala when listing the tala dasa pranas and has used the word kala
in the rest of the tala section.

Kala

Subbarama Diksita’s account of kala follows the description in the ragatalacintamani. All the earlier texts
such as sangitadarpana, sangitaparijata and rasakaumudi, which expound the dasa prana system, do not
bring in matra or aksara in the context of the measures of ksana, lava etc.

Marga

As per the Sangitaratnakara [SR 5.10cd-5.11], dhruva marga has one matra, citra two, vartika four and
daksina eight matras. We find terms such as citratama, and aticitratama in later literature such as Talacamuttiram
and Sanigitasamayasara.

Kriya

Reference has been made in musical treatises such as Sarigitaratnakara to margakriyastakas and désyakriyastakas.
nissabda kriyas such as avapa, niskrama, viksépa and pravésaka and the sasabda kriyas such as dhruva,
Samya, tala and sannipata, are mentioned.

Anga

AIGAT GAET AL FGaeaoT |

FTORITE T&T T ATSTFHATT TS(aeH |

kakapada in the Sangitaratnakara is not treated as an ariga but absence of sabda or kriya for a duration of
four matras. [SR 5.275-276]. Subbarama Diksita’s treatment of these kriyas are synoymous with arnga in
line with his times.

sarpini kisya, pataka, patita are four of the eight matras or margakalas mentioned in [SR 5.12-5.14]. They
are also referred to as désikriyas.

With reference to the assignment of symbols to the different arnigas, kakapada is given as + in many texts.
Subbarama Diksita uses the word kakapada and not kakapada.

The désiya tala lists differ from treatise to treatise.
101 —Sangitamakaranda
124 — Ragatalacintamani

120 — Sangitaratnakara
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In addition to the usage of the mnemonical letters and mnemonical names as mentioned above, the astaganas
relating to poetic metres have also been used in the description of the arigas of the tala in ancient literature.

Graha
Atita graha is resorted for the purposes of musical prosody.
Example: ‘uttuniga kamaniya’ (in cintayama — bhairavi)

The beginning of most ata tala varnas commence on the third aksara. This has been referred to as ‘visama
anagata’, in later literature such as the Ganabhaskararm.

Jati

The classification of talas into marga and dési is indicated by the word jati. Of the angas, laghu alone has
jati bhéda.

Jar qaT €96T 9T &Fe 0T T |
ATATSTE TS THATST Thitaar: |

Caturasra, tryasra, misra, khanda, and sarikirna is the traditionally recognized order, in terms of evolution.

If the triputa tala is reckoned in slow tempo, it will retain its individuality as tryasra jati triputa, but when
the tala is reckoned in the madhyama kala, the triputa tala is known as triputa sapu, or more commonly
sapu.

Kala

Subbarama Diksita mentions the prana as kala and not as kala. Grammatically, if the prana were to refer
to ékakala,dvikala, and catuskala, then it should be mentioned as kala and not as kala.

Laya

Subbarama Diksita uses the term akkara kala in this section rather than aksara kala.akkara means ’letter
or an alphabet” and implies ’singing one letter or syllable of text per kriya. éka kala is singing one letter or
syllable of text per kriya. This term akkara seems to have brought in to distinguish it from aksara which is

used as a unit of measurement of time between kriyas. Such usages have been retained as per [Subbarama
Diksita (1904)].

Yati

Yati may be of two forms: sama, and visama. The visama forms may be of damaru, srotovaha, mrdariga,
and gopuccha.

Prastara

It is only by means of prastara that we get to know the various talas — not only the stladi talas, but also the
talas of the earliest periods. We get adi (caturasra jati triputa) tala as 4 + 2 + 2, trisra mathya, (3 + 2 + 3),
khanda jhampa tala (5 + 1 4 2). The above said talas could be derived through the guru prastara.

The term patala denotes the total number of least-valued ariga in an entire prastara. However Subbarama
Diksita mentions the number of the other arigas along with the virama while detailing the druta prastara.
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Texts like the ragatalacintamani describe patala as the total number of each of the angas figuring in the
prastara. [RTC 5.118 p.313]

Subbarama Diksita indicates the term yathariga as a synonym for the term mailanga, but later gives yatharga
near the fourth row of the laghu prastara.

It also appears that the terms miilariga and yathariga are seen to occur for the first time in Sarigita Samhpradaya
Pradarsini . Further in the sédasanga prastara méru, in the guru row, patala number should be 320 and
not 316. mahapatala number should be 576 and not 572. In the guru virama row, patala should be 704 and
not 702. mahapatala should be 1280 and not 1274 as given in [Subbarama Diksita (1904)]. [AMSarma: Pers.
Comm.]

Further, sankhya is a technical term denoting the total number of tala varieties (rows) in a prastara. Sub-
barama Diksita uses the term bhédamulu for denoting the total number of prastaras. Instead, the word
sarikhya should have been used.

The text mentions sédasarigas, but only lists those in the above table.

IV.17| Alapana or alapti

tatralapésu sarvatrapyadavaksiptika smita,
aksiptikaiva 10ké’smin ayattamiti giyaté.

(Caturdandi)

1. Aksiptika or ayittam

The first part of alapana is aksiptika, or alapa. This aksiptika is popularly referred to as ayittam.

pInatvéna yathaksiptam svanirvahaya bhojanam,
ragénapi tathaksipté’ tyadavaksiptika mata.

(Caturdandiprakasika)

Just as a person eats for sustenance and growth, similarly aksiptika is essential for the raga to develop
and expand. The madhya sthayi sadja is taken as the introductory note, and then touching the mandra
sthayi saficaris are woven upto fsabha and gandhara of the madhya sthayi with the appropriate melodic
movements. Then, in accordance with the raga svartpa, and the capacity of the musician, it should be
sung, and touching the fsabha, gandhara, madhyama and parficama in the tara sthayi, and again concluded
on the madhya sthayi sadja. Singing thus, and returning back is termed aksiptika or ayittam. (aksiptika —
getting ready to begin; (dyittam — attempt to begin)

2. The first ragavardhani, or eduppu or First vidari or muktayi (ragavardhani = expanding the raga )
(eduppu = take off)

aksiptikanantarantu kartavya ragavardhani,
iyaméva janairloké edupityabhidhiyaté,
tatho vidari gatavya I6ké muktayi sarjnika.
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(Caturdandiprakasika)

As mentioned above, prathama ragavardhani is taken up immediately after aksiptika. Here, the raga is
developed primarily beginning from madhya sadja, singing the notes in the mandra sthayi with occasional
flights to the next sthayi (madhya). The alapana should consist of notes in mandra sthayi, to be sung with
gamaka, and beautified by suitable varnalarikaras and primarily in vilamba kala, with occasional phrases
in druta and madhyama kalas. The svaras used must be in such a way so as to show the contour of the
raga clearly, avoiding svaras which ought to be avoided, the rules regarding profuse and rare usages of
svaras observed, the rules pertaining to the vakratva in the arohana and avarohana must be observed,
vivadi svaras that deter the form of the raga must be avoided, or sung in such a way employing gamakas
to mitigate the vivadi effects and add aesthetic beauty and sung without including svaras of other ragas.
This is followed by singing in druta kala, going up to the tara sthayi, and finally dashing back to the the
madhya sthayi sadja. This aspect of effecting a dashing termination on the madhya sadja is known as
vidari, or muktayi.

(vidari = something that can be dashed through.)
3. The second ragavardhani, or the second vidari

This is similar in movement to the first ragavardhani and characterized by singing with fertile imagination
that makes the gamaka and varna alankaras shine. It is confined more to madhya sthayi, with occasional
saficaris in the other sthayis, and reaching upto the madhyama and paficama in the tara sthayi, and re-
turning back to the madhya sthayi sadja (i.e., its vidari).

4. The third ragavardhani, or the third vidari

This is similar to the above but primarily focuses on the tara sthayi. Some are of the opinion that, instead
of singing three sections of ragavardhani, the first and the second ragavardhani should be sung and within
these two stages, the svaras of all three registers should be covered and then concluded.

5. Sthayi

yatha yogyam samadaya vinyasénmadhya sadjakeé.

1. Ardhana sthayi
Sthayi refers to that svara, which is taken as the starting point, and finally concluding on that svara itself.

1. Taking the madhya sthayi sadja as the sthayin without touching the svaras above that and weaving
saficaris in the mandra sthayi, and going down to mandra sadja and coming back to madhya sthayi sadja,
halting for a while, again beginning with the madhya sadja and going until the mandra sadja and coming
back to madhya sadja. This is known as madhya sadja sthayi alapa.

2. Followed by, taking the madhya sthayi fsabha, as the sthayin, without touching any svara above it, going
down to the mandra sthayi rsabha, and repeating the process twice as mentioned in the step above, and
finally giving a halt in the madhya fsabha.

3. Again, keeping the madhya sthayi gandhara, as the sthayin and without touching any svara above it and
singing the sancaras as mentioned on the notes below it and returning back with a nyasa on the gandhara.
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4. madhyama 5. paficama 6. dhaivata 7. nisada 8. And until the tara sadja singing sequentially twice and
coming back with a nyasa on the respective svara.

2. Avarohana sthayi

9. Again, taking the tara sthayi sadja as the sthayin, without touching the svaras below that, singing
sancaris around that sadja and above (similar to how it was described in aréhana sthayi), and repeating
the process twice as mentioned above, and halting on the tara sthayi sadja.

10. Keeping the madhya sthayi nisada as the sthayin and singing only the svaras above and singing the
sancara twice with a nyasa on the nisada. Similarly 11. dhaivata 12. paficama 13.madhyama 14. gandhara
15. With the fsabha as the sthayi and doing the sancara twice with a a nyasa on the rsabha

16. And keeping the madhya sthayi sadja as the sthayin and doing the sancara twice and in the end, one
must dash on the tara sthayi sadja as done in the vidari and terminate on the madhya sadja.

While singing the arohana sthayi, no svara above the respective sthayi svara should be touched. While
singing the avarohana sthayi, no svara below the respective sthayi svara should be touched. The avarohana
sthayi should be confined to the druta kala saficaras. Care must be taken to omit the varja svaras, and to
stick to the ar6hana avarohana svaras, observing the rules of alpatva, bahutva, dirghatva, and hrasvatva,
and resorting more to the gamaka oriented notes beautified by various varnalankaras, and to show the
beauteous form that a raga is in such a way as to be pleasing to the minds of the listeners.

yatropavisyaté tanasvaré sthayi sa kathyate.
(Caturdandiprakasika)

Venkatamakhin refers to the above-mentioned sarficaras as tana and the commencing svara of the the tana
as sthayi.

6. The fourth ragavardhani or the fourth vidari
The fourth raga vardhani is similar to the second and the third ragavardhanis.
7. Makarini

Taking the jivasvaras that are capable of imparting pleasure as the sthayin, and showing it in rare usage
(fleetingly), and concluding on any note, again doing the alapana, and coming back to the original svara
taken for the sthayi. The alapana must be done on similar lines thrice, and in the fourth course of the
alapana, finally there should be a full sweep of the aldpana from mandra to tara, and concluding the
alapana on madhya sadja. Bharatamuni calls it makarini.

Sloka

sadharanam sarvaragéshvetadalapalaksanam.
(Caturdandiprakasika)
Venkatamakhin says that above-mentioned alapa laksana commonly applies to all the ragas.

8. The early musical preceptors opine that during the course of an alapana, only the sounds such as ‘tanarm,
tanam, ta’ should be used and other sounds are not fit to be employed. While singing the alapana in
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the vilarmba kala, the words ‘tanam ta’ should be sung in such a way that the aksaras are clear with the
akaras and amkaras uttered in dirgha (vowel-extended) form. Just as the ocean maintains its force and
individuality even when the rivers join it at various points, similarly, even though the alapana may be
interspersed with the druta and madhyama kala here and there, cauka (vilarhba) kala will shine as the basic
(tempo). Traditionalists opine that alapanas confined only to the vilamba kala may not be very pleasing to
listen to.

9. Madhyama kala

Singing madhyamakala (medium tempo), with reference to the words mentioned above, ‘tanam ta, ta
nanna, ta nam na’, is referred to as tana which is also known as madhyamakala. It will be interspersed
with vilambakala saficaras in the intermediary conclusions (nyasa) but madhyamakala is the dominating
feature as the sthayi.

10. Druta kala

While singing the druta kala with the help of the letters ‘tanam’ and ‘ta’, akara and arhkaras should be
intersperesed with sound emanating from the nabhi (navel region). The druta kala should be the dominat-
ing (tempo). Prior to concluding (the tana), madhyama and vilamba kala (phrases) could be incorporated.
This druta kala (tanam) is referred to as ghanam singing. The characteristics (form) mentioned for alapana
are applicable to the madhyama, and druta kala also.

COMMENTARY:
TIT I0T g [qaaravsaa |
[CP 6.11cd]
FAI(GIIT ATAEEL SITAT T FAd |
TRANSLATION: sthayi is said to be that svara on which tana is established.
[CP 6.17ab]

<

|
~ ~ ~
ATferfaaa A she sraatAfa faa |

TRANSLATION: Here, aksiptika is said to be the first element everywhere in alapa. This selfsame aksiptika
is sung in the world as ayatta.

TATATIY HIATHATETAT &I T ST

[CP 6.2]

T T S arET W |
T aTiers seaTeTaTiarfat |41

TRANSLATION: Just as food is the necessary condition(aksipta) for robust self-maintenance (of the body),
so also it is said to that aksiptika is (taken up) first in (alapa of ) ragas.

[CP 6.3]
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ATffadT=ae g FAeAT TRTEEAT |
TIHT TAdTe Fgiacandad |
dar [T TaeAT |dre gt qigar o

TRANSLATION: Ragavardhani should be performed after aksiptika. This is called yadupu by the people in
the world.

Then, vidari, which is popularly known as muktayi, should be sung.

[CP 6.4, 6.6cd]

AT FaIRSAAaTATAE T |
TRANSLATION: The definition of alapa is common to all ragas.
[CP 6.31cd]

The format of the alapana as described by Subbarama Diksita follows that of Caturdandiprakasika, how-
ever, some of the details provided in this section are contemporaneous. The madhyamakala and the druta
kala coming under tanam seems to belong to the music of Tanjavur and not to that of the Caturdandiprakasika.

The second phase of alapana is prathama ragavardhani. The termination of every stage of ragavardhani
is vidari. In the ar6hana sthayi, the svaras will be in the aréhana krama, while the saficaras will be in the
reverse order. In the avar6hana sthayi, the svaras will be in the avaréhana krama, and the saricaras will be
in the reverse order. The fourth vidari is similar to the process of summing up.

Vidari is the termination of the respective ragavardhanis. Ragavardhani is also known as karanam. Makarini,
in essence, looks more or less a partial aspect of sthayi alapana.

Subbarama Diksita’s reference to Bharatamuni here is debatable, since the concept of raga as such was not
present in Bharata’s time.

In the book on “Raga alapanas and thayams”, by K. Vasudéva Sastri, notation of composed alapanas and
thayams for a number of ragas are furnished. There, we find the syllables ‘tanam tanam’ being used for
singing the alapana and thayam.

For example :

Further, it could be mentioned that while describing the gitis (giti prakarana), Sarngadéva uses the words,
‘dévam vandé’ to illustrate the gitis.

Ghanam singing was also referred to by the term, nabhi tanam.

IV.18| Thaya [thaya = taking one svara as the sthayin]

According to the nature of the raga, one svara is chosen as the sthayin. Raga movement is effected in the
svaras below it, in accordance to the raga laksana, and is then concluded on the madhya sadja.
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1. The first, second, third, and fourth note above that sthayin are taken in an ascending order, and raga
saficara is effected on each, proceeding from the one to the next higher svara, i.e., gradually adding on the
next higher svara. This is brought to rest on the madhya sadja.

2. In the descending order, tana is commenced on the fourth higher svara, without touching those below
it, but effecting sancaras only on the svaras above, and concluded on the madhya sadja. Then, each of
the remaining notes, i.e., the third, second, and first above the sthayin, is taken up in order, raga sarnicara
is effected finally resting in each case on the (madhya) sadja. In this way, eight tanas are sung. Then, the
sthayin note is taken up again to perform alapa on it for sometime, according to alapa laksana. Then, the
vidari is executed, starting from the tara sthayi and then concluded on the mandra [madhya] sadja for
singing the thayam, says Vénkatamakhin in the thayaprakarana of the Caturdandiprakasika.

IV.19| Kataka tana

Vénkatamakhin, and other preceptors, refer to the tana as kataka. As per alapa laksana, the tana for each
raga has sections, such as ayitta, eduppu,and muktayi. eduppu [according to each raga], the sthayi [in
sequence], the tanas with the arohi, avarohi, saficari, makarini, and muktayi laksanas for all as found
in this Sangita Sampradaya Pradarsini are from the ancient text. Dazzling exhibition of ghana raga tana,
conceived by the ancients, involving extensive manipulation of hands is being practised by the vainikas, as
a tradition.

COMMENTARY: It is not clear if the term kataka used by Subbarama Diksita is used in the sense of tana
playing in the vina and how it differs from the madhyama kala and druta kala mentioned in the section on
alapana.

The saricaris, given for each and every raga given in this book, may be characterized as an epitome of the
katakas, written by piirvacaryas, such as Vérikatamakhin. In essence, kataka is an amalgam containing
detailed tanas (svara group patterns) for a good number of ragas. Reference to names such as vyasa kataka
are found in Prof. P. Sambamurti’s biographical account of Tyagaraja, which is comparable to a dictionary
of ragas furnishing sancaras. Perhaps Subbarama Diksita uses the term kataka in a similar sense.

IV.20| Gita Suddha, Chayalaga, Siida

Stda is a provincial or dialectal word for gita. Gitas which bring out the chaya of the raga as per the
Sastraic traditions are the suddha salaga stida™. Salaga is the corrupt form of the word chayalaga. Salaga
stida is of seven varieties: dhruva, mathya (mattha), prati mathya (pratimattha), nissaruka, atta tala, rasa
tala, éka tala (éka tali).

Among these, dhruva consists of two sections together with the dhatu and matu’ forming the section
known as udgraha. The section abhoga that contains svaras higher(in pitch) than that was found in the
udgraha khanda.When nyasa (conclusion) is on the first part of the udgraha khanda, it is called dhruva.
Dhruva is of 16 varieties, based on the number of syllables that vary from 11 to 26. For all 16 varieties,
attributes such as names, rasas and talas have been mentioned. In this way, (structures for) the remaining
six applicable talas (gitas) have been mentioned. These details are explained in the the gita prakarana of
Caturdandiprakasika, and in the prabandhadhyaya of Sangitaratnakara. 1 shall not explain these further
due to the fear of increase in size of the book. Those gitas explained above are not in vogue nowadays.

*ED:- This should be either suddha siida or salaga stida and not suddha salaga siida
*(same dhatu and different matus, cf. [CP 8.12])
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Gitas are to be composed only in the saladi sapta talas beginning with dhruva and the jhompata, and
ragana mathya. That only these 9 talas are fit for composing gitas is mentioned by Vérikatamakhin in the
context of mentioning the alarikaras. This is seen to be adhered to in gitas prevailing today.

Gitas can be of two or three sections. In gitas with two sections, the first section is udgraha khanda. The
section that contains higher notes than the udgraha is the second section, the abhoga khanda. In gitas with
two sections, the dhruva khanda of the first section is the (middle section) which concludes on the madhya
sadja. In gitas with three sections, the first section is udgraha, the second section is abhoga, and the third
section is the mudrakhanda. Gitas containing three sections alone have the antara.

In the first udgraha khanda, dhruva followed by antarit and then followed by the javada § The second
is the abhoga khanda, with the antari following. The third is the mudra khanda, followed by antari.
This is the structure as it is given in the older text, and as also in vogue. This antari is the fifth dhatu,
and is found in the gitas with three sections as stated by Vénkatamakhin in the prabandha prakarana of
Caturdandiprakasikal.

Though in common, the dhatu of the mudra khanda will be similar to that of the udgraha, and in a few
instances the mudrakhanda dhatu is slightly different in some gitas. Please refer to the nadaramakriya and
hindola raga gitas (Sections 20.1.1, and 15.7.1) in this book, as examples. As above, since the dhatu of the
mudrakhanda is similar to that of udgraha khanda, those trying to learn them, omit it (mudra khanda) due
to laziness. Hence many gitas having antara khanda still do not have mudra khanda.

Some gitas in ripaka tala have been mentioned variously as dhruva ripaka, and riapaka dhruva.

(1) dhruva riapaka consists of three beats at the commencement, a wave and a beat which forms the dhruva.
Then a wave followed by two beats; Thus, the wave at the end of the udgraha khanda followed by three
beats at the beginning of abhoga khanda ; And then a beat, a wave, and two beats. And then a wave at the
conclusion of the kharida. Then it is customary to sing the dhruva khanda. In some gitas, instead of ending
with the dhruva as mentioned above, we find that it is seen at another context in the dhruva khanda.

(2) rapaka dhruva

Riipaka dhruva in the trikhanda gita consists of three beats in the antari, a wave, immediately followed by
a beat and a wave, followed by two more beats which marks the dhruva. After singing the abhoga khanda,
putting the tala as mentioned above, and singing the antara is common practice. In some gitas, for the sake
of aesthetics the anudruta and druta are taken up at the beginning.

astabhasa padairyuktar ayya amvottiyair yutam,
svararagaih pragayanti gitamityabhidhiyaté.

The matus of the gitas are in a variant or morphant of the Sanskrit language, in prakrt, and the matu of the
abhoga khanda are composed with meaningless syllables such as: a, 3, aiyya, tiyya, amvo, iya, are.

For each akshara in the dhatu and matu in the gitas and prabandhas, 16 mittu, and veli mittu are used.
The 16 mittu and veli mittu are used in thayas. For tana, raga alapana, and kirtana, 16 mittu is to be used.
This is the tradition of the vainikas.

While playing the sahitya aksaras in kirtanas, even though I6 mittu is employed, if the sahitya aksara is
spread out (interspersed with vowel extensions), for the sake of the continuity of the nada as the occasion
demands, the abaddapu(false) mittu is practiced.

#The dhatu matus of the antari will be the common across the three sections
Sjavada is a désiya term. This term in the context of gita means half.
TED:- [cf. CP 9.26-27ab]
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For tanas, one mittu for every two aksaras is used. For the last aksaras in the tryasra jati, and khanda jati
patterns, the tada mittu (damping the string using the middle finger) is employed.

COMMENTARY:
Udgraha is the first section.
udgrahyaté iti udgrhah (IgeJa @ IFTE: ) means to ‘start with’.

It must also be noted that Subbarama Diksita, here does not allude or explain the term gita as it is un-
derstood in the present form to represent simple songs and pillari gitas learnt by the beginners such as
‘lamhbodara lakumikara’, or ‘varavina mrdupani’.

EECINIEERE O Rl AR Gl
TN YATE i~ M taea =

Translation: gita is that which employs (meaningless) syllable clusters such as ‘ayya’, ‘amvd’, tiya’ be-
longing to the eight languages (Sanskrit, Magadhi, Avanti, Pracya, Sauraseni, Ardhamégadhi_, Bahlik and
Daksinatya) and is sung with svaras and and set to ragas.

MaY=ST=TET ST aE=av |

~

A=A § AqeERAA AT

It is highly noteworthy that Verikatamakhin brings in a clear distinction between gita and prabandha, and
deals with both in different chapters. Gita is that which is sung and naturally a composition too. Prabandha
is also a musical composition, which is composed and sung, but in a gita, no reference to the arigas such
as svara, biruda, pada, etc., is made. Prabandha is a different type of composition which has four dhatus,
udgraha dhruva, etc., with angas such as svara, biruda, pada, tala, etc. Vénkatamakhin is of the opinion
that if these two compositions are not differentiated from one another, the promulgation of the Caturdandi,
by Gopala Nayaka will not be an established fact.

Dhruva riipaka:

3 kottu (beat) + 1 visaru (wave) + 1 kottu = dhruva part. 1 visaru (wave) + 2 kottu (beat) = ripaka part. 1
visaru (wave) at the end.

Examples of dhruva riipaka gitas :

1. kamaladdala — ptrvavarali (Section 3.1.1)

2. rajatalila — sénagrani (Section 7.1.1)

3. kadanakandita — bhtipala (Section 9.2.1)

The Sangita Sampradaya Pradarsini contains only two ripaka dhruva gitas:
1. ravitéjagirvana — natabharana (Section 10.0.1).

2. caturanigabala — bégada (Section 29.11.1)

The Sangita Sampradaya Pradarsini contains around 24 dhruva ripaka gitas, and the prathamabhyasapustakamu
contains 6 dhruva ripaka gitas.
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The simplified form of dhruva riipaka as represented in the the prathamabhyasapustakamu is thus: three
beats at the beginning of the gita before the javada, wave, beat, wave on the next avarta, followed by two
beats.

The simplified form of riipaka dhruva represented in the the prathamabhyasapustakamu is thus: wave on
the avarta preceding the javada, two beats, wave in the beginning of the antari, and at the end of the song,
three beats at the antari, a wave and finally rest on the beat.

[ Vénikatamakhin / Transl. R.Satyanarayana (2006) 448-449].

Prabandha

Prabandha has six anigas and four dhatus. It is composed of svara sandharbha (combination of svara group
patterns). The six angas of a prabandha are: svara, biruda, pada, tennaka, pata, tala.

1. Svara
The svaras are the notes: s, 1, g, m, p, d, n.
2. Biruda

Biruda consists of an exposition or a description of the actions, such as valor and courage, and is addressed
to the prabandha nayaka, and is in the mode of addressing.

3. Pada

This describes the characteristics of the subject of the prabandha by means of a verb and its grammatical
relations such as valor expressed through the composition.

4. Tennaka

The word tennaka is obtained from the morphed form of the word téna in bhandira bhasa, a variant of
Sanskrit and prakit. It has its roots in the word ‘tat’ (That). The word, tat, indicates the absolute form of
Godhead. Similar to the mahavakyas such as om tat sat, tat tvam asi, the phrase ‘téna téna’ occurs in the
prabandhas.

5. Pata

Pata is a collection of rhythmic syllables, emanating out of different kinds of musical instruments. The
rhythmic syllables ‘taka taka’ emanating from instruments such as rudra vina, the rhythmic syllables like
‘tuku tuku’ arising out of mukha vadhyas (susira) such as the sharikha (conch), the rhythmic syllables like
‘dhim ta dhim ta kina kina’, emanating from the uru vadhya (udukka), and other syllables arising out of
other instruments, in accordance with sastraic tradition.

6. Tala

Tala has been explained in the tala prakarana.
II. Dhatu

Dhatus are the parts or organs of the prabandhas. They are: 1. udgraha, 2. mélapaka, 3. dhruva, 4. abhoga.
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1. Udgraha is the opening section of the prabandha. That with which a prabandha is commenced, is the
udgraha.

2. The next section that conjoins the udgraha and dhruva is the mélapaka.
3. Dhruva occurs towards the end of the prabhanda (and is indispensible).
4. The section, abhoga has notes higher than are found in the other dhatus.

Matanga, the great musical preceptor, and others expound the names used for the dhatus used in the pra-
bandhas. Prabandhas may be of dvidhatu, tridhatu, or caturdhatu kinds. The dvidhatu prabandha has
two sections — udgraha, and dhruva. The tridhatu prabandha has three sections — udgraha, dhruva,
abhoga. The caturdhatu prabandha has all four sections — udgraha, mélapaka, dhruva, and abhoga. Pra-
bandhas may also be classified as niryukta, and aniryukta. The niryukta prabandha is composed with strict
conformity to chandas (metre/prosody), tala and raga, i.e., rules with respect to metre, tala, and raga. An
aniryukta prabandha is one which is not strictly conformant to the above.

Prabandhas may be of the following classes:

1. médini jati — A médini jati prabandha is one which has all the six angas.
2. anandini jati — A prabandha with five angas.
4. bhavini jati — A prabandha with three arigas.

5. taravali jati — A prabandha with two arigas.
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. taravalrjati are of twenty two varieties beginning with éla.

These are all éka jati prabandhas.

dvijati prabandha:

dvijati prabandhas are of six types:

(1) hayalila, (2) gajalila, (3) dvipadi, (4) dvitakam, (5) vittam, (6) ghatanama.

Please refer to the Prabandha prakarana of the Caturdandiprakasika, and the Sangftaratnakara, for the
description of the other kinds of the prabandhas and their examples.

Some tanikaranas are in accordance with the gita laksanas, and some are in accordance with prabandha
laksanas, and in some places in vilamba and madhya layas. Alarikara, gita, prabandha, tanikaranas are
in three kalas, and the vocalization and the reckoning of the tala should be synchronized for each aksara.
Saladis must be sung in éka kala, maintaining the synchronization vocalization of the syllables and the
reckoning of the tala. The above-mentioned alarikara, gita, thaya, prabandha, tanikaranas are to be played
with the 16 mittu and veli mittu.
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It is customary to play the gita,prabandha and tanikaranas in madhya and tara sthayi at the start, and then
in mandra-madhya sthayi, on the vina twice.

COMMENTARY:

The lyrics composed may be sacred or secular. It is not always that the composer describes himself in the
mudra khanda. It is worth noting here that Vénkatamakhin, the author of the Caturdandiprakasika, brings
in a clear distinction between biruda, and pada.

Both pada and biruda are combination of words marking the lyric of the composition. Through pada, the
composer sings on God and Godly kings. It is purely sacred, and may sometimes be secular. But biruda is
addressed to a patron, or other mortal, and extols the praise of their deeds of valor and courage and is in a
mode of addressing.

Bhandira bhasa is considered to be an apabhramsa of prakita, characterized by modification of vowel
durations, the terminals in case endings changed, and harsh consonantal sounds softened.

The dhruva constitutes the pulp of the musical and lyrical thought.

The Caturdandiprakasika clearly says that the udgraha, and dhruva are indispensible elements. Some-
times, mélapaka could be omitted (in compositions with three-sections), but never the udgraha and dhruva.
Abhoga could also be reckoned as an additional part, but there are no tridhatu prabandhas without the
abhoga.

In those prabandhas that contain the abhoga, Venkatamakhin, makes it clear that sometimes the abhoga
may be split into alapa khanda, and analapa khanda, the first half composed with tala, and the second half
composed without tala.

An ékadhatu prabandha is thus impossible.

Meédini jati:

(1) sriranga, (2) srivilasa, (3) paficabhangi, (4) paficanana, (5) umatilaka, (6) karana, (7) simhalila.
Anandini jati:

(1) parficatalésvara, (2) varnasvara, (3) vastu, (4) vijaya, (5) tripada, (6) haravilasa, (7) caturmukha, (8)
paddhadi, (9) srivardhana, (10) harsavardhana.

Dipani jati:
(1) sudarsana, (2) svararika, (3) tribhangi, (4) kanduka, (5) vadana.
Bhavani jati

(1) varna, (2) gadya, (3) kanda, (4) kaivada, (5) anikkacarini, (6) vartani, (7) arya, (8) gatha, (9) krauricapada,
(10) kalahamsa, (11) totaka, (12) hamsalila, (13) catuspadi, (14) virasri, (15) mangalacara, (16) dandaka .

Taravali jati prabandhas:
(1) ela, (2) dhenki, (3) jhombada, (4) larmbha, (5) rasa, (6) eékatali, (7) cakravala, (8) svarartha, (9) matrka,

(10) dhvanikuttini, (11) tripadi, (12) satpadi, (13) jhampata, (14) caccari, (15) carya, (16) rahadi, (17) dhavala,
(18) mangala, (19) 6vi, (20) I61i, (21) dhollari, (22) dhanti.
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It is normally said that the prabandhas have gone into oblivion (Refer [Seetha (1981)] [Janakiraman (1977)]).
Only the nomenclature has perhaps ceased to exist. A simple kfti, with pallavi, anupallavi, and one carana
could be correlated to bhavini jati prabandha of the tridhatuka type. A cauka varna with birudarkita
sahitya is comparable to an anandini jati prabandha. Tillana stands as a parallel to the kaivada pra-
bandha of the medieval period. Jatisvara may be compared to a taravali jati prabandha. Thus, all these
compositional-types have evolved out of the prabandhas.

Kirtana

The matu(text), or the sahitya of the kirtana is devotional in character, and in praise of a deity (dévata
stuti). Kirtanas have pallava, anupallava, and carana. The concluding part of the first carana will have the
same dhatu as the anupallavi. The other two caranas will follow the melody of the first carana. In some
kirtanas, the final avartas of the anupallavi, and carana are sections” set in madhyamakala. The anupallavi,
and the carana must be set in such a manner that the end of the anupallavi leads back into the pallavi. The
pallavi must have one avarta, the anupallavi two, and the carana must have four avartas, normally. If the
pallavi has two avartas, the anupallavi and carana must increasingly double in duration accordingly. All
the kirtanas that have been composed in the past one hundred years, by laksana and laksya experts, have
only one carana.

The carana may be of a duration of four, eight or twelve, avartas, with different dhatus. In some kirtanas,
at the end of the pallavi, anupallavi, or carana madhyamakala sahitya are found, in proportion to the
size of the section. Usually, in all the composition such as, kirtana, cauka varna, pada, daru, ragamalika,
javali, svarajati, vilamba kala (cauka) prevails, with madhyamakala®, and druta kalat, interspersed as the
occasion demands. Other than this, when singing some of the above-mentioned compositions, are sung in
madhyamakala with two and four syllables for one time-unit of tala. For instrumental music, kirtanas will
have saricaras with a melodic range extending from mandra sthayi gandhara to tara sthayi paricama.

COMMENTARY:
It must be noted that madhyama kala and druta kala are only relative terms.

The word pallava denotes a sprout.

IV.23| Padam

The matu of the padam depicts Sirigara rasa, and deals with the categorization and classification of the dif-
ferent aspects of the nayaka — nayaki relationship. The sahitya is composed in such a way the anupallava,
and carana lead back into the pallava.They are to be sung in vilamba kala. The nayaka mudra (name of the
patron) is found in the anupallavi, and the third carana. In some padams, only the third carana contains
the ndyaka mudra. The second and the third caranas have the same melodic structure as the first carana. It
is customary to sing these padas in cauka kala, with a correct understanding of the lyrics, so as to express
the sahitya and meaning and enhance the aesthetics of listening experience

*Here, the word khanda does not refer to a section, but to individual avartas.

tBy madhyamakala it should be understood that within the duration of one time-unit manifested by one kriya of hand four short
syllables will be rendered. This is seen in the third kala in the sarali krama.

iAccording to traditionalists, by druta is understood that within the duration of one time-unit manifested by one kriya of hand,
eight short syllables will be rendered.This is the fourth kala in the sarali krama.
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COMMENTARY:
Some padams of Saranigapani, and Ghanam Krsnayyar are to be found in madhyama kala.

The sahitya can also be sacred, or secular and in praise of mortals and patrons.

IV.24| Daru

Darus have the same laksanas as padams, and express singara rasa. They normally have one carana. Darus
could be sung in a slightly accelerated tempo. Some darus have two or three caranas too.

COMMENTARY:

Daru could be traced to the ancestral form of dhruvas, mentioned by Bharata. Bharata mentions a variety
of dhruvas. Darus are found in the ‘Ramanataka’ of Arunacala Kavirayar, and ‘Nandanar Caritram’ of
Gopalakisna Bharati. The term kirtana is found in the ‘Azhagar Kuravafji’ of Kavikufijara Bharati and in
Nauka Caritramu, the earlier manuscripts have daru and the later ones have kirtana.

Cauka varna

Cauka varna is modelled after the padam in terms of the musical and lyrical format. The anupallavi has
double the number of avartas than that of the pallavi, having muktayi svara and leading back to the pallavi.
The carana has four lines (khandas).At the conclusion of the first khanda, a carana svara passage set in
vilamba laya, and of the duration of one avarta, should be rendered (characterized by profusion of dirgha
svaras). The second, third, and fourth carana svara passed with successively double the duration of avartas
are rendered. At the end of each carana svara passage, the first khanda of the carana must be taken up and
sung as a refrain. Then the subsequent three khandas are to be sung and the muktayi svara passage of the
anupallavi must be sung and finally the composition concluded with the pallavi. In some cauka varnas,
the svara passages have sahitya. Some cauka varnas are devotional in nature.

COMMENTARY:

All these have been aptly illustrated by Subbarama Diksita in his cauka varna in surati raga, ripaka tala.
There is a specific note by Subbarama Diksita himself to this effect at the end of the composition. The
sahitya of the cauka varnas may be devotional, with a touch of mortal praise.

IV.26| Tana varna

Tana varnas are traditionally rendered in madhyama kala. The sahitya is marked by the profusion of vowel
extensions interspersed in between for every aksara (paucity of words). The arrangement and sequence of
the anupallavi, muktayi, and carana svaras are similar to that of the cauka varna.
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Svarajati

It is a composition that portrays sfrigara rasa, and is set in madhyama kala. A svarajati has the sections,
pallava, anupallava, and carana. The dhatu passage resembling the muktayi svara that comes at the end of
the anupallava, is characterized by half as patas (jati), and the rest to be sung as svaras (solfeggio symbols) .
The pata ‘ tadingina tom’ (rhythmic syllable) is appended at the conclusion of the anupallavi, leading back
into the pallavi. This muktayi svara passage has no sahitya.

The first line <khandika> section is basically set in svara form and has sahitya passage attached to it. After
singing the svara and sahitya forms, the svara sahitya for the first, second, third, and fourth carana svara
passages are sung. The first khandika is rendered as a refrain at the end of each svara passage. After that,
the remaining khandikas of the caranas are sung as explained for cauka varnas above.

In some svarajatis, the pata phrases are not explicitly set and consists of svara group phrases characterized
by rhythmic syllable-oriented patterns. The svara phrases must be in such a way as to bring out the contour
of the raga. Further, the svara sahitya passage commences successively on the svaras in the arohana krama
as sa, ri, ga, ma, pa, da, ni, etc. The carana svaras have avartas progressing in multiples of two. The lyric of
the svarajati is of devotional nature and has a pallava-like* structure in the beginning. The similar format
could be found in the reverse order of the commencement of svaras in the avaréha krama.

COMMENTARY:

It is ambiguous as to what is meant by the term khandika here — a section or an avarta, as mentioned in
the footnote earlier. However, here, the word khandika is to be interpreted to mean a line-section , a part
or a sub-section. From a practical standpoint, the above lines are to be understood as follows:

The carana svaras must be sung in order with the svara and sahitya, reverting to the carana after every
carana svara.

The format Subbarama Diksita mentions, are found only in cauka varnas, but are not found in many of
the compositions popularly known as ‘svarajatis’ including that of Syama Sastri (given in the anubandha
of [Subbarama Diksita (1904)] itself). Other compositions such as ‘sarmhbasivayenavé — khamas, and ‘sami
daya — mohanam, known as svarajatis. also do not adhere to this format. There is no reverting back to the
first carana after singing the carana svaras and sahityas, but only the pallavi is taken up and sung at the
end of every carana svara and sahitya thereof.

It is interesting to note that Subbarama Diksita does not mention that some svarajatis such as those of
Syama Sastri do not have an anupallavi. As found in Bhairavi svarajati of Syama Sastri, beginning with
the words ‘kamaksi’, the first two carana svaras, i.e., the ones starting with s and r are of the length of four
avartas, the next two have eight avartas, and the next two with ni and sa have sixteen avartas.

Thus, from the aspect of physical format (i.e., structure of carana svaras, number of avartas, etc) the Bhairavi
svarajati adheres to the above definition.

It is ambiguous what Subbarama Diksita means by the term pallava-like structure, since every composition
has a pallavi. Hence, the word pallava is interpreted to be analogous to manédharma pallavi. This inter-
pretation is in accordance with the structure, as found in the three compositions of Syama Sastri, referred
to as ‘svarajatis’.
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IV.28| Jatisvara

It is a composition belonging to the realm of dance music. In this composition there is only dhatu for the
pallava, anupallava, carana (and no other sahitya). The commencing note of the third svara should be a
jiva svara of the ragafiguring as the commencing svara.

IV.29| Javali

This has been modeled after daru and is sung in popular or folk style.

IV.30| Tillana

Tillana is an adaptation of the northern song-form diri tillana. In every aspect, the desiya element domi-
nates, i.e., in ragas, themes, varna kramas, and rhythmic setting.

COMMENTARY:

kaivada prabandha and the pafcatalésvara may be considered to be the ancestral forms of the tillana
[Janakiraman (1977)] [Seetha (1981)].

Sabdam

It is a combination of tala, pata (jati syllables), and sahitya and is set to tala.

COMMENTARY:

Sabdas are usually in the raga kambhgji, and metrical in character.

Siiladi (Siida)

Saladi is in the seven principal talas known as stladi sapta talas. There are stiladis in ragana mathya, and
has udgraha, dhruva, and abhoga sections. They are in éka ka la (yathaksara, i.e., with one laghvaksara for
each aksara kala / each kriya of a tala), and could be composed in vilamba, and madhya laya, incorporating
the varna kramas, and also having sahitya. No stladis of composers other than Purandara Vittala Dasa are
to be seen.

COMMENTARY:
Vyasaraya, the guru of Purandara Dasa is believed to have composed a number of saladis.

For the Dési Saladi of Annamacarya — please refer to [Janakiraman (1979)]
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IV.33| Ragamalika

The matu of a ragamalika may be either depict sirigara rasa, or bhakti rasa. The ragas chosen must be
appropriate to the theme. It must have tala avartas in strict accordance to the tala of the ragamalika. The
matu® mustbe set to svaras in accordance with the jiva svaras of the particular raga, and with varna kramas
(melodic movement) . A ragamalika usually consists of pallava, anupallava, and caranas. It may be a string
of nine, fourteen, or even sixteen ragas. At the end of each raga, there are muktayi svaras suitable for the
underlying ragas and having an textslavarta duration in accordance with the tala. Some svaras also have
sahitya. In some ragamalikas, there are a string of one avarta svara passages in reverse order (viloma
krama) with sahitya too, leading to the pallavi raga, or the first raga. Till one returns to the first raga, for all
the ragas, the svara sahityam should be composed. Just as the raga names are incorporated meaningfully,
there are raga—tala—malikas too, that incorporate the names of ragas and talas with the observance of the
same norms as mentioned for a ragamalika.

COMMENTARY:

In most of the raga- and talamalikas, the raga, and tala mudras, either in suddha, or sticita form will be
incorporated in the sahitya.

Examples: “astottarasata ragatalamalika — natakadi vidyala” of Ramasvami Diksita, and ‘raganga ragamalika’
of Subbarama Diksita, — “1 kanakambari”.

Examples of svara passages in viloma krama are found in “caturdasa ragamalika —srivisvanatham” —
Muttusvami Diksita, and “garavamu” — Subbarama Diksita.

IV.34| Pallavi krama

The chosen pallavi must be rendered well — whatever may be the tala it is set, in accordance with the
first aksara of the lyric of the pallavi, and in accordance with the graha it is set — atita, anagata, or sama
graha (eduppu). While rendering the pallavi vocally, wherever the sahitya aksara of the matu falls — in
whichever aksara or part of the akara of the tala, these should stick to their locations, and should not be
altered. Wherever convenient, halts have been chosen in the setting, the element of manédharma is added.
The pallavi may be elaborated in one, two, or four avartas, and in accordance with the tala, depending on
the capacity of the musician, multiplying in 1, 1, and one avartas is done. Care must be taken not repeat
the sangatis, and to sing without transgressing the norms of the raga and tala, and to be pleasing to the
aural sense of the listeners. The svaras with kalpana must be rendered in progressive number of dvartas
asin 411' %, 1,3, and 4, in a creatively intelligent way and finally landing on the eduppu aksara (commencing
note) of the pallavi correctly. While singing the kalpana svaras, the vocalization must be like precious
stones such as pearl, coral and blue stone strung together and embossed in the gold. It is customary to keep
in mind the requisite graha svara of the concerned ragas. Apart from this, people should skillfully sing
svara sequences or svaras set to patterns (pata) and go back to the pallavi. The conclusion will be of the
rhythmical patterns such as ‘tathiriginatom’.

It was the customary practice to render pallavis in madhyamakala, to avoid repetitions of phrases. Just
like in kirtanas, druta kala sancaras can be interspersed in the singing of the pallavi (even though it is
predominantly in madhyamakala). Singing the commencing syllable and other factors being adapted to
druta kala has been in vogue for the last 50 years. The erstwhile experts and elders opine that this is
not customary to sing this (i.e., singing in druta kala) due to the presence of punarukti dosa (The fault of
repetition), and they were not in favor of singing pallavis in this manner. Over the past 20 years, for every

$ ED:- [Subbarama Diksita (1904)] has the word matu here, it may be suggested that this could be intended to mean dhatu
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laghu aksara reckoned in hand, they sing with 16 laghu aksara kala counts. (16 kala pallavi). The dosas
in this practice are innumerable. Singing in ati vilamba kala and druta kala are also not accepted by the
erstwhile experts.

guruprasada margeéna sivanugraha yoga tah,
labhya ca gana saranih itaré santu durlabha.

COMMENTARY:

‘The pallavi may be rendered in one, two, or four avartas’ — perhaps Subbarama Diksita refers
to the duration of elaboration of the pallavi here.

‘In accordance with the tala, depending on the capacity of the musician, multiplying in §, 1, and
one avartas is done.’

The elaboration / variation can commence with short duration of }1, %, and one avarta and
extending upto 4 avartas.

With regard to the vocalization, it should be noted that one of the important norms to be ob-
served is that even an instrumentalist must render the pallavi vocally, so that the point of
eduppu arudhi and distribution of the tala would all be clear.

With respect to the conclusion, the rendering of the svaras must have a crowning conclusion
with tala mnemonical patterns.

The niraval, an important part of the pallavi rendition, has not been mentioned by Subbarama
Diksita. Perhaps this is intended by the use of the word ‘kalpanalu’

It is surprising that Subbarama Diksita has not made any mention of the stages of pallavi de-
velopment such as singing anuléma, pratiloma, trisram, singing pallavis in different gatis, etc.
Perhaps they were all later developments.

TEYETEAR aTuEanTe: |
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INSTRUCTIONS FOR EASILY IDENTIFYING
THE (PRINTED) MISTAKES

IL

1L

IV.

VL

VIIL

VIIL

IX.

In the event of the sign .. created for sphurita, placed over janta svaras s s, 1T of ascending

nature, and the sign . created for pratyaghata placed over janta svaras s §,nn  of descending
nature, being interchanged, the mistakes can be understood by the sequence of [svaras in] ascent and
descent and as such corrections for the errors of sphurita and pratyaghata will not be furnished.

In the event of the ekku-jaru sign / created for the ascent from the lower svara to the successive
svaras in the expression s/r/g/m and the digujarusign \ created for the descent from the
higher svara to the successive svaras in the expression s n d p being interchanged, the mistakes
can be understood from the sequence and as such the corrections for the errors will not be furnished.

In some contexts, the sign A created for rava, wrongly occurs as Vv, and this [latter] sign not having
been created for any other gamaka, this can be understood as a mistake and as such the correction for
the error will not be furnished.

Instead of thesign .". for sphurita placed over janta svaras, the sign W for nokku occurs incorrectly,
the correction for the error will not be furnished.

Instead of the sign Y for orayika placed over some svaras, if the sign w for nokku occurs wrongly,
the correction for the error will not be furnished.

If the digu-jaru sign \ occurs next to the khandimpu as [in \gl instead of [in Gl, the cor-
rection for the error will not be furnished".

[nnd]l. Thesmall-sized svara letter sounding the rava will be of the same [svara] letter as the larger-
sized svara, to its left. [n 7 dl. The small-sized svara letter sounding the khandimpu will be one of
the svara letters lower in pitch to the svara preceding it. Thus in this kind [of printing] (n # d) and [n
21 m] where the signs of khandimpu and rava are interchanged, these can be easily understood and as

such the correction for the error will not be furnished.

[nusl (n/s),[st/gggl(sr/g) [rg/mml(rg/m)If the same kind (of idea) is expressed in two
different ways, then the corrections for the errors will not be furnished.

~ x X X X % X X D . . X X .
n,snns,s n—Thesefour N, s N,N s,/ s N— and these four are identical, N, s N, N s ¥, in

this manner, in whatever way they are represented, these have to be understood as s N, and for these
errors and for errors relating to other svaras the corrections will not be furnished.

*ED:—s, g m,p,d,n,S R G M, P D, N are used, instead of sa, ri, ga, ma, pa dha, ni, sa, 1, ga.,ma, pa, dha, n
YED:— m is a podi-svara

- X
YED:— This part — N, s N, N s — seems superfluous
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X.

Instead of the w sign of nokku, the pratyaghata sign .- which is placed above an individual svara
in descending movements, and if in that place the sphurita sign .. wrongly appears, the correction
for the error will not be furnished.

Tala information

10.

11.

12.

. For the time-sections of the dhruva tala, in some places, one [vertical] line is placed after six syllabic

units and one line each after each of the two sets of four syllabic units; in some contexts there is one
line after 14 syllabic units$

. For the sections of the mathya tala, after sections of four, two and four syllabic units, one [vertical]

line each is placed. However, in some contexts one line is placed after the entire ten syllabic units.

. For the sections of the riipaka tala, after sections of two and four syllabic units, one [vertical] line each

is placed. However in some contexts one line is placed after the entire six syllabic units.

. For the sections of the jhampa tala, after sections of seven, one and two syllabic units, one [vertical]

line each is placed. But in some contexts one line each is placed after seven and three six syllabic units
while in some contexts a line is placed after the entire ten syllabic units.

. For the sections of the triputa tala, after sections of three, two and two syllabic units, one [vertical]

line each is placed while in some contexts one line is placed after the entire seven syllabic units.

. For the sections of éka tala, after sections of four syllabic units, one [vertical] line each is placed but in

some contexts one line is placed after eight syllabic units.

. For the sections of misrajati éka tala, after sections of three and four syllabic units, one [vertical] line

each is placed but in some contexts one line is placed after the entire seven syllabic units. These
interchanges that have occurred can be easily known because of the understanding of the order of the
seven tala alarikaras and hence no corrections will be presented.

. In the event of the [vertical] line marking the end of the avarta for the éka-tala of caturasra and other

jatis, occurring only at the end of two or three avarta-s and the total syllabic units being proper,
correction will not be furnished for such errors.

. In the event of the [vertical] line marking the end of the tala avartas or [within] avarta being not given,

and the total syllabic units remaining proper, the correction will not be furnished for such errors.

In the event of the [horizontal] lines placed over the melodic part [svaras] to denote the tempo
(kalapramana) appears illegible, due to absence of ink impression, the correction will not be furnished
for such errors.

When a [horizontal] line is placed over another line, if a portion appears illegible, the correction will
not be furnished for such errors.

In the event of the second [horizontal] line being clear and the first line is illegible or is slightly short
(in length) the correction will not be furnished for such errors.

SED:— In [CP 3.86-3.91] the sections of dhruva tala (vina vadya-dhruva variety) are divided as 4 + 4 + 6 and in a book as recent
as the Sangita-sarvartha-sara-samgrahamu (c.1859, p.33), the section division is given as 6 + 4 + 4. Hence it is perhaps this tradition
of the three section based dhruva-tala, being followed in the songs, that Subbarama Diksita is alluding to. And in the notation of the
gitas and of the saricaris, the single section of 14 units for dhruva tala and the single section of 10 for mathya, 6 for rapaka, 10 for
jhampa, 7 for triputa, 4 for éka, 7 for misrajati-éka can be seen.

TED:~ In [CP 3.96-3.102] the sections of jhampatala (vaggeyakara-jhampa) are divided as 3 + 7 and in the gita-s set in jhampa tala
and notated in Sangita Sampradaya Pradarsini e.g. the one in raga bhanumati (section 4.0.1), the song commences with a section
having 3 svara-s and remaining avartas have a [vertical] line after a stretch of 10 syllabic units. Perhaps the alternatives mentioned by
Subbarama Diksita relate to this.
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13.

14.

15.

16.
17.

18.

19.

20.

21.

22.

If the [horizontal] line is not long enough to stretch upto the end of the svara letters and stops short,
then the correction will not be furnished for such errors.

After the completion of the pallavi, if one or two syllables are left after that, then either by excluding
them or after waiting till the avarta to end, the anupallavi and carana should be commenced and as
such the correction will not be furnished for such errors.

(g Z | Z /pm) with so many kinds of lines being present, if the svaras succeeding the ‘golusus’ are
not clear or have been omitted, then the svara attached to the ‘golusu’ preceding the line, have to be
assumed (in the missing portion) and as such the correction will not be furnished for such errors.

(S Z || ZTpmgr) (S| mgr)areidentical and no correction will be furnished to clarify that.

Instead of [S Z | Zslif(S| Tsor(S C|s), andinsteadof(g | Zgllg C|gorlg| Z gl
denoted, then they [those svaras] have to be assumed to be associated with ‘golusu’ and as such the
correction will not be furnished for such errors.

For the syllables of the text (sahitya) presented below the ‘golusus’ on the either side of the (vertical)
line demarcating the sections of the tala the [omitted] vertical line has to be assumed and as such the
correction will not be furnished for such errors.

For the syllables of the text (sghitya) in the kirtana and the other [compositional types] the short and
long suffixes for the first and successive cases, [correction will not be furnished for errors]/.

If in the melodic line the (vertical) line demarcating the sections of tala is given but is omitted for the
text (sahitya) line and if in the text (sahitya) line, the line demarcating the sections of tala is given but
is omitted for the melodic line, then the line has to be assumed as given and as such the correction
will not be furnished for such errors.

In some context at the point of concluding the gita, kirtana etc. the errors of kalapramana ** can be
easily made out and as such the correction will not be furnished for such errors'™

The differences between sthayi-s have to be understood and if dots have been missed out in any
places, the descent and ascent [respectively] to mandra and tara sthayi-s can be easily known through
the destination/ terminal svara; in a particular sthayi, when the svara-s occur in order, if dots have
been assigned for one or two svara-s and have been missed out for the remaining, then the sthayi can
be easily determined on the basis of the destination/ terminal svara; and as such the correction will
not be furnished for such errors.

In the event of [the dot] being correctly assigned for a svara, in the first instance, and in the second
instance being wrongly assigned, correction will not be furnished for such errors.

If the syllable of the text (sahitya) placed under the small-sized svara is [erroneously] placed under
the next big-sized svara then it has to be assumed as being placed under the small-sized svara and
sung thus.

F’ — This sign in some contexts represents one syllabic unit and in some others half a syllabic unit.
?] — This sign in some contexts represents half a syllabic unit and in some others quarter syllabic
unit.

These have to be understood according to the context.

IIED:- This line is ambiguous
**ED:— This line is ambiguous
HED:- This line is ambiguous



GAMAKA SYMBOLS

Due to the benevolence of Veénkatamakhin, also known as Vérikatesvara Diksita, the son of Govinda Diksita
— a scholar blest with the grace of Savitri Dévi, and with a desire to impart clearly and with symbols in
notation, all that I have learnt traditionally through initiation into the secrets of gamaka svartipas, I began
writing this after due reverence to Purandara Dasa and other poet-composers and with prostrations to my
uncle Muttusvami Diksita, the trailblazer of gamaka svartipas.

When great poets like Kalidasa and Maytira commit errors, it is indeed common for people like me. Hence
it is the compassion of the vaggeyakaras that becomes my intellect. Those that truly know shall kindly
acknowledge my writing on the gamaka svartpas. Those that do not shall attempt to learn them. It is my
hope that those that knowingly know-not would listen to my earnest plea and remain silent.

Since vina is the instrument that helps in understanding the nuances of gamakas, I demonstrate as much
as I know through the vina.

The gamaka symbols that have been used in this Sangita Sampradaya Pradarsini are as follows:

I (1) kampita: Keeping the fingers of the left hand on any svara sthana in the vina with the mittu and
shaking the string is kampita. The string can also be shaken with the left index finger and the middle
finger in a svara sthana.

Example: G — This kampita is the shake.
(2) lina
(3) andolita
(4) plavita

These three are varieties of kampita. Please refer to the laksana Sangraha for the differences in the
duration of their deflections.

II(5)(i)) sphurita —
In each of the double notes in the drohana krama, hitting the second note either in the voice or in the

vina is sphurita. While holding the double note s s in vina, keeping the index finger on the position
of nisada and the middle finger in the position of sadja at the same time and plucking the first sadja
note without removing the index finger in the nisada position and removing only the middle finger
and with a pluck hitting the middle finger at position of sadja. This is the method for playing the
other double svara sphuritas.

This s s and other double note sphuritas that occur in the ascending sequence on the vina and in the
voice occur with the next lower note.

147
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Example:sns,rsr.

The other double notes are to be understood similarly.In place of the gamaka sphurita, they specify
an alternate gamaka, namely the dola. For that gamaka dola, ptirvacaryas , as an illustration mention
the shake of a pearl resembling the water-like flow. This dola is also known as pratyaghata. *

(ii) pratyaghata —
In the twin notes that occur in the avaréhana krama, plucking (lit. striking) the second note is called

pratyaghata. In the vina while playing the twin notes in descending movement s, keeping the left
hand index finger alone on the sadja position with a pluck and while the index finger is traversing
to the position of nisada below ,the middle finger should be placed on the sadja position with a
pluck(lit. hit). While hitting this way, the index finger that was moved to the nisada position should
not be removed.

In the same way the techniques of playing the other twin notes in the descending sequence should be
known.

In the vina, while playing the twin notes like s $, due to vibration (lit. tremor) the note above it will
be heard minutely.

Example: srs,nsn.

In the same way the techniques of playing the other twin notes in the descending sequence should be
learnt.

It is traditional that in these pratyaghata for svaras that go in the ascending sequence instead of
pressing (nokku) the lower svara, the separate svaras are played with pratyaghata in the avarochana
krama for the sake of melody.

Examplee mG,RmPDpm,Rgs.
In these cases pratyaghatas are played for svaras in the ascending sequence. These sphurita pratyaghatas
can be played with one pluck mittu. For vocal this pratyaghata is the same as sphurita.
(6) tirupa — w
While playing a group of svaras pressing (nokki) a svara is tirupa or nokku.

Examplet(KSG),(I‘IVIVIP),(DS\}ngP),(gS}VS)

(7) ahata

Either in the forward or backward direction, hitting a note quickly and returning is called ghata. This
is called (i) ravai when hitting on the forward note and (ii) khandippu when hitting on the previous
note.

(i) ravai — A
Positioned on a svarasthana either with a mittu or without a mittu, playing the lower svara with
the left hand middle finger is called ravai.
A A A
Example: ppm, mmg,rrs.
(if) khandimpu — v
From one, two or three svaras, with plucking going down from one svarasthana to another lower
svarasthana and plucking and immediately descending to another lower svarasthana without
a pluck is called khandimpu.
v ooV
Example:pmg,pgr,prs

(ii)a A second variation of khandimpu. In the manner described for khandimpu above, from two,
three or four svaras, with a pluck immediately after descending from one svarasthana to another
lower svarasthana, the string is stopped to make it semi-audible and then instantly with a pluck

*ED:— Subbarama Diksita’s description is a bit ambiguous [Caturdandiprakasika 3,124-125]
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descending to another svarasthana below with a jaru would constitute the second variety of
khandimpu.
Example: (pm \R),(mg\R), (gr\S)

(8) vali— ~

Positioned on the same svarasthana deflecting the string in a circular manner and producing the
shade(s) of one, two or three svaras is called vali.

(i) One svaraprayoga — n D or D n. In the position (sthana) of dhaivata with a single pluck
of the string, pulling it swiftly so as to sound nisada, and then returning to dhaivata and then
execute the pluck for the next svara. The instances (laksyas) of this can be seen in the kirtanas
and saricaris of ragas like punnagavarali.

(if) Two svaraprayoga — s\n ;lv nD p
In the position (sthana) of dhaivata, the dhaivata should be played with a single pluck along
with a nokku and through the deflection of the string in a circular manner the nisada is subtly
sounded and the position of dhaivata is reached and then the plucking should be executed on
the position of paricama. For instances of this see ragas like ahiri.

—~

n

(iii) Three svaraprayoga — m

Up to the dnD s, constituting the long nisada first of all , in the position of dhaivata there should
be a single pluck along with nokku and the nisada should be revealed while deflecting the string.
The string should be released to come back to the pitch of dhaivata and pulled again to sound
sadja and for the two svaras D and p two separate plucks should be rendered. Plucking with a
single pluck and nokku and showing the nisada in rotation and bringing the string back to the
dhaivatha and then producing the sadja sound by pulling the string and using two plucks for
two svaras D and P. Examples of this can be seen in ragas such as darbar and athana. For three
svara prayogas of this kind please note the use of a big curve symbol suchas ~— and for
one svara prayogas a small curve sign such as —.

III (9) ullasita

This is called étRa jaru when traversing from a lower svara to a higher svara and is known as iRakka
jaru when going from a higher svara to a lower svara.

(i) etRajaru— /
With a pluck, ascending from one note to the next higher note or to the succeeding two, three or
more higher svaras as the case may be is called étRa jaru.
Example:s/r,s/g,s/m,s/p,s/s.

(i) iRakka jaru — \
In the manner mentioned above descending from a higher note to a lower note with a pluck is
called iRakka jaru.

Example: s\n,s\d, s \p,s \m,s\g, s \s

(10) hurhpita

With a hum syllable humkara and in the manner of kahala, a wind instrument producing a gradually
increasing (in volume) sound while continuously ascending from a svara to four, five or seven svaras
or even to the next register according to context or producing a gradually decreasing sound while
descending from a high svara is humpita. This too would be a variation of jaru.

(11) kurula
This is of two kinds, odukkal and orikai.
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(i)

(ii)

odukkal — X

This is accessing the higher svara on the lower svarasthana. It is a practice to access the higher
svara on the lower svarasthana on a vina with a pluck and as appropriate to the ragas along
with a mittu pull the string and play up to one, two, or three svaras in the lower svarasthana
and to return to the lower svara. It is rare to go beyond three svaras. This occurs profusely in
alapanas.

Example: ( r gr)
After plucking the string to produce the fsabha, on the same position plucking and pulling the
string in such a way as to sound gandhara on the same position and then sound fsabha.

(r/ m \ gxg r ). In this phrase(usage) each note must be accessed with a pluck on the position of
fsabha itself. This method of accessing a higher note at the position of a lower note is applicable
only to vina and on the voice it is essentially étRa jaru.
orikai — Y
Playing one, two or three notes with a pluck with the strength of practice of the left hand and
using the fingers of the left hand accessing through push several svarasthanas and descending
is called orikai.
ns dn pd mp gm rg

Y

Y Y Y Y

Example : ¥
s n d p m g r s

(12) tribhinna

While playing the vina sometimes this gamaka is employed to create enjoyment by placing the left
hand index finger or middle finger or both flat and hard on the fret of any of the svarasthanas of
the mandra, paficama and sarani strings and using the fingers of the right hand and plucking on the
above three strings either with a single pluck or with separate plucks is called tribhinna.

(13) mudrita

The graces of notes produced while singing with the mouth closed is called mudrita. It is said that
this gamaka applies only to vocal music.

(14) namita

The graces of notes that are produced when subtle tones are sung or played on the vina by reducing
the volume of sound are called namita.

(15) misrita

Creating a combination of two or more gamakas mentioned above is known as misrita.

Example:

s \KI dp — This is a combination of iRakka jaru and orikai.
s/ Vf‘lg m — This is a combination of étRa jaru and nokku.
st/p I\A/I, mP — Here m combines étRa jaru, vali and kampita.
m P — This has étRa jaru and nokku.

pd/ sN§, — ThisNis similar to the m shown above.
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List of Gamaka Symbols Employed :

~~r | kampita
sphurita
pratyaghata
nokku
ravai
khandirhpu
vali

etRa jaru
iRakka jaru
odukkal
orikai

XNy A>E D

Symbols for sthayi svaras

Two dots are placed beneath the svaras of anumandra sthayi. One dot beneath the svaras of mandra
sthayl. One dot above the svarass of tara sthayi, and two dots above the svaras of atitara sthayi.

There are no dots for the madhya sthayi svaras.

anumandra |srgmpdn|
mandra \Sl.‘ngdM
madhyama | [srgmpdn|
tara |[stgmpdn|

atitara |stgmpdii|

Details of the suddha (prakrti) vikrti svaras:

b — This symbol is used for suddha fsabha, sadharana gandhara, suddha dhaivata and kaisiki
nisada.

bb — This symbol is used for suddha gandhara and suddha nisada.

i — This symbol is used for paricasruti isabha, antara gandhara, suddha madhyama, paricasruti
dhaivata, and kakalf nisadam.

# — This symbol is used for satsruti rshabha, varali madhyama, and satsruti dhaivata.

talakalapramana details

multiplication measure: — if one svaraksara, written as kuRil, and thereafter viewing it as a single
aksara is written as netil, then it becomes two aksarakalas. For any multiplication measures exceeding
this, the symbol ~ Z is employed to indicate that the above kuRil, netil aksara pramanas should
be sequentially multiplied. For example,
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s = 1 aksarakala

S = 2 aksarakala

S Cs = 3aksarakala

S ©S = 4aksarakala

S CS Cs = baksarakala

S S CS = 6aksarakala

S S CS Cs = 7aksarakala
S CSCS CS = 8aksarakala

The svaras that are connected with this Z symbol have to be rendered continuously, without break-
ing into parts, and with a single nada. In some instances, if the symbol C is placed even in the midst
of some tala cycle, it also has to be rendered with a single nada without breaking.

Svara groups that have to be rendered by breaking — S S | RR ||;  svara groups that have to be
rendered in one single nada continuously, without breaking— G Z G|MM CZ | CTMP|.

II. If a dot is placed next to a svaraksara, the kalapramana of the first aksara increases by half a
measure. This is as follows: s=1;s - =1 %; s--=1 % ;6=2;5.-=2,5.-=3 % aksara kalas.

Bhinnapramanas (kuraittalalavai)

III. If there is one line beneath a syllablic unit (svara aksara), the syllablic duration (kalapramana) is
reduced by half unit (aksara). If there are two lines it should be computed as quarter syllablic unit
(kal aksara). If there are three lines, it must be reckoned as one eighth syllablic unit (araikkal aksara).
If there are four lines it is one sixteenth syllabic unit (visam aksara kala).

Beneath a svara of a long syllablic unit (dirghaksara), if there is one line, it is equivalent to a short
syllable. The others may be understood in a similar sense.

Example:
s = one aksara kala
s = 1/2 aksara kala
s = 1/4 aksarakala
s = 1/8aksara kala
1/16 aksara kala

1w
Il

Within one aksarakala, these are the ways in which svarams can occur.

I.s=S,ss, ss58s;

s=§,SSSS,ssSssS;

$s=555,55s555,ssSS;

s=ssss,S5S5SS;

In these time measures (kalapramanas), since the presence of a large number of lines would add
to the difficulty in understanding and readability, the number of lines have been reduced and S
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II.

has been used for the first speed (kala) and s s for the second kala and for the third kala ssss
with one underline and for the fourth kala with two underlines ssssssss have been used.
For speeds higher than fourth, for each increasing speed, one line each has to be added. Please
note the laksanas of the underlined svaras given below:

SZSS,SSSS, SSSSSSSS,

S5=55,5555S55555S5S5S;

S5=55,555555,555,55s,5S;

S=555555,555SS,5sSS;

S=ssssss,Sss ss,Ssssss;

The minute (podi) svaras that come between the larger svaras are not taken for calculation of the
duration. They are represented by a small italic font (example —p )

IS0

—  special notes with reference to the the (current) discussion;

— end of a tala avarta;

—  end of each component (avayava) contained in a particular tala cycle;

—  indicates the pallavi eduppu of kirtanas and other musical forms;

—  indicates places where the pallavi, anupallavi have to be repeated;

—  is employed in some places;"
) —  indicated the places where the rendition of gita, tana, prabandha, kirtana,
etc., have to be concluded;
) — indicated the occurrence of the svara which indicates a stressed

I
d

enunciation;

—  this symbol is used to indicate the eduppu after one aksara;

—  this symbol indicated the eduppu after half aksara.

the symbolr’ indicates that for the first, second and third kalas, depending on the context, the take-off
point should be after one aksarakala each in pallavi, anupallavi, caranam, etc.

The same remark applies to the symbol ;\J, where the take-off point is after half aksara.

The take-off kalapramanas have to be understood according to the circumstances.

Subbarama Diksita

*In the English Edition, we use " at the commencement and ™ to terminate such an over brace.
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Two Illustrative Examples

1. todi raga — adi tala

pallavi
Q> S e .
¥ & & .
e B xS s
. A\ \(3) \o\e Y e
g - O v et s
o ~o —~ —pgmp p m
5 t_& o & moP = | kkalavi yi
a t1 ya ram pa
Y
R
@’&6‘2&&’&&' >
\5’&6\ %@6\3 '@‘0
&5"%@ 8 ¥ y :
Y ” g 1 (symbol for
/ D d /n d m | ©  repeated singing)
le ta né
5
o
Srgm g mp | ~a W A
- Cpgmp p m
atiya ra mpa | kkalavi yi
\'%‘W&\

N
X
%‘%“a&
&
gr g m g rr , r grsn d/rs
a dhii ka su kam m tara
\e
o9 o\
o@& 6‘\’@&
o
X
Y X . A~~~
/ R sr g rrssn | r S
ve | e e
. w o~ Y Y
st : gm g rtr rgrsn d/rs
:  adhii ka su ka ta ra
D S
5 2 X0 °
de(e 0‘0 ‘00\ 606\
& a9 SR
\06 R S o
A~~~ xO &6\\}0 m \0_5\0
/R Scco“ | -~S S Coﬁ\c’
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anupallavi
s
oo o
t\ggxo%q& 05}{‘\9
3 o
o~ x v Y o
s / ndd /n dmgr sT g
ni titu rai yé vérm ka
N
%~
p d/sns
ttenti ra
S
=
... w o N
N n s\Gm s/Rr $Mn n
ni ni ca kima carTri camani ni
\Md R pr
mata ri  pari nil
caranam

sr/grsp d
cari ka ricapa ta

Cmd\NI\N/IN

ta ma

\M G
ma ka

smmd N D
sammata ni ta

n d
ni ti
n $§
ti ra
\Dn m\G m d
ta ni ma ka ma ta
PSS
w
&
\M d\m C
ma ta ma

s mM/D md
camama ta mata

d /rgr

da ri gari

ndsr
nitacari

s d m gNI:TNN
catamaka ni ni

155



Gamaka Symbols

D nd
ta nita

svara

w
-
»
=]
-
==
Q.

-

d/n$ nsisnd nRgst

N(V;V/mg tSn

(“malai matRu” till this svara)

Mdr
ma tari

ts//gRndn

Q.
g
=
aQ
=
S

156

ED:- Sangita Sampradaya Pradarsini gives the next example in Telugu Script, with the same type of in-
formation as indicated above, on the usage of Gamaka symbols, inserted at appropriate places. To avoid

repetition, we omit these indications of various features, and provide only the notated material.

2. kirtana— kambhoji raga —riipaka tala

pallavi

} | S R
§r1 | subra
O
n pd -
ma | sté na
2. S-r | g M
sté na | ma
PmdC | Cdp
ko ti ko | ti
w -
g Gr | srs_C
yadina | % ra
D | ..........
$ri |

m pm
| hma
s
| ma
‘ mgé m g
‘ ste mana
W%
| /ndd /np
| la wva m
| csnd/mp
| nya ya
| r
‘ ...... na

| g \rsin
| nya yana
| \ndd/np
| ste '
| rs

| sija

| p dm

| nya

H

| g M
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rs P | mDp/nd/np | Jdmgsc | cgr isndp |

sija ko I tikoti la vam | nya vya dhi T na Saranya ya ”
anupallavi

mr/r\zg | mPd | pdﬁm’; | Cmr\%p m\gm |

bha | suradi | sa ma | sta ja na |
w Y X X A~~~

p dN- | dP-/d P-/dpm | mgm | P-p I

pi | jita bja | ca ra | na ya I

Y _

D_ | /nd P } kmi_" | Cgr.S |

va | su ki ta 5a Ka | disa |
P | \& M p | d /v | #dDd I

rpa | sva ra pa | dha ra na ya |
. Y —

S | s \Nd | dp | ds g |

va | savadi | saka | lade va |
s i/g | +S/ishn | nn | d S s I

vari | dim ya | vare | nyaya ||
D | $nD ‘ n d | P p m p |

da | sajana | bhi | stapra da |
X X X w X

d nd L /npdmG | r s |'s nd/sgnp I

da | ksa ta ra | gragam | mnya ya ”
5

D 'S R | M pm | g \rstn |

ér1 | subra | hma | nya yana |

™" ~— ~— ~— ~—
n pd | 'S ~s ~ | =S C | ©sCSs I
ste
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Raga Table

asanga

opariga Bh

agangop.

R

sinpwdpus supdwois wefpeseuuryqrunyp e3ueler 6
sinpwdpus gpdwis (e1) tRAESE | 7 Wedyeseyq
usi3wdp pdwdisu rjereaedeuund | 1 wedueseyq
si3 ., dwpus supw'dwdis Tjereaedeu 1 e8uedn
siowdpus sNpdwois (op—e1)rpoyeuel e3ueSer ‘g
si33 WS, wdpNS gS,pudwdwil3is reideuas eSueder 4
si8w‘du,pus sudwis Ipnue)} edueder ‘9
si,3rudw‘dpsus sNpdwis ruelyeiouew eGueder g
sinpwdpus supdwis rjewnueyq e3ueSer -y
s133Npus ‘gSNudpdwi88is weweduedeuuryq ¢z weSuedn
siSwdpus spdwais fjereaeand 1 eSuedn
si3wdpus supdwis fjereaeweseued e3uelder ‘¢
si33wdppus su,udpp‘duis nndpeuayd edueder g
giwddpgs gpdwis LRARSEYPPNS Z e3yedn
si3wdpus gpdwis (eyppns) meysnuw 1 eSuedn
ssyiowdpNg spdiwuig Liequueseuey edyeder T
eseyq ‘edn | p1
[ VNVHOIVAV VNVHOIY HNVN VOVY VAHIAVS

d[qe] eueyddInA eSeY[

eSueseyg eSuedoSueSey]
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anga Bhasariga Raga Table

agangop.

R

si8dps spd3is ndnSeags 6 e3uedn
si113N‘dppus supdwis (ex) eAinyeweIEpRU g e3uedn
sywdd,qg‘dus sudpdws 1ped £ e3uedn
srududupus e supusuduss
si3Ndpus spd3is (e1) Tineqesow G e3yedn
s, ds3wus suwdis uefyerey3aw ¥ eSuedn
si3wdpus M m W w M wbm dwss (en)nyIsTER[ESURW ¢ edyedn
si‘s3wdppus suspdwudpduwis ejnedeleyd Z eSuedn
si3wdpus spduwis ejeueduejes 1 e8uedn
si3wdpus supdwgis enedeaejewelew eSueler  ‘qr
si3wdpug Ssupwosi wrewreouedeyryer e3uedn
si@wdw3wpus supwwdis TARITEURJUBSEAL A eSueder  pL
siSwdpNs spdw3wis Hlelloyesed edueler  ‘¢r
s3w’'dupus gsd‘dwis eaedns eSueder ‘gL
sti13w'dppus gupdw/dwwi‘g WEeARIR[IOY edueder  IT
grr‘@3wdduqupus gsu,pugdwss weuereyqejeu eSueder 0L
s3ww‘dus suudw3s eLIpuedIAeIeAepn ¢ edyedn
si3dps gpd3is (ex) wejednyq Z eSuedn
s3wdp,pdus ‘suudwdpduns ejeueuRyOW 1 eSuedn
eseyq ‘edn | er
[ VNVHQIVAV VNVHOIV AAVN VOV _ VAHMNVS |
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anga Bhasariga Raga Table

agangop.

R

si83wdpus supdwgis nfereyd | (1 eSueseyq
si3wdpus spd3is (op) 1edyewen 6 edueseyq
si3d, ups spdwp8i8i1s 1sopedrew g edueseyq
si3wdps spdwgis wreweouedetnd /£ edueseyq
sit3wdppus sudwdis weweoyedeaejewr 9 edyeseyq
si83wdpus gpdwis (e1) toAES ¢ edueseyq
si31s13, mw3dpus supwids eAnIew ¥ edueseyq
si3wdpus sudwis (ex) nyuedrpned ¢ edueseyq
si83wdpus supdwis (9p - ex) tamd Z e8ueseyq
si3wdpus supdwgis (ex) wrerjsenes 1 e3ueseyq
gwdpus ssud’p cmam\w MMM Hluereaap g1 edyedn
u338uiner)z | susprpdpdusisupus
si8dpus (epestuede)supdS s (ey3) rjineq 91 eSuedn
sy3wdps spduis (e1) tIRyETRW G1 eSuedn
si8wdpw3wdug supdw8i‘g eftyepung ¥1 eSuedn
si3wdpus supdwgis rrelm3 ¢1 e8uedn
si13wNpus suppwdis eyel 71 eSyedn
gsyw Siwdus sudwi‘g (ey3) ejned 11 eSuedn
si3wdps spduis ejedueqepeuuey 01 eSuedn
eseyq ‘edn | er
[ VNVHQIVAV VNVHOIV AAVN VOV _ VAHMNVS |
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anga Bhasariga Raga Table

agangop.

R

si83wdpu gsNdwosu (ex) 1sedueyp ¢ edueseyq
sipwdqug supdwdsis (ex) reye 7 e3ueseyq
si3wdpus supdwgi‘g (e1) 1ARITEYq 1 e3ueseyq
stw33wdps sdpdw8is wiese[IABUjRIRARU g eSuedn
si3Nndpug ssddw3ws LIaYyqe £ e3uedn
sSwpNpdpus sspdwd8s wejueseAejopury 9 edyedn
s Js3wpg ‘supwJwd8s wejopuryedrew G e8yedn
si3wdpus supudpdwdi8s (ex) ureaerejireys3 ¥ e8uedn
si383Wwwdpug susd,pdw38s (e1) 1ARITEYqEPUEUE ¢ edyedn
si3wdpus supdw8uwis eypuededeu z e8uedn
sdwpug supuw3gs ejopury 1 eSuedn
s133INPNUS guudpdww3irts (eyS3) ejnednrireu eSueder ‘07
gyi1n13wdpus spdpupdwi1g LrewreIyqeresueyl e3ueder 6T
si3wdu,pus sudwdis 1aejewreyppnsedel edueder ‘g1
si3wdpus supppwdis njeaeAeyd edueder 4T
siGwdwwdps supdwis (9p) wreaeireyq 1 e3ueseyq
gi8wdpug gupdwdig uryeaedaaeoy eSueder 91
siBwdww3Npupug supwidsi (op) eyuesea | g1 eSueseyq
si3wdwwdpug supdwis (op—e1) umed | 11 eSueseyq
eseyq ‘edn | er
I VNVHOIVAV VNVHOIY ANVN VOV _ VAHIINVS |
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anga Bhasariga Raga Table

agangop.

R

si3wpus su,pudwdis LIejouewe AR pew 9 edyeseyq
si83wdpus su,pudwdig (ex) 1aeypuUTES G e3ueseyq
sywdu gNdw1 (op) TueARpUIq ¥ edueseyq
si8Ndpu gupdiNSi1s (ex) Tuesny ¢ edueseyq
g$y33wdpu supdwg8ig (ex) idey Z e8ueseyq
si3wpus supwidis Tuefuerrss 1 e3ueseyq
sSwwpu‘dwuwdpuu suudw33s (ey3) seaejewr £ e3uedn
s133INwgpusg ‘suud,pdw38s, s (e1) treypuedeasp g e3yedn
siGwwp,dpus s,pupduwis 1S9peyppns G edyedn
g3wwpNdu axay} oste st e8Aerd (s 13 wr)
‘SEwwpNUS gNudwn8s ejnedepeuuey ¥ e3uedn
s3wdus supdwlis

s3wdus sudwis 1seAueypeyppns ¢ e8yedn
s MM MHM W MM sd GMWMAM M “ M 1aeIreyqedejes 7z eSuedn
siit83wdus suudwurz nuerruew 1 eSuedn

si,31wdupdus suduy (ey8) wedeirrs eSuelder  ‘zg

si3‘dwudp‘dus supd,p‘duis TeARURID] edueder  ‘Ig
si3wdpus ‘gpdwis (ex) meyynw 9 edyeseyq
si3wdpus supdw8ysu (op) thuew G e3ueseyq
sSw, a3wdpus gsNudpdwlis, wejueseaeyidod ¥ e8ueseyq

eseyq ‘edn | p1

[ VNVHQIVAV VNVHOIV AAVN VOV _ VAHMNVS |
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anga Bhasariga Raga Table

agangop.

R

si8wdps spdwis83is aeAereuejeu £ eSuedn
si313wdpu supuduwi ejnedetefereu 9 e3uedn
si3wdpus supdwgi1s arduerejefeyd G e3uedn
si8wdus sudwdis feypue ¥ eSuedn
siwdps spduwis (ex) eAtnyeasp ¢ edyedn
si81g‘13wdpus gpd‘widwis nyew z e8uedn
si3wdpus spdwgis esureyereq 1 e3uedn
si3wdpug sudwig (ex) einederepayriey e3ueder ‘g7
g313wdpus supdw3is euaseInes eSuelder ‘4z
gSy3wdisa38dpg ‘spdpupd8is adyere} e3ueder ‘97
si13wdpNSs spupdwdus JeARIES eSueder  ‘gg
s3iwdus su,puduw w WBJULSLARIIA eSueder  pg
si33wdpus ‘gSppdwwi‘s33i1s TeaejoALINed edueder  -gg
SYOwdpNS SNpdwoig (2p) pedeu | Z1 edueseyq
s18y88wdpuu gupwdwidis (op) eueyes | 11 e3ueseyq
sipwdpN supdwdig (2p) naeqnrep | Q1 eSueseyq
gyowdyns ‘guupdwdig (op) eAuderpni 6 edueseyq
stwdu,pus gsNudwdupdwis LIRYOURWRARD g e3ueseyq
stwdus sudwis (e1) yeaeweAypeuwr /£ e3ueseyq
eseyq ‘edn | er
[ VNVHQIVAV VNVHOIV AAVN VOV _ VAHMNVS |
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anga Bhasariga Raga Table

agangop.

R

s ag8wdu,pus supdw3ws3is eaypedeu g eSuedn
si3wdpus supdwis3i8s ejnedeaind £ e3uedn
punojoste st (g p p w d 1)

Amhwﬁm:um gSppwdi‘s8ig weder ewes g e3yedn
si3wdpus supdwis 1$yesopeueiereu G e3uedn
si83wdpus supdwis weyueseAeyppns ¥ e3uedn
si3wdpus spduis (ey3) myqere ¢ edyedn
siBwdwpdpu‘dus spdwdi8wig refereu Z eSuedn
gi3wdp,pudus gsNudwSwSdig Hluerny 1 eSuedn

si3wdpus supdw3i1s | wreltereyqereyueseiyp edueder  6g
gi8wdpus gupdwdig (op) sewrey 6 edueseyq
si3wi‘sidwwdpu ‘gupu‘gpdw 3y (op) rueaeml g e3ueseyq
g3wpus gup‘dwgig (ex) tlueinejeu /£ e3ueseyq
siowdqus suqdwdis (op) eueyie 9 edyeseyq
gi3wdpug gpdpup‘dwis Hoyquusieresnia ¢ edueseyq
U3 INdp NS gSNdwisu (op) tieins ¥ eSueseyq
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ED:— LEGEND: In SSP (1904), Subbarama Diksita uses page numbers, to indicate exact locations of vari-
ous compositions. Since that makes no sense in this current edition, we have adopted the following scheme.
Each composition is accompanied by a dot-separated triple such as (20.3.7). The first number represents the
meéla number, the second, the janya raga number, (0 stands for the méla itself), and the last number refers to
the number of the composition in that particular méla or janya. For Appendix A and B, only two numbers
are used, A or B as first entry, and the song number as the second.

A (*) against a composition indicates that the composer is not Muttusvami Diksita.

The list is however incomplete since it omits all gita, tana, saficaris, and prabandhas (except two khabay

prabandhas).

29.16.1
20.3.7
22.17.4
28.11.5
51.0.3
28.0.3
65.4.2
22.10.5
15.1.2
29.0.9
29.0.3
8.0.7
20.3.5
29.14.2
66.1.1
20.9.5
28.9.3
16.0.5
22.18.5
28.8.6
65.2.4
22.18.4
15.28.7
22.7.5
36.0.6
22.19.2
15.28.5
51.0.2
28.16.2
22.10.4
15.22.3
29.12.3
822

amba nilayataksi

amba ni Saranamu
amba paradévaté
angarakamasrayami
acyutananta govinda
abhayambikayah
arunacalanatham
aligité bhagyamaya
avyajakarunakataksi
astangayoga
aksayalingavibho
adiyarampakkalaviyilé
anandeésvaréna
anandanatanaprakasam
anandamitakarsani
aryam abhayambam
arttidirci nanubrévavayya
inka dayarakunnanu
inta moti yelara

inta calamu

inti cakkadana
itlanundaratu
innalavalegadu

intap perumai

ihapara sadhana
1sanadi sivakaramaricé
Isvara nanu raksimparada
ucchistaganapatau
entaniné delupudura
émandayanara
émamma nanu brécutaku
éla namnné cévu

éhi annaptirné

)
)
)
)
)
)
)
)
)
)
)
)
)
)

kirtana
kirtana
kirtana
kirtana
saladi
kirtana
kirtana
padam
kirtana
kirtana
kirtana
padam
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
tana varna
tana varna
padam
kirtana
pracina padam
dravida padam
kirtana
kirtana
kirtana
kirtana
pada varna
svarajati
kirtana
cauka varna
kirtana
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33.1.1
1.0.3
20.3.6
65.0.3
28.8.2
823
8.0.2
22.11.3
20.14.2
28.12.5
29.16.4
31.0.3
65.0.5
20.9.11
37.0.3
28.12.4
29.10.3
16.1.2
28.8.4
83.2
71.0.2
15.21.2
11.0.3
23.0.3
8.0.4
8.0.3
15.13.2
29.6.2
28.1.2
66.0.2
4.0.4
29.17.3
15.29.3
22.6.3
8.3.1
15.28.3
20.9.2
65.1.3
6.0.3
20.14.3
28.15.1
22.8.7
17.0.3
65.1.2
28.10.2
15.23.4
44.0.3
7.0.3
923
15.28.1
65.1.1
15.11.4
28.13.2

kanjadalayataksi

kanakambari karunyamrtalahari

kamalamba samraksatu mam
kamalambam bhaja ré
kamalambikayai
kamalambikayastava
kamalambikeé
kamalasanadi vandita
karunasara madhuraprasada
karunarasalahari
karunanandacatura
kalavati

kantimati karunamira
kamaksi anudinamu
kamakotipithavasini
kamaksi ni padayugamé
kamaksi varalaksmi
kalabhairavam bhajeéham
kasivisvesvara éhi mam
kumarasvaminam
kusumakarasobhita
kfsnananda mukunda
kodandaramamanisamvélavali
kaumari gauri

gajavadana sammodita
ganalola karunalavala
gunijanadinuta
guruguhaya
guruguhadanyam
guruguhabhavantaranginim
guruguhasvamini bhaktim
gopikaramanam

gauri girirdjakumari
grahaphalamu

candram bhaja manasa
cintayé mahalingamiirtim
cintaya makandamiulakandam
cintaya janakiramanam
cidambara natarajamtrtim
civagurunatanai

cétah sribalakisnam
collakkélinnam
chayavatim

jambtipaté mam pahi
jagadisamanchari

jaya jaya janakasuté

jayati siva bhavani
jAanambikeé palaya mam
tandeyagi

tattadgi tathai

ta thai thaiyya thai
tyagaraja palayasu mam
tyagarajo virajaté

)
)
)

kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
svarajati
kirtana
svarajati
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
dravida padam
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
suladi
khabay prabandha
khabay prabandha
kirtana
kirtana
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22.0.4
28.12.2
29.16.3
20.34
22.2.2
29.11.3
22.18.1
65.4.3
22.10.6
28.14.3
15.28.4
20.3.3
22.20.2
29.04
65.0.6
16.0.4
22.9.5
28.12.3
22.8.2
15.5.3
22.7.4
22.15.2
6.0.4
40.0.3
15.18.2
43.0.3
65.2.2
18.0.3
50.0.2
20.8.1
29.0.5
30.0.3
28.14.5
28.11.7
15.23.3
8.3.3
53.0.3
15.7.2
60.0.2
28.14.4
20.1.2
28.0.2
2294
22.17.3
22.84
29.10.5
21.0.3
15.15.2
16.1.3
68.0.2
59.0.2
20.9.6

tyagaraja mahadhvajarcha
tyagarajam bhaja ré ré citta
tyagarajam bhajéeham
tyagarajayogavaibhavam
tyagarajéna samraksitoham
tyagarajaya namasté
tyagarajadanyam
tyagarajée kityakityam
teliseniné naruléni jadalu
tripurasundari
trilokamata nanubrova
dandayudhapanim
dayaleni bratukémi
daksinamuartté
daniprayamu

dasarate pahi

dinamé sudinamu
divakaratanujam

dum durgé Sivasarsargeé
deévi divyanamasundari
dévi satatarh mudam
dharmasamvardhani
nannu pariksifica

nabhomanicandragninayanam

namasté paradévaté
namo namasté girvani
narasimha agaccha
naraharimasrayami
narmada kaveri
navaratnavilasa
nagalingam bhajéham
nagabharanam

natird ninnu

nadiri dani tomdar dani
nikhilananda
nityananda kartikéya
ninukori

ninna nama ondé
nisadhadi

nidu martini

nirajaksi kamaksi
nilakantham bhajéham
nivu nanubrovavalé
nivé rasikasikhamani
ni sati daivamantu
nenarufici
paficabhiitakiranavalim
paficamatarigamukha
patita pavana
paramjotismati
paramdhamavati jayati
paramanandasara

)
)
)

@)
)

)
)

kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
padam
kirtana
kirtana
kirtana
kirtana
kirtana
svarastana padam
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
padam/daru
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
pracina padam
tillana daru
kirtana
kirtana
tana varna
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
daru

daru

tana varna
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
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29.0.8
65.3.1
36.0.7
36.0.5
14.0.3
57.0.2
65.0.9
28.12.6
28.13.7
22.18.3
20.14.1
20.12.1
20.9.3
28.11.4
5.0.3
28.14.2
4.0.3
48.0.2
3.03
28.4.2
28.13.3
54.0.3
65.0.2
22.16.2
64.0.2
34.0.3
20.11.2
15.26.2
22.7.3
20.2.2
28.7.2
22.14.2
29.2.2
69.0.2
20.5.2
20.3.2
22.1.2
39.0.3
28.2.2
28.16.4
15.0.4
26.0.3
29.3.3
62.0.2
15.22.2
53.0.2
22.17.5
15.30.3
20.3.9
28.16.3
22.0.3
20.10.3

parasakti parakéla
parimalarariganatham
parvatarajakumari
pavanatmajagaccha
prasannavénkatésvaram
pamarajanapalini
parikkanni
parthasarathini

palaya paramésvarl
pahi mam balakumara
pahi mam ratnacalanayaka
balakisnam bhavayami
balagopala palayasu mam
balasubrahmanyam
balambikeé pahi
budhamasrayami
birhadamba madamba
brhadisa katakséna
brhadisvaro raksatu
brhannayaki

brhaspaté
bhaktavatsalam

bhaja ré ré citta

bharatf maddhisana
bhisavatim
bhogacchayanatakapriyé
mangaladévataya
mangaladévaté paradévaté
mangalambayai namasté
mannaru ranga déva
mahaganapaté
mahalaksmi karunarasa
mahisasuramarddanim
matangi marakatangi
margahindolaragapriyé
manasa guruguhartipam
mamava pattabhirama
mamava minaksi
mamava raghuvira
mamokalakiri
mayatitasvarapini

maye tvam yahi
marakoti koti
mararatipriyam
maruvakadi malimi
minaksi mé mudar déehi
muruka unai nambi
muruka tarukilaiya unatirupada
muruka tarukilaiya
muruka tarukilaiya
miladharacakra
mosamaya gadave

)

)
)
)
)

@)

)
)
)
)

kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
svarasthana padam
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
svarajati
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
padam
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22.20.1
22.9.6
20.1.3
65.2.3
15.14.2
22.18.2
13.0.3
15.30.1
20.13.1
22.8.6
15.27.2
20.9.10
29.0.13
22.17.1
8.0.5
15.10.2
15.7.3
54.0.2
15.28.6
65.0.7
33.0.3
15.19.3
20.6.4
22.17.2
29.9.2
22.19.3
15.24.2
22.19.4
10.0.3
20.9.12
16.0.3
20.7.2
24.0.3
15.4.2
65.0.8
229.2
20.9.9
29.0.14
33.1.2
29.0.7
29.0.11
29.12.2
29.0.12
22.8.3
25.0.3
55.0.2
29.0.10
29.1.3
28.11.6
72.0.2
49.0.2
39.0.4

ranganayakam
rangapaté pahi mam
rammanaveé tyagaraja
ramavaraya
rajarajéndracola
rajasikhamani ninné
ramacandrabhaktam
ramacandram bhavayami
ramacandréna samraksitoham
rama dayajida ra
rama rama kalikalusa
rama Iokabhirama
rarapuséyaka
rudrakopa

ripamu jici
rénukadévi

vandé sada

vamsavati Sivayuvati
vaddanté vimti va
vanajaksi
varadarajavava
varalaksmim bhaja ré
valaci vaccinanura
vallidévasénapati
vatapi ganapatim bhajeham
vasi vasi va
vasudévamupasmahé
varijaksi

visvanatham bhajéham
viriboni
vinapustakadharinim
vinabheri

viravasanta tyagaraja
vénkatésvara eddappa
vénugopalam bhajé
veénkatacalapatée

va va va ni vallimanala
va va ni vallimanala
sankaramabhiramimanoharam
Sankaracaryam
Sankarabharana
Sankhacakragadhapanim
Sambho jagadisa pahi
sarakanana sambhava
Saravatitatavasini
samalangi matangi
Saradé sadasraye
sivadiksaparuralanura
sivananda rajayoga
singararasamafijarim
singaradi
sésacalanayakam

)
)
@)

)
)
)

kirtana
kirtana
cauka varna
kirtana
kirtana
kirtana/daru
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
tana varna
kirtana
cauka varna
kirtana
kirtana
kirtana
padam
tana varna
kirtana
kirtana
cauka varna
kirtana
kirtana
kirtana
kirtana
tana varna
kirtana
tana varna
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
padam
kirtana
kirtana
kirtana
kirtana
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20.4.3
20.9.4
20.10.2
29.0.6
22.19.1
22.0.6
28.12.8
22.10.3
12.0.3
51.0.4
28.10.3
15.17.2
28.3.1
9.0.3
9.3.1
15.20.3
15.8.2
2.0.3
15.0.3
20.0.3
15.16.3
29.104
15.3.2
20.4.2
65.0.4
15.11.3
28.13.5
29.11.2
28.9.2
15.29.4
70.0.2
15.23.2
28.1.3
28.13.6
52.0.2
28.6.3
28.3.2
22.0.5
28.8.3
28.11.2
38.0.3
28.11.3
29.1.2
20.9.8
15.28.2
35.0.3
20.13.2
29.3.2
61.0.2
28.8.5
65.4.4
32.0.3

1T kamalambiké avava

17 kamalambayah param

sri1 kamalamba jayati

§rf kamalambikaya

§rf kamalambikayam

§ri kamalambike Sivée

$ri karudani ninukéri *)
sr1 kalahastisa

srikisnam bhajaré

Sri karici kamakoti *)
§rf gananatham

Sri ganésat param

sriguruguha tarayasu

sr guruguhamiirtikiné *
srf guruguhamiirté

811 guruguhasya dascham

srT guruna palitosmi

$ri daksinamdrtim

srinathadi guruguho jayati

sri nilotpalanayiké

Sri parvatiparamésvarau

8ri balasubrahmanya

sribhargavi

$ri mangalambikam

$ri mangalambiké

sri mahaganapatiravatu

§ri maharajasrita *)
$rimatah sivavamarike

sri mattbhitam

§ri minaksi gauri

sriramasarasvati

srirajagopala

sr1 rajadhiraja sannuta *)
Sri rajarajaraja manamaha *)
Sr1 rajarajésvari *)

$rf ramam ravikulabdhisomam

sri vatukanatha

$ri varalaksmi

81 valmikalirigam

§ri vafichanatham

sri vidyarajagopalam

srT venikatagirisam

s$ri véenugopala

§ri sivaramasramula *)
§ri sukrabhagavantam

§ri salinim

Sr1 sarasvatihité

§ri sarasvati namostu té

srf sugandhikuntalarmbiké

§ri subrahmanyaya namasté

§ri subrahmanya sami *)
svétaganapatim

kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
daru
kirtana
kirtana
tana varna
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
tana varna
kirtana
kirtana
kirtana
kirtana
kirtana
tana varna
tana varna
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
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22.0.7
20.6.3
67.0.2
41.0.3
9.2.2
159.2
29.0.2
29.6.3
47.0.2
28.7.3
28.5.2
29.13.2
15.2.1
65.2.6
65.2.5
8.0.6
15.25.1
63.0.2
15.30.2
22.8.5
20.9.7
28.11.8
28.13.4
20.3.8
56.0.2
28.16.1
29.16.2
15.6.3
15.19.2
2293
22.11.2
27.0.3
46.0.2
29.17.2
36.0.4
58.0.2
29.15.2
22.6.2
29.10.2
42.0.3
19.0.3
15.12.2
29.17.1

sadadharatatva
santanaramasvaminam
santanamanjarl
saccidanandamaya
sadacalésvaram

sada vinatasadaré
sadasivamupasmahé
sarasaturai

sarasa sauvira
sarasagrésarasa
sarasvati chayatarangini
sarasvati manéhari
sarasvatya bhagavatya
sarasijaksi

sariga danipai

sarigani dani
sadhujanacitta
sadhujanavinutam
svamiki sariyevvaré
sami ninné kori

sami ni mahimalu
samiyentani delpudura
sarasadalanétrasvami
sareku nitumoi
sarekuni padamulé
sarasa samamukha
siddhisvardaya namasté
sundaramiirtim
suryamurté
sévimpararamma
saundararajam
saurasénésam
stavarajadinuta
sphuratu té
svaminatha paripalaya
hariyuvatim haimavatim
hastivadanaya
hahiikala

hatakésvara
himagirikumari
himacalakumarim
hiranmayim laksmim
ksitijaramanam

)

)

)
)
)

)
)
)
)
)
)
)
)

@)

)

kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
padam
kirtana
daru
kirtana
kirtana
kirtana
tana varna
tana varna
svarasthana varna
kirtana
kirtana
daru
cauka varna
kirtana
cauka varna
kirtana
cauka varna
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
Saladi
kirtana
kirtana
kirtana
kirtana
kirtana
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APPENDIX A— RAGAMALIKAS

A.15
A5
A8
A7
Al2
A6
Al4
A2
A4
A.10
All
A9
A1l3
A3
Al
A.l6

1 kanakambari

enduku ra ra

kamificana kalavati
garavamuganna

natakadi vidyala

ni sarilérani

priyamuna
ptrnacandrabimbavijayavadané
manasa veéritaruladalacaka
manatotinankina
vanitaroyémisétu
valapumiri

védukato
sivamohanasaktt

sri visvanatham
samajagamana

()
(*)
*)
*)
)
()
)

)
()
(*)
*)
*)

)

ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika
ragamalika

APPENDIX B— COMPOSITIONS OF VARIOUS COMPOSERS

B.6

B.12
B.38
B.10
B.20
B.48
B.52
B.53
B.37
B.26
B9

B.16
B.43
B.11
B.27
B.28
B.3

B.5

B.2

B.40
B.41
B.36
B.23
B.25
B.34
B4

B.35
B.42

anantabalakrsnam
amba nadu vinnapamu
aluganélarana
imdermdu vaccitira

inga dayarada

intaluka jesi

inta calamu

inta priyamuga

T virahametula

uma himacalakumari
entukuyImatala
ekkadiki poyyavélala
endar6 mahanubhavulu
kanakangt

kannatalli ninnu
kanukoni papavimuktula
gananayakam bhajéham
ganésa kumara
gurumdurté

cala namminacana
jagadanandakaraka
jaya jaya gokulabala
tattadhimita diddhiyanisa
tarali boyyé samayamu
tyagadhipa dayanidheé
tyagésam bhaja ré
tavaka karakamalé
dudukugala nanné

*)
*)
*)
)
(*)
*)
*)
*)
)
)
(*)
*)
*)
)
)

*)
)
(*)
*)
*)
*)

()
)

kirtana
kirtana
cauka varna
padam
kirtana

tana varna
tana varna
tana varna
cauka varna
kirtana
padam
kirtana
kirtana

tana varna
kirtana
kirtana
kirtana
kirtana
kirtana
cauka varna
kirtana
tarangam
kirtana
kirtana
kirtana
kirtana
kirtana
kirtana
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B.55
B.22
B.32
B.21
B.15
B.49
B.47
B.19
B.46
B.14
B.33
B.18
B.24
B.45
B.54
B.8

B.29
B.39
B.7

B.17
B.30
B.51
B.1

B.44
B.50
B.31
B.13

tomdaravidamutonu
dhiirjati natimcene

nd moRalimpaveé
ninnumincina varevaramma
niké dayato

nivé dikkani

ni sarimannedora

ni sarisati

maguva ninné kori
mahisasuramarddani

maya ni vaficana naduvadu
radanami dadaya

ravé himagirikumari

sami vanajaksa
vadarakapo

virakamu vasamallati
Sambho puramadasamanavibho
sri kamalarmba

srivallipaté

sri venkatésvaruni

sréyasé dhyayami ramam
sarasijamukhi
sarasanayanasarasa
sadhimcené 6 manasa

sami ni rammanaveé

sévifici danyula mayyé
harisarvapariptrna

()
*)
*)
*)
)
)
(*)
*)
*)
)
)
(*)
*)
*)
*)
)
(*)
*)
*)
*)
)
()
(*)
*)
*)
)
)

padam
kirtana
kirtana
kirtana
kirtana
tana varna
tana varna
kirtana
tana varna
kirtana
kirtana
kirtana
svarajati
tana varna
padam
cauka varna
kirtana
cauka varna
kirtana
kirtana
kirtana
tana varna
daru
kirtana
tana varna
kirtana
kirtana
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