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PREFACE

Indian Musicology is a growing subject. Its scope
has considersbly ~widenmed in recent years. Topies
which have been cursorily dealt with by earlier scholars
can now be studied in an intensive and elaborate manner,
The subject of riga lakshana is an instance in point.
The trayodasa lakshanas or the 13 characteristics
mentioned for rigas in earlier works will just givea genera]
pieture of a riga. As against this we have now the chatush-
shashti lakshanas or 64 particulars under which we can study
the lakshana of & riga. A study of a raga made from these 64
points of view will give us an analytieal, detailed and
exhaustive picture of the melodic individuality of the raga. In
addition, we have now added new topics to the subjeet of
Indian musicology. The subjects of mtrechhanakaraka melan‘
amirehhanakiraka melas and misra melas may be cited as
examples. These subjects are ol inleresl to sludents of
comparative musicology all the world over,

Some of the topics dealt with in this volume belong to
the realm of pure musicology. A few topies relating to the
History of Indian Music are also included. Portious of some
of the Chapters in this book were contributed originally as
articles to the Jouinal of the Madras Untversity, Jouwrnal
of the Madras Musiec Academy, The Indian Geoyraphical
Journal, The Educational Review and the Siipi. The
subjects dealt with in Chapters VII, VIII, X and XI were
contributed as Papers to the Sessions of the All-India Oriental
Conferences, All thege Articles and Papers have been
amplified and re-written in the light of the author’s subs
gquent researches and presented here.

21 st February 1951, P. SAMBAMOORTIILY,
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vibrations per second. The irequency of the next octave

:Eadja will be equal to 4 vibrations per second (i, e., twice

e frequency of its immediate lower shadja) and so on

Thus th? frequency relationships of the octaves proceed iz;

geometrical progression : 1, 2, 4, 8, 16, 32, ete This
is referred to in early w g ’ : ‘
v works as the dviguna ¢ ‘ter

galared & haracter of the

This same progression downwards is seen in the concept
of shatkalas or six degrees of speed  Herein the value of ;
note gets progressively reduced from unit time in the ﬁr:
degree of speed to 4, 1, 1/8, 1/16, and 1/32ng unit time it
the other five degrees of speed. In other words, one note i:
sung to unit time in the frst degree of speed, 2 notes to the
same duration in the second degree of speed, 4 notes inm the
third, 8 notes in the fourth, 16 notes in the fifth and 32 not,
in the sixth degree of speed and so on. In the concept 3:
shanmargas (Dakshina, Virtika, Chitra, Chitratara Cl;ito-
tama and Ati chitra tama) in the sphere of tila da:sa. ﬁnm
(10 elements of musical time) also, we see this Pl'Ogr:ssior

The arithmetieal progression 1,23, 4,5,6, 7, 8, o
is seen in the frequency relationships of the s:vn.;rm;:xbh(;
svaras or the upper partials. These harmonics are heard
when a stretched string is sounded. The perception of the
consonant note Panchawa or the Perfect fifth (3/2) constitutes
the first landmark in the evolution of the tone system. Aft
the fundamental, the first note in the gamut th;a.t w:r
recognised was the Panchama, the third harmonic Th:
qqu.as_lof Fifths and Fourths (or the under J.*‘ifthsJ‘ wer
logicaﬂ_y worked out and the tone system was evolved. Tt ie
possible that the study of the harmonie series :;nd th:
frequencies of the notes belonging to different octaves led
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early mathematicians to become eognizint of the arithmetical

and geomatricn.l progressions.

The notes used within an octave bear certain simple ratios
to the fundsmental. The notes shadja and panchama (O and
@) bear the ratio 2: 3 ; the notes shadja and suddha madhyama
(C and F) the ratio 3: 43 the notes shadja and antara gindhara
(C and F) the ratio 4: 5 ; the notes shadja and sidharana
gindhara (Komal ga or E flat) the retio 5: 6 and so on.

Next to the unison and the octave, the Panchama is the
most consonant interval. A pleasant effect is experienced
when a note and its Panchama are sounded together, ITlm
29 notes used in the Indian musical seale are the earliest
notes to be derived in the cycles of fifths and fourths, eleven
notes exclusive of the fundamental In the former case and
eleven notes inclusive of the fundamental in the latter case.
The significance of the inclusion of the note of frequeney
40/27 in the ancient scalo, madhyama grima, will be clear
when it is realised that this note occurs as the eleventh ‘note
in the eycle of fourths or sa—ma series. The later notes of
the cycle are not of interest from the point of view of
practical music In the Table on Page 4, the frequencies of
the notes of the two eycles reduced to one octave are given in
the inereasing order of pitch from left to right. Leaving
the two notes shadja and panchama (O and G), it will be found
that the remaining 20 notes are distributed amongst the five
svaras at the rate of 4 for each. Each note of the cyele of
fifths will be found to be a pramana sruti (comma or '81/80)
higher than the contiguous note of the cyele of fourths.  The
Indian tone system is therefore not only evolved on a
consonantal basis but is also logical and mathematically
accurate,
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To enable easier calculations, the simpler ratios in both

, the ratios 1§ and 43 differ from each other very slightly ;

and %8

1

Note:— In the above Table

fifths.
fourths.

Oyele of
Cycle of

the cases are taken for further progressions,

likewise the ratios L%

b

The very idea of pramana sruti or comma was perceived
when the eleventh note of the eycle of fifths was ranc_:had.
This note, it may be pointed out, is a comrf:m higher
than the perfect fourth. The fifth of this note again revealed

+ note which was & comma higher than the fundamental.

Thus the use of ten twins of notes in midi'tion _to fhe
shadja and panchama, the two notes of ench twin dliifarmg
by the interval of & pramana sruti or 22 cyclic cents, is the
distinetive feature of the Indian tone system.

With the psnchama, the madhyame was automatically
perceived, since the madhyama was only an under ﬁft!’l. In
other words, if of two notes which are related as shadja and
panchama, the higher of the two notes is taken as the
fundamental, the other note will be found to be the snd&h.a-
madhyama of the lower octave. Thus the eycle f)f fourths is
implied in the eyele of fifths, The values obtained by the
downward (anti-clockwise) progression of the eycle of fifths
will be the same 88 the values obtained in the upward
(clockwise) progression of the cyele of fourths. Conversely

the values obtained in the downward (anti-clockwise)
progression of the eyele of fourths will be the same as the

values obtained in the upward (clockwise) progression of the

cycle of fifths.

It may be pointed oul incidentally tha.t in some rigas!
notes other than the 22 are used, but such notes differ from
the neighbouring notes of the cale of 32 aryls by k. &
microscopie intervel that they are justifiably enough regarded

as reflections or lustrous varieties of the contiguous notes.

The idea of 23 notes being distributed among the sapta
svarag is in keeping with the ntio 22/7 or # — the relation-
ship between the circumferancs and the diameter of a circle,



After the pancliama and madhyama, the next note of the
gamut to come to the notice of man was the fifth harmonie,
antara gndhara 5/4, Thig note also formed the basis of a
new cycle— the eyele of thirds. Thus the major third of
major third is equal to 5/4 x 5/4=195/16, The panchama
lower down of this note 25/16, is 25/24 or the nyuna sruti
interval (small semitone.) The kampita rishabha of Saurashtra
raga is suggestive of this note. Only a few notes of this eyele
are however of practical importance.

SOALES oF Bouar TEMPERAMENT AND JUST INTONATION

In the scale of equal temperament, the suceessive notes
of the gamut form a perfect geometrical progression. They
are separated from their neighbours by the same common
interval. Any two adjacent notes of the scales of 19
semitones will be found to bear the ratio 1 : 1.05946, In
Indian musie it is the scale of just intonation that ig used.
The notes used in Indian music are the acoustically correst
ones. In the equi-tempered scale which became a necesgity
in Europe on aceount of the seheme of harmony, the frequen-
cies of the notes, except for the fundamental and the
octave, are either slightly helow or above their true ratios,
The difference in the frequencies of the notes in the two
systems of tuning is, no doubt, very slight but nevertheless
it is a solid and a real difference and can be perceived by a
trained ear.

It may be of interest to note in this connection that the
notes that figured in the old scale, shadja grama, were
described in terms of sruti values thus; —

r g m p d n
4 3 2 4 4 3 2

7

. standing for the majortone (9/8), 3 for the minor tone
o ) and 2 fc(')r the semitone (16/15), In the other old seale
L_;lgjir;ma, the interval between the fum:th and thﬂ- fifth was a

inor tone. The nt murchhana of this ma grama corres-
E::nds to the major diatonic scale of European musie.

Every interval used in an octave has .its -complement:;y
interval and the sum of these two intervals is equal tc;] m:
frequency of the octave, i.e, 2. 'The frequetncy of psm".:1 atha
=3/2. If the panchama is taken as the to'mc' note an
shadja above this played, the latter note_ will impress }:}m: n:
the suddha madhyama Thus the octave 1s u:m.r]e u'p _Of t/; _w2
intervals, perfect fifth and perfect fj:rurth, 1,0., ' 3f2x4(8= d
The difference between the two 1nterva’ls pancham;é&:;s
madhyama is a chatussruti interval or major tone, 3/2=

=9/8.
There are three ways of exprissing the values of notes:—

(1) 1In terms of vibrations per second ; For ex., the
frequency of the middle octive Sa =256 vibrations per second.

(2) In terms of ratios to the fundamental ; For ex.,
the value of antara gandhara=~#/4, Sa being equal to L.

(3) In terms of cents;ex., panchama= 702 oenFs
(In this calculation, the ostave is divided into 1,200 cyelic
cents),  The calculations hersin are worked out on

a logarithmic basis.
A study of musical intervals reveals the following:—

(1) If of two intervals making up an octave, ome
happens to be a consonant (samvadi) interval, its comp]e.-
mentary interval also is a consonant interval; thus the,
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panchama and suddha madbyama - the perfect fifth and
the perfect fourth (3/2 X 4/3=2) are both consonant intervals:

(2) If of two infervals making up an octavs one is a
dissonant (vivadi) interval, its complementary interval also
will be a dissonaut interval; thus snddba rishabba ( D flat )
and the kakali nishida ( B) %' Z=9are both digsonant
intervals. .

(8) If of two intervals making up sn octave ene is an
anuvadi interval, i.e, neither consonant nor dissonant, its
complementary interval will also be an anuvadi inferval; thug
antara gandhara (E) and suddha dhsaivata (A flat) 54 X8/6=29
are both anuvadi intervals.

The major chord of Buropean music is & triad wherein
the frequencies of the three notes bear the relationships 4:5: 6
ie. 1, 5/4 and 3/2, The minor chord of European musie is
o trisd whose notes bear the frequences !, 6/5 and 3/2.

The panchama or the perfect fifth itself is the arith-
4948

g 2

metical mean of the fundamental and its octnvo:l

The antara gandhira (B) is the arithmetical mean of
o

the notes, shadja and panchama l—g* =4, The chatusaruti

rishabha is the arithmetieal meanof the notes, shadja and

L]
antara gandhara 1 5 13

ScATLES

The 12 semitones used in an oectave are universally
known. With these 12 notes as the bagis, 72 heptatenie scales
have been evolved; 36 of these seales take ths suddha

9

madhyama or ¥ Natural and 36, the prati madhyama or I
sharp. The number 36 is the square of 6. Leaving aside
the graced utterances of notes in ragss, it may be pointed
out that the melodic individuality of a riga is established by
using in it notes of defined frequencies in relation to the
fundamental. Tf due to carelessness, a note of faulty piteh is
sung, that note will sound as an apasvara and give a rude
shock to the sensitive listener, The welodic entity of the
raga will be also affected by such careless singing.

All the 72 heptatonic seales mentioned above take the
perfect fifth. By substituting ¥ sharp for the perfect
fifth in the first 36 melas, the number 72 can be increased to
*108. All these are homogeneous geales in the sense that in
avery scale the notes faken by the arohana (ascent) oceur in
the avarohana (descent) as well. In the scheme of 144 (the
square of 12) scales, the first 72 comprise the present melas.
The next 36 consist of a suddha madhyama mela in the ascent
and its parallel prati madhyama mela in the descent. In the
next 26, it is the other way about—a prati madhyama mela
in the ascent and its parallel suddha maydhyams mela in the
descent. Tnthe scheme of 5,181 (square of 72), suddha--
misra melas, there are the 72 chakras or sections, comprising
72 soales each. In each section, the aseending scale i3 o
constant factor and the descending scale progressively varies
from the melas of serial numbers 1to 72, 1In the schewme of

*These extra 36 melas are known as the Vikrita Panchanma melas,
In Ehese melas, the purvanga and nttarenga notes recur in the same
order as in melas 1—36 but there is ne Panchsma, The suddha
madhyama and prati madhyama occur in both sscent and descent and
the prati madhiyama is intended te be sung with the letter po ie this
prati madhyama beeomes a Vikrita Panchama,
2
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guddha-misra melas comprising the 72 homogeneous melas
and the 5112 heterogeneous melas, the serial number of any
one of the present 72 melas is found by the formula,

72(n-1) + n

where n= the serial number of the melakarta in the
scheme of 72. The melodic minor scale of Furopean music
is a heterogeneous scale and its rank in the scheme of 5,184
suddha-misra melas is, 1604.

TRANSILIENT SCALS

In addition to the above heptatonic scales, Indian music
employs a large number of transilient scales. These seales
eschew a note or two in the ascent or descent or in both. The
total number of transilient scsles is 34,776. This number
colossal as it is, does not include the svarantara rigas which
take only 4 notes either in the ascent or descent or both
Nor does this number include the bhishinga régas and th;
vakra ragas. Thus the statement that the number of rigas
is ‘infinite’ is practically true.

The total number of svariantara rigas that is possible
is 92,160. Just as the possible shidava combinations are 6
and audava combinations are 15, the possible svaraniara
combinations are 20, The number 20 is got by deleting the
following notes:—

(1) ndp (6) dpg
(2) ndm (7)) dpr
(3) ndg (8) pmg
(4) ndr 9 pmr

(5 4d pm (10) mgr
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(11) npm (16) p g«
(12) npg (17) nmg
(13) np r (18) nmr
(14) dm g (19) dgr
(15 dmr (200 ng r
Svarintara - Sampurna ragas are ... 20
Sampurna - svarantara ,, . 20
Syardntara - shidava b Shiess L0
Shadava - svarantars ., o e 120
Svarantara - audava ol & e ekt
Audava - svar@ntara e e D
Qyarintara - svardntara ,, o ass 400
1,280

ince in each mels, all these combinations are possible,
the total number of svarintara types of ragas for the 72 melas
comes to 1,280 x72=92,160. This added to the 34,848
heptatonic and transilient soales (exclusive of the bhishanga
rigas and vakra rigas), will yield the number of riges as
1,27,008. (N.B.—About a fifth of this number of ragas
will be found to repeat in one or more melas). Two of the
well-known svarintara ragas are Navarasakannada and
Vivardhani. By using a formuls gimilar to that of the
Nashtoddhishta, given a number we can find out the form
of the drohana and avarchana and the janaka mela of the
rign represented by the number. Likewise given a raga oOr
a riga’s arohana and avarohana and janaka mela, we can find
out its serial number,
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(GRAPHS

The svara-graphs of rigas present an interesting study.
They not only define the contour of the ragas but also throw
light on the nature of their archana and avarohana,
heptatonic or transilient character,
charaeter, the vakra sva

their
their vakra or krama
rag, vakrintyn svaras and the oxtant
of vakratva, janta sviwras, dirgha svaras and kampita svaras

if any, the amsa svaras, nyiasa svaras (major nyisas and
minor nyaeas inclusive) and t

he notes on which one ean rest
and develop an alipans. The svarasthina graphs and the

srutisthane graphs' of rigas throw further light on the
frequencies of notes wsed in the riga. The svarasthina.
graphs also reveal if the lower and upper tetrachords are
symmetrieal or otherwise. (Also ses Chaptar vi of the Author's
book “Teaching of Musis”).

It will be of intorest to note that melas with pairs of
symmetrical tetrachords are six in number and they cceur in
the purva group, Their serial numbers happen to be in
the following serieg: —

1 = Kanakangi

1+7 = 8 Hanumatodi
14747 =15 Miyamilavagaula
1-THTHT =22 Kharaharapriya
1+74747+7 =29 Dhirasankarsbharana
14+ 747494747 =36 Chalanita

In all the suddhn madhyama melakartas, there ig the
nterval of a major tone hetween the terminal note of the
lower tetrachord and the initinl note of the upper tetrachord,
In the prati madhyama melakartas there is the interval of a
semitone between thi terminal note of the lower tetrachord
iand the initial note f the upper tetrachord,
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REYTHM

In the sphere of rhythm, the numbers 4 and 3 thth:
(rent part. Their sum represents the number 7 which is -
{:ot-\l number of svaras and the total number of princ‘;' :
t:'nl;as. The product of the numbers 4 ant} 3 iz twelve ;t;:e
is the number of svarasthinas or r;iemltones :)n n.uf s
and whose multiples are representizd in the number o

(72), talas (108) ete.

The 7 prineipal tilas admit of 35 varieties, onh:t?::z::
of the five varieties of laghu: trisra (8), Ttsh o
(4), khanda (5), misra (7) and 1sa13kirnn (9). . e .
aleo admits of another five varieties named i vzu i
simha laghu, varna laghu, vidya lag}n‘: and karnatz 8 e(:,m,
’t‘ileir time-values are 6, B.. 10, 1? nn;“:] kyrene:
respactively. This gives us another .35 talas. fc't e
45 or 70 talas again admits of 5 vmrie.tles on account o e
bheda, ie., division of each count into 3, 4, 5, 7, or
anits of time. This gives us in all 175 or 350 talas. .

In addition there arve:—

(1) The classical 108 tiillas making use of sllt hil;:
shadangas. The aforesaid 350 talas make use of only the
angas : anudrutam, drutam, and laghu.

(2) Talas like Sarabhannndanam employing most of
the shodasingas.

(3) The desadi, madbyadi, druvarupaka and the
chiipu talas,

(4) Tonumerable folk time-measures of mixed pattern,
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In the four varieties of. the chapu tala,
of the following series may be noted: —
1+3=38, Trisva chapu
24-3=5, Khanda chipu
3+4=7, Migsra ehdpy
4-+5=9, Sankirna chiapu
Note:~~In the migra chapu tala, the recurrence 3+4 is
the normal things but Byama Sastri hag composed many
pieces wherein the reversed scheme of 4 +3 is noticed,

Compositions like the sapta talg
interest

the existence

gita are of special
The length of the: composition herein is such, that

seven different people counting seven different talas and start-
ing to reckon simultaneously with the music, will be found to
finish with a whole number of avartas, There is the celebrat.
ed sapta tila gita, in Nata raga, beginning with the words
"Gana vidya dhurandhara ", The length of the composition
=30 avartas of Dhruva taly (chaturasra jati) or 490 akshara-
kilas. When the gita is sung once, it will be found that,

(1) the person reckoning Matya tala (ehaturasra jati)
" has completed counting 42 avartas.

(2) the person reckoning Rupaka tala (chaturasra jati) "

has completed counting 70 Avartas.

(3) the person reckoning Jhampa tala (misra jati)
has completed counting 42 avartas.

(4) the person reckoning Triputa tals (trisra jati)
hag completed counting 60 avartas,

(5) the person reckoning Ata tala (khanda jati) has
completed counting 30 avartas,

(6) the person reckoning Tka tala (chaturasra jati)
has completed counting 105 avartas,

15

Anuloma and Pratiloma expositions, when s:tta;np;:{];in::f
llavis whose avartas consist of an 0(‘1(? number of a =
© > ill prove very tough. A pallavi in sama tala consis
Fa]asf'“r}} 2::1:“&1;5.133 for an avarta has to Lla compressfied
m?i zung tothe duration of 64 and 3} aksharakilas respective
an

ly in the anuloma stage.

The players of tala vadyas stlloul.d b.a clever Spj(i::algoz
leulation. When confronted with intricate pa.. .a. :
i als, they should be able to start their crowning
e pr'mmp(tirl:uﬁnas) from the correct fractional point in the
?Onftl:msl:lt}fmt they will be able to finish correctly and lead the

avar

prineipal in singing the pellavi.

A purely melodie system of musie like the o.r:e. :nm\];:ig;sls
in India affords scope for the development of certai Bojru -
ots which are either unknown to other systems t
e tain the requisite atmosphere for the developmen
z; {:Ecllzozocr:}czpts The concept of tila dasa pr%:na; 01; lh:mt:;:
i ime is an instance in point. To ta
Hleﬂlmnttliafmlzzs 1::' lpi:!.l;;::,aall the possible types .of perajnu.t&-
:'he . d combinations both of the finite and inﬁ:{lte varletfss
e 1 cott sted here. There are the prastaras pertain-
F‘”i bl:j:r: :;!a.. mela and tala. Some of the'am thoug.h not
:a.;gin:'aureat flrom the point of view of practma;lh :n:zl:j:;?j
nevertheless contributions to pure knowla?ga;nﬂ B
The prastaras have in each case been c asiu' e ,i SR
worked out in full detail, Kha.nda. prastmab's gtions o
the possible number of permutations and e:om ui: g
definite number; whereas Akhanda prastara sig
the number is practically limitless.
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The prastaras are developed according to & plan. Angas
that recur should be of a progressively diminishing magnitude,
This plan enables one (o determine the nature and structure
of a phrase, if its serial number is given and to determine its
serial number if the phrase is given,

The svara prastiras are a finite number:

The possible combinations with 2 notes are ounly ... 2

“ 3 i

" 4 - e 24
" 5 B e 120
" 6 5 we 720
" 7 o «ae 5,040

The 5,040 svara phrases are of the sampurna pattern and
the rest of the asampurna pattern,

In the sphere of rhythm, there are :

(1) the chaturanga prastara, employing the 4 angas:
laghu, guru, plutam and Kakapadam,

(2) the shadasnga Drastara, employing all the six
angas; i.e. the anudrutam and drutam in addi
tion to the above four,

(3) the shodusinga prastira, employing all the 16
angas from the anudrutam to the Kakapidam,
The total number of prastaras herein will run
to some millions,

Graphical representation of these prastiras result in
interesting geometrical figures.
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1n mrittam or pure dance, the varied aspects of rh.ythr{ll
involving ealeulations of a complicated nature find fu

application.

In musie the numbers 4 and 3 and their sum (7) and
product (12) and squares 16 and 9 play a very large part.

MUSICAL INSTRUMENTS

The shape and construction of raauuators' of muu!cﬁl
instruments offer a faseinating study from the pomt' of} V{e:i
of plane geometry and solid geometry. The hemi s.p 1?1'1::1
vesonator of the vina, the bucket-ghaped res'onntm o - gi
svarabat, the cylindrical resonator of the pambai, the Blllﬁj loa{.
mouth-hole of the European flute, the convex-shaped belly (.)
the tamburs, the octagonal-shaped rason.nto:' of some ra;a
tamburas, the conical drums, the uom?n! bore ofd tha_
nigasvaram, the eylindrical bore of the Indian ﬂu.t‘e an ; e
trapezoid resonafor of the svammnndnlx_& offer mtarastl.n[,i
study. The horn plectrum used for. playing plucked .1115 n:]
ments is of the shape of an isosceles or equilater

triangle.

The parallel strings of the harp and the piano, the
parallel frets of the svarabat, the parallel luhes- 0{ the organ
and the pan-pipes, the straight frels of tha. vinda 'contrasted
with the curved frets of the sitar, the aerqu of 1nterf;pnces
between the 24 freis of the vind presenting a series of
rectangles of progressively diminishing er&atFl from the
region of the neck to the belly, all deserve notice. ‘Iu the
vind, the length of the dandi or stem bears to the circum-

ference of the resonator a definite ratio.
3
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Again the cylindricil resonstor of the tuntina and the
guitar, the ecylindrieal frame of the kanjira, the barrel=
ghaped resonator of the mridanga, the mortar-shaped reso-
nator of the timila, tke concentric rings of skin on
the right face of the mridanga, the various figures
into which particles of sand strewn on drum-heads of the
panchsmukha vadyam amrange themselves for particular
strokes, the straight slick and the bent stick used in playing
drums, the disc of the drum suryapirai, contrasted with the
dise with a chord portion cut off in the drum chandrapirai,
the ‘kuzhi talam—figranic  (tinkling basin cymhals),
representing a section of a hollow sphere, the villadi vadyam
representing the chord of a big cirele and the arched bow of
the primitive ravanastran deserve attention, The acnte angle
between the siring and the stem of the tuntina, the acute angle
between the resonator ani the arm of the ancient yazh (wrp),

the obtuse angle formed between the face of the performer
and the flute, while in the act of playing and the horizontal
and perpendicular pegs of the tambura are worthy of note,

The circular shape of the semakkalam (gong) and
gramophone records, the hollow oval shaped rings of the pujari
kai-silsmbu, the semi-cireular construction of the auditorium
of an opera house and the rectangular shape of concert hallg
are also worthy of notice

When asked to perform solo displays for tilas in
inconvenient tempos, the mridangam players will be found
cleverly to retard or accelerate the tempo till they reach the
point of easy negotiability. The poor singer or the prineipal
performer will be helpless on such occasions and he will be
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obliged to fall in line with the tempo of his rhythmic accom-
paniment,

In the mridanga, chendan and other two-faced drums,
the pitch of the two heads will be either identical or will bear
the ratio : 1 : 2 or 2:3.

In some brass wind instruments, some of the notes are
produced by artificially inereasing and decreasing the length
of the air.column, ie, by moving up or down the slidiag
tube. The speaking length of the air-column is also regulat.
ed in some wind instruments by manipulating keys. In either
case, the length of the air column resulting after the increase
or decrease will be found to eonform to definite ratios.

A sound that is generated proceeds in expanding spheri-
cal waves. The kampita gamaka is an oscillation of piteh
between & maximum and a minimum limit, The ekkalam
when blown presents an interesting example of a tone pro-
gressing along two dimensions, pitch and intensity, simul.
taneously.

The graphieal representation of gopucheha yati,
srotovaha yati, damaru yati, mridanga yati, and vishama
vati will present interesting geometrieal figures. ‘When on
the face of a mridanga, flour or fine particles of sand are
strewn and different types of rhythmic strokes played, the
particles will be found to rearrsnge themselves into interest-
ing patterns of figures. Schladnis figures furnish & parallel
to this

MNEMONICS

Tn coining the nomenclatures for melas, chakras, svaras,
srutis and talas, full use has been made of the katapayadi
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formula and the bhuta sankhya. The application of these
mnemounieal devices is seen in many other Indian arts and
sciences, The necessity for katapayidi prefizes to mela
names arose only aftor the sclieme of 72 melas was enunci-
ated. Names for un-named melas conforming tc the katapa-
yadi formula were likewise coined after the scheme of
72 melag was worked out.

GENERAT

The numbers & and 9 also play a large part in the sphere
of musie. Group kritis like Pancharatnes and Navaratna
milikas consist of 5 and 9 compositions respectively. The
frequently nsed rhythmic phrase t1 dhin gi na tom consists of
i rhythmie syllables. The stringed instruments of Europe of
the violin variety are tuned in fifths. In India, the stringed
instruments are tuned in fifths and fourths.

The comma of Didymus or the small interval 81/80
(pramana sruti) was known even in the days of Bharata (4th
cenfury B. C.), This was the interval that separated the
frequencies of the reduced panchams string of the ma grama
vina and the perfect panchama string of the sa grama vina
The Greek limma is the plirna sruti interval, 256/243. The
Pythngorean seale is represented by the notes used in the
avarohana of the Devagindhari riga.

The major fone (9/8) is the interval between the 8th and
the 9th harmonie and the minor tone, the interval between
the 9th and the 10th harmonic. Notes with frequencies of

septimal ratios 7/6, 7/5 and 7/4 ave possibly met with in
20me I‘ﬂ.gﬂ.s.

21

A melody hag one dimension whereas a harmonised
melody has two dimensions, Melodie musie is therafo.ra
styled horizontal music and harmonte music vertical music.
Yuch coneepts in Buropean music as parallel octaves .anc]
parallel fifths, and the movements of parts in parallel, oblique
and contrary motions deserve attention. The infinitessimal
concept of time is seenin theterm Kshanam in the tila dasa

pranas.

Problems involving a lot of mathematieal thinking are
also posgible in music. Two such gpecimen problems are

given below :—

1. Singsrgmpdns$-$ ndp mgr g only once,
at the same time covering all the four degrees of speed in
succession, Indieate the manner of singing in notation.

9. Assuming that ten vidvans are drafted to count ten
different tilas, suggest the name of a song which one ean sing
and ywherein one can find at the conclusion that all the
vidvans had finished counting & whole number of avartas
Name the ten talas that you would assign to them and point
ot the total number of dvartas, that ench would have reckoned
at the end. Point out also the number of times that the initial
beats of the talas of all the ten vidvans would have synchronis-
ed. (A pallavi may be suggested in the place of a song and
in this case the pallavi may be given in notation and the
total number of avartas covered by the sangatis, niraval,
anuloma and pratiloma and kalpana svaras may he indicated
separately). ‘



CHAPTER I

EARLY EXPERIMENTS IN MUSIC

Much of the knowledge that we owe at present regarding
the nature of seales and srutis (quarter-tones) is due to the
experiments in musie earried out by scholars in ancient and
medieval times. These experiments performed with great
care and aceuracy led them to perceive the heauties of the
scale of just intonation and the frequencies of subtle srutis.
The early perception of the highly concordant notes,
panchama (3/2 or 702 cents) and madhyama (4/3 or 498 cents),
led them to work out the cycles of fifths and fourths to their
logical conclusions. Although the cyele of fourths is implied
in the cycle of fifths, the fourth (Suddha Madhyama) being
an inverted fifth (Panchama) from sa, still it was found
useful to work out the series of fourths as well. The
knowledge of the 22 srutis was obtained by working out
these two eycles. The scale of equsl temperament, which
became & necessity in Hurope on account of the exigencies of
harmony, was unknown in India.

Cycle of fifths or Spiral of fifths means & series of
fifths or panchama svaras. (The panchamsa svara is the
third harmonie note and next to the octave is the most eonso-
nant interval) Tn this process, the fifth of each note of
the cycle is taken as the tonic note and its panchama deter-
mined; the relation of the new panchama to the original
tonie note, shadja is determined. For instance, with the
middle octave shadja as the starting note, we find its fifth is
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the panchama of the same octave, frequency 3/2, Taking
this panchama as shadja, its fifthis found to be 38/2 X 3/2
=0/4 or the Chatussruli rishabha of the tara sthiyi, The
fifth or' panchuma of this note is found to be 9/4 X 3/2=27/8
or Chatussruti dhaivata of the tara sthayi. The fifth or
panchama of this note is found to he 27/8 X 3/2=81/16 or the
Chyuta madhyames gandhara of the ati fara sthayi and so on-
The proecess was continued till the 12th eyele in each ease
when it was found that the 12th note of the cycle in one case
and the 11th and 12th notes of the eycle in the other were
higher or lower than shadja or panchama by the smal]
interval of a comma or pramina sruti. These notes
were igmored as not being of practical importance and the
remaining 22 notes were retained and these are the 22 srutis
of the ancient Indian seale. The further notes obtained in
the twa eyeles were only of academie interest, since all the
notes, limportant from the point of view of practiesl musie,
were already obtained.

In the accompanying table, all the notes marked on the
right of the thick central line, belong to the eycle of fifths
and those marked on the left, to the cycle of fourths, The
roman numerals indieate the order in which the several notes
oceur in the oycles of fifths or fourths. All compound
intervals arrived at in working out this process are reduced
to the 1niddle octave for the purpose of easy comparison, the
precise octave of the note, however, being indicated in notation
sgalnst each note, In the scale of equal temperament, the
octave is divided into 1200 equal parts or eyclic cents and
each semitone comprises 100 cents, The illustration visually
shows the points of difference in the frequencies of the notes
belonging to the scales of just intonation and equal tempera-
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ment. Sinee none of the notes of the secale of equal
temperament are used in Indian music, the unsuitability of
the harmonium and other fixed-toned instruments (tuned to
the scale of equal temnperament), for playing correet Indian
music is obvious. The limitations of the uncultivated
human ear being what they ave, it istoo much to expect the
average person to perceive the refined distinctions in the
frequencies of the notes belonging to the two scales, but
nevertheless these distinetions are solid and aesthetic facts.

Most of the conclusions arrived at by ancient scholars
can be proved by modern methods. The beauty and
symmetry underlying the scale of 22 srutis is clear from the
illustration. There are the ten pairs of notes and these with
the sa and pa give the 22 srutis of the Indian musical scale.
The two notes constituting each pair are found to be uniform-
ly separated by the intervel of a comma or pramana sruti.
The interval of a comma though small, is still recognisable
by the trained ear. Of the ten sets of twin notes, the note of
the lower piteh belongs to the cycle of fourths and the note
of the higher pitoh to the eycle of fifths and this is naturally
%o, since ma is a note less in pitch compared to pa. At the
gixth stage of each cyele, a small but negligible correction of
9 eents is introduced to facilitate easy ealeunlation. Tn the
cyele of fifths, two cents are subtracted and in the cyele of
fourths, two cents are added. All these delicate srutis ave
the pride and glory of Indian music and are carefully treasur-
ed up in the compositions of great composers.
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Two other methods of determining the mnotes

oecurring in the cycles of fifths and fourths are given
below :—

1. Cents method!. Take madhyashadja as equal to O. Ifs
Panchama will be equal to 702 cents. The Panchama of this
Panchama is got by adding 702 to 7092. The result is 1404 and
this is a compound interval or a note in the tara sthiyi. By
gubtracting from this 1200, the total number of eents for an

octave, we get 204 which is the value of the note in the madhya

- gthayi. This is the chatussruti rishabha. By adding 702 to
- it, we get 906 cents which is the frequency of the ohatussruti

dhaivata and soon.

For the ecycle of fourths, add 498 in each case and
proceed as mentioned nbove.

2 Arithmetical method, The octave consists of
_ éﬂ srutis. The panchama has 13 srulis and suddha

madhyama 9 (13+9=22). Take madhya shadja as equal to O.
Tts psnchama is the 13th sruti. The panchama of this
panchama is got by adding 13 to it. The result is 26 and
this is & compound interval or a note in the higher octave.
By subtracting 22 from it (the total number of srutis inan
ootave) we get 4 which is the value of the note in the madhya
sthayi. = This is the chatussruti rishabha, By adding 13 to
it, we get the value 17 which is the sruti value of the

chatussruti dhaivata and so on.

For the cyele of fourths add 9 srutis in each case and
proceed 88 mentioned above,

7

The Tables on pp 28-29 give the values of the notes Of
the cyeles of fifths and fourths wiorked out in the above two
methods. Corresponding to a reluction of 2 cents in the
sixth eycle in the eycle of fifths, a reduction of one sruti is
made in the arithmetical method; likewise an addition of one
sruti is made, corresponding to an addition of 2 cents in the
sixth eyele inthe cyele of fourths. The reasons for this
subtraction and addition have alrendy been explained on p. 24.



CYCLE OF FIFTHS

No. of

he cyele Basie note Resulting note Value in cents Value in sruti number
1 sa pa 702 13
2 pa chatussruti ri 702-+702=1404-1200=204 13+13=26—-22=4
3 chatussruti r¢ chatussrnti dha 204+ 702=906 44 13=17
4 chatussruti dha  chyuta madhyama ga 906+702=1608-1200= 17+13=30-2=28
408
5 chyutamadhyama ga chyuta shadja n:  408+702=1110 e
6 chyuta shadja ni chyuta pa 1110+702=1812—-1200= 21+13=34—22=120r 11
612 or 610
7 chyuta pa suddha r¢ 610+ 702=1312-1200= 11-+-183=924—22=2
112
8 suddha ri suddha dha 112+ 702=814 2+13=15
9 suddha dha sadhirans ga 814+702=1516-1200= 15+13=28—22=6
316
10 sadharana ga Kaisiki ni 316+702=1018 64+13=19
11 Kaisiki ni Begada ma 10184-702=1720—-1200= 19-+13=32-92=10
520
12 Begada ma Pramina sruti 5204-702=1222—-1200=22 10+13=23-22=1
above sa and not
used

CYCLE OF FOURTHS

thb:oa;;:la ‘Basic note Resulting note ‘Value in cents Value in sruti number
1 sa suddha ma 498 9
2 suddha ma ‘Bhairavi nt -498--498 =996 94-9=18
3 ‘Bhairavi ni Bhairavi ga 096+ 498=1494-1200=294 '184+9=87-32=5
4 ‘Bhairavi ga Ekasruti dha 994 +498=792 o+9=14
5 Bkasruti dha Ekasruti #: or Gaula 792+498=1290 - 1200=90 "14-+9=23-22=1
i
6 Gaula 7t Prati ma 90+ 498 =588 or 590 1+9=10 or'kl
7 Prail ma ammis e £00-4+-498=1088 11+9=20
8 Kakali ni Antara ga *10884-498= 1586 — 19@886 204-9=29 -22="17
9 Antara ga Trisruti'dha '386-+-498=884 7+9=16
10 Mrisruti dha Trisruti ri “884-+498=1882-1200=182 16+9=25—~922=3
11 Trisdtire Praminasriti below 1824498==680 3+9=12
pa’and not used
12 Pramans sruti below Pramina‘srdti ‘below 1680 +:498=1178 12+9=21

‘pa ‘#a &nd' noét used
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EXPERIMENTAL VINAS

The Vina was not only used as a concert instrument from
ear_f;;' times, but was also used for studying and verifying the
various musical laws and phenomena, Both the harp type
and the lute type of vinashave been in existence from the
vedic times.. The emergence of the fretted vina with its
immense possibilitigs for playing subtlegamakas, naturally
foroed the harp type-of vina into oblivion.

. A gtudy of the notes obtained in the eycles of fifths and
fourths onabled the ancient scholars toperceive the different
musjcal intervals. They were already familiar with the
chatussititi interval (/8 or 204 cents), trisruti interval (10/9
or 182 ﬂépts) and the dyistuti interyal (16/15 or 112 cents)
in fha s grama. The ma grama helped them to appreoiate
the mgerval of a pramana sruti, 22 cents. When the notes of
the cwlss of fifths and fourths, worked up to the 12th eyele
in each C28¢, were réduced to one octave and studied, it was
Emll‘ld that there were 13 twiné of notes, inclusive of the
ectxwe shadja, the notes canstituting each twin being separated
by the (nterval of & pramana sruti (comma 81/80 or 22 cents).
Tt \was #180 noticed that in each twin, the lower note helonged
to the evele of fourths and the higher note to the cyele of
fifths, The same study helped them to realise that in addition
to the pramana sruti, there were tio other types of ekasruti
mt.ervah 25;’24 or 70 eents and 256/243 or 90 cents.

T his-‘ Nr‘itya Sastra (4th cent. B.0.) Bharata has
guggested an interesting experiment to get a clear grasp of
these {hree types of ekasruti intervals, These three types of
akﬁsru,i_,interv_ale a.re_jp the increasing order of magnitude
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respectively termed the pramina, njina- and pAraacsruty
intervals or the srutis of mwinimum, medmm and muxl;mzm
values, ‘ L8 d b oedy Dae

Two vinas which were exactly identical in Ell"i'as'pedtg.
including the timbre of their notes were chosén ‘and tatred “to
the sieale of sa grama. That is, the seven -atl ings of each vina

wera tuned to the notes of the following frequencles — o

8 r g o, et oen el --'.I_{--F.-!a
1 10/9 32/27 43 3/2 5/3 16/9

_ These two seven- atunged vinas were of thu 'h‘a.rp type
and were played on open strings. Fig. 1(p 84) showB "\nsuaﬁ?
the identical piteh to which the seven stiings of the two vinas
wereytuned., Of the two vinas, the pltéh of one "was® kblﬁ
constant and this was called the Dhrtrva vina or the Aehola
vina, This stationary yina(A)was used for réference. THS other
vina called the chala vind (B) was subjectedfo progrefsive
reductions in pitch in four successive stages. At each stage,
the reduction effected was by an interval of “one ‘sruti.
Although the phrase ‘reduction by an interval of one’ sruh"
might lead to the inference that the reduction eﬁected’ ih each
case was equal, still the phrase added by Bharata at the eh&
of esich stage, that such and such a note of the Ohala_ﬂna will
now be equal to such and such a note of the Dhruva’ '%“fl}&’.
conelusively proves that the reduction in pitch, effected “at
each stage, though within the limits of &n ekasruti' fhterrval
is still not the same. ' R

4

Now to the experiment deseribed by maata _ ﬁ:“‘“

Stoge t " Letthe pa string of the ehala vina be r@&nc]pﬂ
by one sruti, The seile of the chals vina will. now be that.ef
ma grama’, Tl
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Thé f¥éguency of this reduced panchama is only 40/27 or
680 genits and not any other pitch, since between this Tnote
and the dhaivata above there was a chatussruti interval,
The Panchama string was thus reduced by an interval of a
eomma or & pramana sruti.

Now convert this cale of this chala vina into one of
sa grama, by lowering the pitches of the remaining six
string8 by the 'same interval of a praména sruti,

The strings were reduced in piteh by slightly decreasing
the tension f.c., by loosening the strings to the rec';ni_reﬁ
extent. Both the vinas became now sa grama vinas, but the
tonio note of the chala vina was & comma lower 'd'dﬁfrii.
compared to the pitch of the achala vina. Fig 2 clearly s'bow.s
how each string of the chala vina is a pramana sruti lower
than that of the corresponding string of the dhruva vina.

Stage 2. 'Reduce the panchama of _tlie chala vina iigh'fn
by one sruti and nfterwuds reduce the other six stringa also
by the same interval. The gandhira and nishiida of the chala
vina will now be found to coincide in pitch with the rishabha
and dhaivata of the achala vina’ (Fig 8). This means that the
extent of the reduetion was such as to make this coincidende
of notes possible. The sum total of the reduction made in the
two stages is thus equal to an interval of a diatonie semitone,
16/150r 112 cents. Since the first reduction was by an
interval of a comma, it is evident that the reduction in efage
2 was by an {ntérval of & plirnk sruti 256/243 or 90 cents, Tt
5 '81eRt]y 'séon ‘that each string of the chala vina is a piirna
‘dviirati ihiterval below the sorrésponding string of the dhruva

vina.
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Stage 3. ‘Reduce the panchama of the chala vina again
by one sruti and follow this up by reducing the pitch of the
other six strings similarly. The dhaivata and rishabha of
the chala vina will now be found to coincide with the
panchama and shadja of the dhruva vina.' (Fig 4). This
means that the extent of the reduction was such as to make -
this coincidence possible. The sum total of the reduction
made inall the three stages was equal to an interval of a
minor tone, 10/9 or 182 cents. Since the total reduction
made st the end of the second stage was a diatonic semitone
it follows that the reduction made in the third stage was by
an interval of a nyfina sruti, 25/24, or 70 cents. It is thus
seen that the pitch of each string of the chala vina is now
less than that of the corresponding string of the dhruva

vina by the interval of a trisruti,

Stage 4, ' Reduce the panchama of the chala vina again
by one sruti and ecarry out this process for the other six
strings as well. Tt will now be found that the pa, ma and sa
of the chala vina coincide with the ma, ga and ni of the
achala vina.’ (Fig 5). It is clear that the reduction effected
in this last case is by a pramana sruti, since the notes of the
pairs: pa and ma; ma and ga;end sa and nt have between
them a chatussruti interval. We thus find that the pitch of
each string of the chala vina is less than that of the dhrava
vina by a major tone, 9/8 or 204 cents,

Thus the effective reduction in piteh made in,

Stage 1 WAas 4 pramana sruti 81/80

Stage 2 " piirna sruti 256/243

Stage 3 “ nyiins sruti 95/24
praména sruti 81/80

Staige 4 b
]
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In other words, the reduction hag been respectively by
the intervals of a minimum sruti, meximum sruti, medium
gruti and minimum sruti. In terms of the shadja of the
dhruva vina, the frequencies of the panchama string of the
chala vina at the four respective stages were: 40/27, 45/33,
27/20 (the frequeney of Begada madhyama), and 4/3. Tt
should be remembered that the seale of the chala vina at the
conelusion of each change of pitch of the seven strings was
one of sa grama, the value of the adhara shadja progressively
decreasing in each case.

One interesting point in Bharata's experiment is, he asks
us to start the reduction in each case with the panchama string.
As a practical musician, he knew and fully realised the value
of initiating the change from the string which gave the strong
opnsonant note.

The object of Bharata in devising this experiment was:—

1. To demonstrate the three types of ekasruti intervals
that oceurred in the Indian musical scale.

9. To familiarize musicians with the idea of inversion
of intervals. Thus the Begada madhyama is an inverted
miinor tone from the panchama,

8. To impress the distlnetion between absolute piteh and
relative pitch.

4, To illustrate the 22 srutis.

It is useful to remember that in ancient times all musieal
instruments were tuned to absolute pitch as is the ease with
European musical instruments even now and the middle octave
ghadja was a note of a precise frequency just like the inter-
nntional philharmonie pitch.
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With the emergence of the concept of adhara shadja in
the post-Bharata period, all ragas came to be sung to a common
tonic note. Again the emergence of the concept of shadja and
panchama as avikrta® svaras made the pramana sruti intervals
around these two notes fade into insignificance. The note of
frequency 40/27 so prominent in the ma yrama fell into
desuetude along with the ma grama and gradually gave way
to the note 64/45 which came to be called by various names
¢ kaisiki panchama, mrdu panchama and varali madhyama.

Bharata in his experiment missed the note 64/45
because he was proceeding downwards from panchama. If he
had proceeded upwards from suddha ma, he would have hit
upon the note 64/45. He adopted the downward course since
he wanted in the first instance to illustrate practically the
ma grama and hence the note 40/27 had to be touched. The
other notes got in successive reductions were only 45/32,
27/20 and 4/3. This is clear from the rider which he has
given at each stage i.e. that such and such note of the chala
vina eoineides with such and such a note of the dhruva vina,

This experiment can even now be performed with the
instrument Grama Mirchhana Pradarsini devised by the
author and Bharata’s conclusions verified. Those who perform
this experiment will incidentally get training in the reduction
of piteh by such delicaie intervals as pramana, nyfinaand
plirna srutis. 1

CHAPTER 1l

SURVIVAL OF THE USEFUL AND THE
BEAUTIFUL IN THE REALM OF MUSIC

Just as in biology we have the theory of the ‘survival
of the fittest’, we may enunciate the following theories for
musie— the ‘surwival of the useful’ in the domain of theory
and the ‘survival of the beautiful' in the domain of practieal
musie. As one reads through the history of Indian musie
carefully and analyses the contents of the various works
written during the last two thousand years, and examines the
programmes given by musicians in the courts in the past,
one realises the truth of these two statements. Inthe domain
of musicology, only those theories and concepts which were
logieal and useful and appealed to the musical sense have
survived. All the rest have become things of the past. Such
obsolete concepts and theories are now of mere academic
interest. Likewise in the sphere of lakshya or practical
musie, posterity has cared to remember only the beputiful
compogitions, We still remember and sing with reverence
the Ashtapadis of Jayadeva because of their inherent beauty.
There were a number of composers in the medieval period
after Jayadeva, but their compositions have been forgotten
totally or at best only some of them are remembered and
gung. The numerous types of Prabandhas mentioned in the
Brhaddesi, Sangita Ratnakaraand later works have all sunk
into oblivion. The brilliant padas and kritis of the
compogers of the modern period came like an avalanche and
swept overboard all those compositions whose claims to
musical permanence were of a doubtful character. The com-
positions of Tyagarija and other classical composers are
destined to live till eternity because of the inherent beauty
in them,
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The emergence of the janaka-janya system of raga
clagsification, a system which is both logical and seientifie,
made all other earlier systems of raga classification pale into
insignificance. Theve is nothing in the earlier systems of
classification which is not covered, absorbed or implied in
the all-embracing janaka-janya system. The enunciation of
the scheme of 72 melas served to elarify, regularise and
crystallise some of the earlier nebulous ideas. The grama-
miirchhana-jiti system, the suddha - chhayilaga-samkirna
gystem, the raga-ragini-parivira system, the classification
into purusha, stri and napumsaka ragas, duti ragas, dasa ragas
and disi ragas and Parsvadeva’s classification into riginga
sampiirna, raganga shadava, riginga andava ete., the classifi-

cation into pan (=) and tiram (Fpid) and all other earlier

gystems of riga classification are now of only academie
interest. Ragas have been there although they attained their
full stature and form later in the hands of geniuses like
Tyagaraja. The janaka-janya system also paved the way
fm:: the creation of new rigas.

It is also true that a more logical and ecomprehensive
coneept supersedes an earlier illogiecal or imperfect concept.
The later coneept, that & mela should have a krama-sampiirna
arohana and avarohana, if it is to maintain its significance
ag a generator of rigas, was found logical and came to be
readily accepted. Thus the earlier asamplirna melas gave
way to the later samplirna melas. The absurdity of elevating
a janya raga to the status of a mela and making it the parent
(janaka) scale for another janya raga of an equal status was

realiged and the scheme of 72 sampurna-sampurna scales was,

readily aceepted  This scheme of 72 scales is not only of
logieal interest but also of interest from the point of view of
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world musie, since the 12 notes of the gamut are known and
universally used in all the civilised systems of musie.

When the word ‘raga’ with its fuller melodic connotation
and significance came into use in the post-Bharata peried,
the earlier word ‘jati’ naturally lost all importance.

The absurdity of calling the rishabha and dhaivata of
the Sankarabharana riga as panchasruti ri and panchasruti
dha by some scholars of the 16th and 17th centuries hecame
patent, With the emergence of the correct and self-
explanatory names, chafussruti 7 and chatussruti dha, the
above lterms were given a go-hy. It is & matter for pity that
some geholaxrs, innocent of practical musie, should go to the
length of literally interpreting the terms panchasruti »7 and
panchasruti dha and conclude that Sanksrabbarana (one of
the old and most wellknown ragas) took the notes of frequen.
cies, 32/27 and 16/9 (actually Bhairavi ga and ni), in the
place of the notes 9/8 and 27/16.

" Ugeless concepts like the clascifieation of ragas into
uttams, madhysma and adhams, enunciated by Ramamatya
and endorsed by Somanatha have naturally fallen into
desuetiide. ;

The utility of the katapayadi formula, the bhuta
sankhya, the reference to the tila angas, drutam, laghu,
guru and plutam by their initial consonants, da, la, ga and
pa, the representation of the varieties of a note by resorting
to the wowel change in its solfa name, have been recognised.
Such minemonies are good aids to memory. How eleverly
these dlevices have been employed, will be clear to any one
who peruses the nomenclatures for the 72 melas, 12 ehakras,
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24 srutis (as given in the Sangita Sara Sangmham&aﬁ
talas (pika-vati nomenclature) and the slokas for the 108

talas.

The present meaning associated with the term bhﬂ.shingq
riga is of recent origin., Ragas which took foreign notes h d i
distinetive individualities of their own and musical recogni-
tion had to be given to them. The term bhashanga rags
came in hand for the purpose and was used to signify such
rigas. The earlier meaning of the term bhishinga
was somewhat different. '

A concept which was once useful, might in the light q
the subsequent development of the art become archaie or
useless. The concepts of graha svara and kriyanga raga
are instances in point. In ancient music i.e., in the harp
age, the term graha svara meant the note on which the
miirchhana or the jati commenced. Tt should be remembered
that in ancient music, the idea of the fundamental or the
ddbara shadja was unknown. The harp was tuned to
absolute pitch and to a fundamental seale, in three octaves.
The other gcales were performed by the shift of the tonio
note to the appropriate string. With the emergence of ths
concept of adhara shadja, all the rigas and melodies in them
oame to be performed to one tonic note. Vainly did the
authors of the lakshana gitas of the post-medieval period ecling
to this term. They said that shadja was the graha svara for
many ragas. In a few cases the mention of the name of the
graha svara gave the clue to the most apt note on whieh
melodies can commence in that raga. Thus the mention of
nt by some and dha by others as the graha svara for Bhairavi
coincides with the fact that manycompositions in Bhairavi
commence on ni and some on dha, But we cannot ignore
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the fact that a good number of important pieces in Bhairavi
also begin on 7i (Raksha bettare of Tyagaraja, Ni padamule
of Pstnam Subrahmanya Iyer and Tka nannu brova of Pallavi
geshayyar). All the other items mentioned under the trayo.
dasa lakshanas for jatis have been incorporated in the later
details relating to the study of the lakshana of ragas.

The term kriyinga riga has now lost all significance,
The confused meanings given for this term by scholars
during the medieval period only prove their anxiety to give
gome intelligible meaning to it. Any way, the fact remains,
that the present study of the lakshana of a riga is very
comprehensive and includes within it every aspect of the
raga, expressly or impliedly given expression to, by earlier
musicologists.

In South Indian music at present, the term suddha svara,
refers to the lowest-pitched variety of a note. Thus of the
varieties of 7, ga, ma, dha and n¢ (sa and pa being fixed
notes and not admitting of varieties), the lowest pitched
variety in each case is termed the suddha svara. Thus
Kanakingi which takes all suddha svaras, is the suddha scale
of South Indian musie. This concept of a suddha svara which
is entirely different from the ancient concept was found
logical and accepted by scholars of the post-medieval period.

Gindhira grima

Although the Gr&ima-Mirchhana-Jati system is now
obsolete and is absorbed in the same or slightly modified
form in the Iater comprehensive janaka-janya system, still
let us not forget the fact that it is this antiquated system that-

proves beyond doubt that India had an accurate tone-system
G
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in the distant past. It also proves that the early musicologists
of India knew :

(1) the method of deriving scales by the process of
modal shift of {onie;

(2) the cycle of fifths (which includes within it the
cycle of fourths as well—the fourth being an
under fifth) :

(3) the consonant and dissonant intervals ;
(4) the values of the different musical intervals ; and

(5) the heptatonic and transilient scales,

The experiments described with the Dhruva vina and the
Chala vina prove conclusively that the ancients had a precise
knowledge of such subtle intervals as 256/248 (piirna sruh),
25/24 (nylna sruti) and 81/80 (prarqna sruti), not to speak of
the larger intervals like 16/15, 10/9 and 9/8. ‘

Gramas were heptatonic scales with notes of definite -
frequencies. They were the earliest known scales and were
analogous to the present-day melas. The interpretation
grama meant a collection of all the notes used in a scale is
later one and was given when, with the emergence of the
concept of raga and riga classification, the term ceased to bs
of any significance, '

Of the shadja, madhyama and gandhara gramas mentioned
in early literature, the gindhara grama seems to be the earliest,
1t is referred to in the Mahabharata and in some Puranas. It
became obsolete by the time of Bharata and Dattila. Bharata:
refers only to the sa grima and ma grama. Néiradi stksha
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rofers to the gindhara grama and this fact makes us conelude
that this small work must have been w ritten before the Natya
Sastra.

It is a pity that faulty interpretation of the ancient texts
had led some scholars to opine that sa griama signified singing
with shadja as sruti or the tonie note; ma grama with
madhyama &s the tonie note (i.e. singing in madhyama sruti),
and ga grama with gandhara as the tonic note. Tiqually
wrong is the interpretation that sa grama signified miurehh-
ands in the mandra sthayi (lower octave), ma grama sigrified
miirchhands in the madhya sthiyi (middle octave), and ga
grama signified mlrchhanas in the tara sthiyi (higher octave).
Although there is & unanimity of opinion with regard to the
values of the notes of the sa and ma gramas, there has been
a confusion with regard to the values of the notes of the ga
grama. The three grimas had their respective deities :
Braohma, Vishnu and Mahesvara, The basic mirechhana in
each case was the one that started from the svara nama of
the grima. Thus in sa grima it was utfaramandra which
started from sa ; in ma grima it was sauviri which started
from ma: and in ga grama it was nanda which started from
ga. Amongst the later works which mention the three
grimag, may be mentioned the Chaturdandi prakasika and
the Swvardrnava, the work to which Tyagarfja had
access, '

It may incidentally be mentioned that the word grama
geems to be the original of the word gamut in the Hnglish
language. Gamut is gamma ut (ut is doh or shadja)=gamma
S8 Or sa gramag.

All the three grimas were heptatonic scales and took the
notes which oceurred in the eyele of fifths.
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The frequencies of the notes that figured in the three
gramas were as follows :

8 7! q m p d n
Sa grima 1 10/9 392/27 4/3 3/2 5/8 '16/9
(182) (294) (498) (702) (884) (996)

Mg grama 1 10/9 32/27 4/3 40/27 5/8 16/9
(182) (294) (498) (680) (884) (996)

Ga grama 1 16/15 6/6 4/38 40/27 8/5 9/5
(112) (316) (498) (680) (814)(1018)

(The fractions give the ratios of the frequencies of the
notes to sa as equal to 1; and the figures in brackets give the
values of the notes in cyclie cents).

In sa grama, the panchama stood on its final or ultimate
sruti and in ma grima on its penultimate sruti. The values
given here for the ga grima are from the Sangita Ratnikara.
Sarngadeva himself quotes Narada Muni for the values given
by him. Since in the Ratnikara, the ga grima is referred to
after the sa and ma gramas, it is evident that with the suddha
svaras of sa grama as the basic scale, the ga grama notes
were evaluated. The relevant portions read as follows :—

* Gandhara takes orie sruti from r¢, which means that ri
gets reduced from its trisruti value to the dvisruti value; i.e.
from 10/9 to 16/15 ; ga also takes one sruti from ma, which
means that the ga is raised by a sruti; i.e. its value is raised
to 6/5 from 32/27. In consequence, the original interval of 9/8
that existed between ga and ma now becomes a trisruti interval
of 10/9. The dha takes one sruti from pa, which means that
the pa 3/2 gets reduced to the frequency 40/27: the ni takes one
sruti from dha which wieans that the dha 5/3 gets reduced to

45

8/53 the mt also takes one sruti from tara shadja, which
means that the frequency of ni gets increased from 16/9
to 9/6".

(Note: When from a lower note, & higher note gains or
takes a sruti, it means the lower note gets flattened or reduced
by that sruti interval. When from s higher note, a lower note
gaing or takes a sruti, it means that the lower note itself is
gharpened or increased in pitch by that sruti interval).

Here also the term sruti is not a fixed mathematical
quantity. Where u note issaid to take one sruti irom &
lower note or from a higher note, the reduction or increase
in piteh must be by one of the recognised values of ekasruti
intervals. The reduction or increaseshould be by such a
value that the resulting note should be a musical note
belonging to the cycle of fifths or fourths. The arguments
that held good concerning the experiments relating to the
dhruva vind and chala vin& held good here also. Thkus when
ga took one sruti from ri the reduction suffered by ¢ was by
the interval 25/24 (16/15 x 25/94=10/9); similarly when
ga took one sruti from ma the increase in pitch gained by
ga was by an interval of a pramana sruti 81/80 (32/27
X 81/80=6/5).

In the ga grama, the pairs of notes: sa and ma, ri and
dha and ga and n? were samvadis. The interval between
ga and ma, between ma and pa between ni and sa was the
same; i.e, 10/9 or a trisruti interval.

To us who are accustomed to regard sa and pa as
avilkrta svaras, the very idea of singing the diminished
panchama with the letter pa may seem ludicrous, but in
ancient instrumental music, the idea of performing to one
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adhidra shadja was not known. In the harp age, the
grama as also the ma grima were quite workable,
was the age of jatis, when the idea of a raga with all ite
melodic implieations and possibilities had not yet daw
The ga grama bereft of the reduced panchama would
the scale of Suddha Todi (s7 g m d n 8) and could have
played admirably on the harp. Excepting for the fact
the note 40/27 could not from its very naturs be used al
with- the perfect fifth, 3/2, it was a sound

whieh could follow the suddha madhyama or precede
dhaivata, when the change of the fundamental from sa
visualised, After all, the grama like a melas, was only a
geale and intended to provide bases for possible rigas.

The gandhara grama was in course of time ignored
because its rishabha, gindhara, dhaivata, and nisha
were re-discovered in the murchhana ultariyate of sa grima
and its reduced panchama 40/27 in the madhyama grima.

The svaras of the ga grima can even now be heard
the Vedic chants (not the S&ma gina) of the Vaidikas of
South India

In all the three gramas, the initial notes of
miirchhands were in the downward order. The f
miirchhand (Uttaramandra) of sa grima began from sa;
first murehhana (Sauviri) of ma grama began from ma
the first miirchhand (Nanda) of ga grima began from
It is possible that the three grimas were called Sa grd
Ma grima and Ga graima respectively, because in each case
the immediate higher and lower notes of each of those th
notes : sa, ma and ga were the correct uditta and anudd
gvaras in the three grimas—the 7/ and ni of sa grama; tk
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reduced pa and ga of ma grama and the ma and ri of ga
grama. The fact that later scholars give the values of the
notes of the ga grama in terms of the notes of the sa grama,
need not create the impression that the ga grama is later than
the above two gramas. It is but natural that they should
have attempted an evaluation of the notes of the ga grama
in terms of the notes of the sa grama, which was then in

existence.

That the frequeney of the fifth note of the ma grama
was only 40/27 and not 64/45 is beyond question, since it is
clearly mentioned that there was a chatussruti interval
between this note and the dhaivata above. If it isconceded
that the reduced panchama is 64/45, then we have to
subseribe to the absurd proposition that the chatussruti
interval had two values in one and the same scale. The
acceptance of the interval 64/45 would also mean that an
interval greater than & major tone (9/8) was used, which was
not the case in the early heptatonic scales. Such intervals
oceurred only in transilient scales. Further Bharata
mentions (sl. 21—Chap. 28 of the Natya Sasira) that this
reduced panchama in the ma grama bore a samvadi relation-
ship to the rishabha (10/9) which proves that its
frequeney must have been 40/27 i.e, 10/9 x 4/3. The note
40/27 occurs as the eleventh note in the ecyecle of
fourths or wunder fifths. In the experiment relating
to the Dhruva vina and OChala vind, it is elear that in
the first stage, the flattening of the panchama (perfect
fifth) of the sa grama vina by a sruti, to convert it into ma
grama vina or sharpening of the fifth note of the ma grama
vina by a sruti, to convert it into sa grama vina, was by a
pramans sruti interval 81/80. The rider was given, that
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between the reduced panchama and the dhaivata ah
there was a chatussruti interval- If the panchama
reduced to 64/45 the reduction would not be by one sruti
by about a semi-tone, 135/128 or a nyuna dvisruti inte
The reduced panchama is significantly enough referred ¢
as the Kaisiki Panchama, Trisruti Panchama and Mz
Panchama which terms are all self-explanatory and
confirm the fact that this note was only slightly less than
perfect fifth and did not differ from it by such a large in
as 135/128. In the ma grama, the reduced panchama
was vikrta which means that all the other notes were of the
same frequency as those of the sa graima.

Medieval and post-medieval scholars in their anxiety to
find a place for the kaisiki panchama in the later tone nysts‘
identified the reducedl pa of ma grima, with the Va
madhyama 64/45. But there iz no doubt that the freque
of the svopantya (penultimate) sruti of the panchams of
grama was none other than the note of frequency 40/
The notes 7, ga, dha and nt of the ga grima, were redis
vered in the rishabha murchhana of sa grama. Shadja
suddha ma of ga grima also ocourred in sa grama.
only note left out was tthe reduced panchama. In order
to lose sight of it and also to give a fresh lease of life to ity
it was incorporated in the ma grama. Whereas the
murchhand of sa grima gave our Sankaribharana, the
murchhani of ma grama gave the exact major diatonic se
of Buropean music, with its trisruti dha 5/3. If you imag
a sa grama vina and a ma grama vina wherein the frets
so placed that the note8 emanating from them give resp
tively the notes of the two gramas, the first fret giving
note si, the seeond 74, the third ga and so on, it will
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found that when the open string of the vind in each oase is
taken as the tonic note or Adhara shadja and played, tha
ga grama vind will be found togive the Bankaribharans sonle
and the ma grima vind the major diatonic soale of the west.
It is possible that the major diatonic scale evolved in this
Mmanmer.

The merit of the sa grima lay in the fact that it took a
pair of symmetrical tetrachords, separated by the interval. of
a major tone, a feature not noticeable in the other two
grimeas, In other words, the graphs of the two tetrschords
in the sa grama would be exactly wlike. Inthe madhyama
grama and gandhara grama the tetrachords were weparated by
the interval of a minor tone 'or trisruti interval 10/9.

Tyigardja clarified the two ragas Bhairavi and
Kharaharapriye, by incorporating in the former, the gandhirs
and nighada cf sa grima and in the latter, the gandhira and
nishida of ga grima. The statement made by many
scholars in the past that the ga grama has gone to Indraloka
need not be taken literally.



CHAPTER IV

ORIGIN OF SCALES AND RAGAS

" One of the topics that is” of interest to the student
comparative musicology is the study of the scales used by ¢
“‘different nations of the world. In ancient music we find oz
a few scales being used. Most of the civilised nations k
the method of deriving scales by the process of modal
of tonic. In this process, it may be noted, there is a fun
mental , scale or suddha mela to start with, By ta
p raspselively each note of the sca.le as the tonie note or t
adhara shedja and playing the self-same notes of the origir
scale, new scales result. New seales result, because of
re-distribution of intervals, consequent on the shifting of the
basic shadja. This process is popularly known as graha
bhedam, yrdha svara bhedam and sruti bhedam, Tt was by
‘the application of this principle that mirchhanas like Rajant

like' Padumaldip-palai and sevvalip-palai were derived in
sneient Tamil music. The Irak mode, Mezmoum mod

BEdzeil mode, Djorka mode etc., of Arab music and -
ancient Greek and Ecclesiastical scales were all derived b
the same process. Whereas other nations stopped with
limited application of this principle, it was given to the
Indian genius to carry the application of this prineiple to i :
logical conclusions, in the sphere of both heptatonie
transilient scales. As & consequence we find In

music today with an amagzingly rich variety of scales. Tk
plethora of scales is astounding and demands an independe
study by itaelf by music scholars all over the world.
geales evolved are so all-embracing in their character thaf it
is impossible for any genius to think of a new scale which
will not ecome within the ambit of the system. It may be
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{uterest to note in this connection that-the whole-tane scale’
brought to prominence by Debussy in Lurope is the same as
the janya raga Gopriya (srgymdmns-sndmgrs) derived
from the 62nd melakerta, Rishabhapriya; and the seale .of
Prometheus of the Russian composer Seriabine is the: 64th
melakarta riga Vachaspati; and the Pythagorean seale:is
geen in the avarohana of Lewvagandhari. LI BT

Gopriya furnishes the solitary example of a riga which
results in the same soale in the process of graha bheda, what-
ever be the tonic note chosen. .

} 1 8 4l B0 LB N S

In the scales that result by the application of the progess
of modal shift of tonic, a few notes may have to.be slightly
increased or decreased in pitch by & pramana sruti in order
(o get at the correct musical intervals, The pitch of “the
concerned strings in such cases was readjusted and the
resultant seale played from the new tonie note. This problem
concerns only the performérs on the harp or the ‘'yazh. In the
fretted vina, the correct piteh of the note was produced By
deflection of the string from t'r'e concerned " sva.rsatha.nn or
from a lower fret.

The seale of samagana is the enrliest scale of India, The '
modern Kharaharapriya riga approximately corresponds to it.
It is in the fitness of things that the 22nd melakarts is damed
Harapriya, (Khora being there only to give the number 22
by the application of the katapayddi formula), for' Biva'
delights in sama giana. The process of modal shift .of-tonie
applied to the sima gina seale yielded the scales kmown: to
modern music as, Hanumatodi, Mechakalyani, Harikambheéji,
Natebhairavi, Todi . with the vikrta -panchama: .gnd’
Dhira Sankarabharana. Tt should be noted’thstimsneient
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times, the harp which was played on open sirings wag

tuned to the fundamental scale. Whenever it was: desh
to play another secale, that particular siring was te
as the tonic note, which gave the desired scale:

the seales mentiond abave were heptatonie: scales and a st
of them gave the knowledge of the (now universal) twe
notes of the octave.

Although the music scholars:of India and other countries
knew of these twelve notes of the oetave for some centuriess

yet the idea of working out the possible number of heptatonic
sgales based on these twelve notes did' not strike any body
until the 17th eentury. For one thing when European musio
began to develop along the lines of polyphony snd harmony,
it had no need for a multiplicity of scales.

Musioal instruments have played a great part in tha
development of mugsic of both the orient and the oecident.
The eoming into existence of the modern: vina with the 24

fixed frets (12 for each netave) constitutes an important lnnd's,l_

mark in the history of Indian music. It was this instrument

that paved the way for the development of the now famous
scheme, of seventy-two: melakartae We owe the perfection:

of the vind {o the ruler Raghunitha Naik (early 17th
century) of Tanjore nnd it is for this reason that the
modern vina is referred to as Tanjore: vina and some:
times:also sa Raghunitha vind. Prior to his time, the frete

on the vina were movable and their number also. varied. .

8till earlier, the: vind had s plain finger-hoard with two'

strings and this, is the instrument which we see often: in

the eszly seulptures,
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The seheme of 72 melakartas which we owe to Venkata-
makhi is one of the proud heritages of humanity. -This
scheme is not of mere academic or local interest It is of
interest to tausicians and music scholars all over the world,
baged asit is on the universally lknown 12 semitones of the
gamut. This soheme ia one of the gifts of Indla to world's

musicology.

It is sometimes said that Venkatamakhi might as well
have stopped with the 32 logieal and ronivili melas and.
not trouiled himself with the. more porfect and smbisious
soheme of 73 melakartus including within it the vivadi melas.
1a well, Here again it was the ‘process of modal shift of
tonic that enabled him to get a glirnpse at some of the vivadi
melas.! He could not resist the temptation of evolving ®
scheme in which there will be a place even for these vivadi
melas. This led him to the formulation of a complete-scheme
of 72 melakartas or hepta-tonic scales with perfect fifths.

The number of sgampiirna melas known before Venkata-
makhi’s time was very small. 'The gix melas referred to
above snd Pantuvardli, Mayamalavagaula and Vardli defini-
tely existed before his time. Pantuvarali is known as
Rimakriya in Sanskrit works This and the fact that the
South Indian Bhupala rags (with the antara gandhara and
not with the sadharana gandhara) is referred to in Banskrit
works as Revagupti, gives support to the theory that there
was a parallel nomenclature in the vernaculars for many of
the ragas mentioned' in Sanskrit works. That Pantuvarali
and Ramakriys are identical ragag is borne out by the fact

1. Vivadi melas are ti;:m which take ome eor other of the-'_!alto-ing
motes: Shatsruti rishabha, Suddha gandbara, Shatsruil dhaivata and
Suddha nishada. :
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that Ramamitya in his Svaramelakalanidhi (1550) mentions
Dipaka raga as a janya of Ramakriva. Tyidgardaja bas
immortalised this Dipaka raga in his kriti, Kualala nerchina.

The idea of Pantuvarili raga perhayps arose like this The
musicians thought of a seale which, in addition to Shadja and
Panchama (the two highly concordant notes), {eok notes
which were a semitone above and below these two notes.
These with the fifth harmonie antara gandhira gave the
Pantuvarali. Pantuvarili's suddba madhyama mela gave
Miyamilavagaula. This Pantuvarili is the Pan Sédari—a
favourite raga of Siva It may be noted here that when Siva
eamse in the guise of a wood cutter to save the reputation of
the musician Banabhadra, He sang Sadari. It may also be
of interest to note that when Tydgarija visited Kovur the
first song that he sang in praise of the Deity, Sundaresa, was
Sambho Mahddeva in Pantuvarali or Sadari.

Venkatamakhi claims to have invented the raga Simha.
ravam. This is only the. prati madhyama parallel of
Kharaharapriya. = The study of Sankarabharana and Kalyéni,
two of the ancient six melas, suggested to him to work out
the F-natural or F-sharp varieties ns the case may be
of the resulting melas got in the modal shift of tonic
process at each stage. The melas Hemavati, Bhavapriya
Vachaspati, Shanmukhapriya and Ganamurti, (F-natural
mela of Varali) were thus arrived at. Hemavati (58th
mela) by the process of modal shift of tonic yielded
Vakulabharanam with 7i, Kosalam with ga, and Kiravani
with pa. These three melas in their turn suggested
the Namandriyani (560), -Silini (35) and Simhendra
madhyama (57). : :
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Bhavapriya (44th mela) with ga yielded Vagadhisvari
(34), and with dha yielded Naganandini (30). These melas
in their turn suggested Nasikabhiishani (70) and
Chitrambari (66).

The ti4th mela Vachaspati with ri yielded OCharukesi
(26), with pa gave Gaurimanohari (28), and with dha gave
Natakapriya (10). These melas in their turn suggested the
62nd Rishabapriya, the 59th Dharmavati and the 46th
Shadvidhamargini.

The 56th mela Shanmukhapriya with pa gave Dhenuka.
The Pratimadhyama mela of this is the Subhapantuvarali (45),

The process of modal shift of tonic applied to these
resultant melas yielded many more melas., Pantuvardli's
nishada as shadja gave Kanakangi, the first mela, while
Mayamilavagaula’s rishabha as shadja gave Rasikepriys, the
last und the seventy second wela. The study of the lower
and upper tetrachords of these two extreme melas must have
suggested to Venkatamalkhi the particular arrangement and
grouping of melas under 12 chakras, He was alive to the
apparent vivadi character of 40 of the 72 melas, but since they
were the resultant murchhanas and were obtained as by-proe
ducts from the non-viviadi melas and eince they;also came with-
in the scope of the 12 notes of the octave, he had to include
them, Without their inclusion, his scheme would have
lacked completeness. He himself has suggested methods for
getting over the vivaditva in the 40 melas. The graced
utterance of the concerned notes immediately removed the
vivaditva. Again, in these melas, which had in them both
the warieties of the same note, the difficulty was cleared by

- adopiting the ingenious device of calling one of these notes by



56

the name of the noxt higher or lower note. It should be
remembered that the melas resulting by the process of n
ghift of tonic had to be touched here and there, i.e, fii
or sharpened by a comma interval or pramana sruti in
cases in order to get at the correct ranjakatva.

Even if Venkatamakhi had not enunciated the secheme

72 melas, another musieal thinker, who thought along-th
lines, would have formulated the scheme. It opened i
gatewaye of a new heaven of possible (janya) ragas wh
were later worked ont by genuises like Tyigardja. Scho!
like Som«nat' a od the usknown author of the work still
manuseript form, Meladhikira lakshana, (Tanjore Savasy
Mahal Library), devised various ingenious mela schemes based
on srutie but they must all remain as mere mathematical poﬁ-:‘-
bilities and outside the realm of practical music. It is a
well-known fact that in many ragas both the srutis inolui,ofti’
in & svarasth@na figure in the ascent and the descent. 'I'his
being so, it is meaningless to devise a system of melas ba
" on srutis alone. Systems of melas based on the 12 svarastha-.
nas will however be workable and practicable. It should nni
be forgotten that the object of any system of melas is
provide a scheme of generic or parent scales for janya riga :

THE ORIGIN OF SOME RAGAS

In the realm of musie, the urge for finding new socales
and rdges is primordial. Various experiments have b o
earried out by scholars from early times to find new seales.
The soale of Bamagana paved the way for the development
of the scale of sa grames. The cyeles of fifths and four
were worked out to the limits of their musical possibilit
and notes of musical worth discovered. The early ocen
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of the sicale of *Mohane in the history of world musie is fo
be attributed to the fact that the notes constituting that scale
were those arrived at in the first four stages of the oycle of
fifths.

A raga is & musical organism. It has its birth and growth,
and in o few cases, its death as well. Régas like Sankara-
bharans, Kambhoji and Bhalravi are destined to live for all
times. Some ragas live for a few centuries or for a few
deoadesand then die. Ragas like Manjisa bhairavi, Kondamala-
hari and Mukhéri panta were in vogue some centuries back
but are now clean forgotten. Once a riga is created, it
gradually attains its full stature by being nourished by
musical geniuses. The full melodic form of a riga is not
realised until after a long period of ratiocination and analyti-
cal study. The rakti-hina prayogas are weeded out and the
rakti-yuta prayogas are retained. These are then codified
and presented in katakas or riga lexicons. These katakas
give in extenso sall the well-sounding and admissible phrases
in a raga. The process of weighing the melodic worth of
phrasses in a raga is referred to as the sphutam of the raga.
Many scholars and composers have had their share in
completing and perfecting the melodic picture of the known
ragas. If we are now in a position to make alapanas of major
ragas for some hours at a streteh, it is because of the fact that

4t is possible that in the harp-uge, the frequencies of ga and dha
of this scale were 81|64 and 27/16 respectively —the note 27/16 being the
correct fifth of the chatuss uts i1ishabha 9/8, which itself is the
pasclhama of panchama, and the note 81/64, (I'ythagorean major third)
being; the correct fifth of the chatussruti dhaivata. Bubin later times
when all music came to be performed to one tonic note, the stable note
antara gandhara (the fifth barmonic, asserted itself and came to stay
in Mobana. Its samvadi svara ll(:i likewise came to stay, It is there-
fore logical and natural to classify Mohsea under Harikambhoji rathes
thar umder the Sankarabharana or the Kalyani melas.

8




g_uch & thing has been made possible for us by the efforts of
geniuses in the past. To our aural sense, even iusig;n;il-ii !
ragas like Karnatake bydg, Dilipakam and Manji are dis
entities, and compositions in them appear as car
designed, delicately carved and attractively decorated staty

Manuseripts containing eliborately developed tanas fop
ghana ragas and rakti ragas exist and these ave referred .
as authorities, whenever questions relating to the validity
a partioular prayoga in a riga is in dispute. f

It may be mentioned in passing that the idea of & p .
perhaps first originated with the instrumentalist who st

During the latter’s moments of rest, the accompanist vol :
tarily played some phrases relevant to the music of |
prineipal. These phrases which did not figure in the musica
setting of the vedic hymns, helped him to realise that
supplementary music, cousidered along with the dhitu of
principal’s music, emphasised the fact that, apart from
simple phrases used in the vedic chants, the scale its
admitted of a wider treastment. The idea of the melo
individuality of a jati (rdga in ancient music) gradus
came into existence and the ten factors or lakshanas
eontributed to the melodic individuality of a jati w
gradually perceived. The jalis of ancient musie inel
transilient scales as well, since Bharata in his ten lakshan
for jatis mentions the two factors, shadava and audava,

In the history of South Indian musie, a few of
interesting ragas arrived at by the application of the pmﬁ
of modal shift of tonic to known ragas were : — .
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(1) Salagabhairavi with the ni of Dhanydsi as the tonic
note.

(2) Nigasvaravali with the pa of Mamsadhvani as the
tonic nofe.

(3) Valaji, with the ma of Abhogi as the tonic note.

(4) Budhamanohari with the ma of Kuntala varali as the
tonic note.

(5) Pushpalatikd, with the ni of Suddha todi as the
tonie note.

(6) Abheri with ihe ri of Arabhi as the tonie note.

The second method adopted for finding new seales and
vigas was by the re-distribution or ve-allocation of the srutis
(i e. by flattening or sharpening the pitch) of one or two
notes of known seales or rdgas. The clue for this method
was got from an analytieal study of the gix murchhands of sa

grima.

With the emergence of the concept of arohana and
avarohann as a factor in raga lakshana and with the enuncia-
tion of the scheme of 72 melas in the 17th century, fresh
possibilities arose, A known arohana-avarohana pattern
was taken up and its possibilities under different melas
studied. The inspiration for this idea was got from pairs of
ragas with a common @rohana-avarohana pattern, like
Mohana and Revagupti ; and Saveri and Yadukulakdmbhoji.
Useless ragas were discarded and the melodically lustrous
ones retained and named. Their sanchiras were ca.:_:‘ofuﬂy
worked out. Thus the Dhanydsi pattern (sgmpns—
éindpmgrs) revealed Mallikivasantam, under Mayama.
lavagaula. Pallavi Seshayyar has composed & beautiful
kriti in Mallikavasantam The Keddragaula pattern
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(srmpns—sndpmgrs) suggested Gauri under Ma
mélavagaula snd Kandajvalana under Kamayardhani. T
Lalita paitern (srgmdns—3indm g rs) suggested
Sriranjani under Kharaharapriya and Hamsanandi
Gamanasrama, The Sucldha desi pattern (srmpdn 5
dpmgrs) suggested the Kapindriyani under Harikam
ji. The Suddha simantiini pattern (srgmpds—s$dpan
r s) suggested the Chandrajyoti under the 4lst mela
Vijayanagari under the &8th mela. Tiruvottiyur Ty3gayy
has composed a beautiful kriti in Vijayanigari raga; (
his Sankirtana Raindvali, P. 126). Bilahari sugg
Mechabauli under mela 15 ; Bauli suggested Srimani unde
the Ratnangi mela; Kalagada suggested the Malayamar
under Chakravika and Eandarpameanohari under Manavati,

The fourth method adopted for finding new ragas
by thinking out the prati madhyama parallels to known sude
madhyama ragas end vice versa., Thus Kambhoji (srgm;
ds—sndpmegrs) paved the way for Bhiishavali
Viachaspati; and Mandiri (srgmpns—3Snpm
paved the way for Krishnaveni under Mayimilavagauls.

The fifth method adopted for finding new ragas was
take & raga and exchange its drohana for the avarohana
its avarohana for the @Arohana. This is possible only
non-symmetrical ragas. Thus Bilahari (srgpds—s
m g r 8) paved the way for Garudadhvani (srgmpd
sd p g r s), both being janyas of the same mela. The &
na and avarohana of Garudadhvani may be described as
viloma-krama version of the Archana and avarcohana

Bilahari., Gauri and Ardhambari are another pair of sim
ragas,
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The sixth method adopted for finding new ragas was io
take the drohana of a koown raga and the avarchana Of
another known raga and combine them. Mohana kalyani
I(argpcl.é— indpmgrs), a janya of the 65th mels,
resulted in this way.

Seventhly, the aesthetic beauty of certain vakra patterns
of arohana and avarohana were recognised and they were
suitably combined with non-vakra avarohanas or ﬁ,rohanmf
and new vakra ragas thus formulated Thussgr gmyp dps
(Begada)and s r g m p d p n $(Nilambari) are beautiful vakra-
srohana patterns; and $nmpmrgmrs (Gaula) and
sndnpmgrs (Dipaka) are beautiful vakra-avarohana
patterns,  Umabharanam and Janaranjani were thus
avolved.

There are instances of minor vakra ragas having
auggested other interesting vakra ragas. The Kathana
kutuhalam (srmDngpé—3sndpmgrs—29) was
suggested to Patnam Subrahmanya Iyer by the Krit?
Avarakutadyamai tochu of his Gura Manambuechavadi
Venkatasubbayyar. The raga of this kriti is Kutuhalam
(srmndpné—sndpmgrs)and is also a janya of the
99th mela. Likewise the raga Svaravedi, immortalised in
the song Adugo koluvaiyunnadu was suggested by the raga
Syardavali. Both are janyas of the 28th mela and the arohana
of both is the same (s m g m p n d n$) While the avarohana
of Svarivali 'is snpdmgrs, that of Svarevedi is
Sndnpm g s. |

The fact that many of the resultant ragas mentioned
above are not mentioned in the medieval works on music is
proof of their later origin in the manner mentioned above.




CHAPTER V
MURCHHANAKARAKA MELAS

Of the 72 melas of South Indian musie, if will be
that 56 melas yield new scales by the application
process of modal shift of tonie. These 56 may be
Murchhanakarake melas, i.e., melas which are abl
generate or produce murehhanis by this process. In th
of the remaining 16, it will be fourd that whichever
taken as the tonic note, no satisfactory mela results.
scales are characterised by either (1) diminished fifthe,
unmusical intervals, (8) four successive semitones 3 or (4)
of the sapta svaras going unrepresented, These may be
Amurchhanakaraka melas or sterile melas. In the chart,
pages 64 and 65 the barren melas are marked with a st
line against them. In the case of the Murchhanskaraka m

the serial numbers of the resultant scales are given agair

each mels
The process of modal shift of tonie applied to janya
results in many interesting janya ragas, some of them kn
and named and some unknown and unnamed., On the ans
of the miirchhanikaraka melas, ragis producing new 1
by the shift of the tonic note in them might be
Murchhanakiraka ragas and the rest Amurchhanaka
ragas,
It is the process of modal shift of tonie that sugge
the series of Vikrta panchama melas, i.e., melas with & |
duced.or diminished Panchama. The nishida mure
of Bankaribharana and Mayamalavagaula result in |
seales. The same process applied to Bhairavi reﬂu]t_a |
new series of 5184 sankirna melas, The melodic minor ¢
of European music is a sankirng mela. These misra n

are anticipated in the combinational jatis of the Sanm
Ratnakara,

63
Graha Bheda Pradarsini Chart
Note: The numhers mentioned in the evara columns
against the name of each mela show the serial numbers of
the melas that result when the particular note of the basic
seale is taken as the tonic note. The blanks against a

mela indicate that with such notes as tonic notesno perfect
mela is possible.

Of the 56 Murchhanakaraka melas there are :—

920, which are eapable of yielding only one seale each by
the proeess of modal shift of tonie;

18 wmelas: yielding 2 seales each.

12 melas: yielding 3 scales each.

6 melas: yielding 5 scales each.

Thus of the 56, Bkamurchhana melas number 20.
Dvimurchhana melas number 18.
Primurebhani melas number 12 and

Panchamurchhani melas number 6.
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5. 'The number of rishabha miirchhanis is equal fo the

aumber of nishada miirchhands, The reason for this isthe
same ns above. That is, of two "scales m and n, if m®
“ishablia miirehhani=n, n's nishida miirchhand will be=m.

From the preceding Table it is seen that :—

1. The total number of useful scales that can be deri
from the 72 melas by the process of modal shift of - ‘
is 122. y s

(N.B. The six svaras of each of the 72 melas taken as
the tonie note should yield (72 x 6) 432 miirchhands. Y
16 of the 72 melas are sterile, 96 miirchhands beeome p
facie impossible. Of the remaining number, 214 mirch
are useless, since they are found to possess one or the
of the four defects pointed out in Para 1. on P. 62. ‘Thus
workable and usable miirchhanas ave only 122).

2. Of the 122 miirchhanas,
the rishabha miirchhanas number 17

Tt will be noticed here that the number of samvadi svara
(pa and ma) miirchhands is the highest; next come the
anuvadi svara (ga and dha) mirehhands, Lastly the ri and
nt mirchhanas.

What has been mentioned above regardlng the relative
sharacter of the pa-ma mirchhanas, ge-dha miirchhandg and
ri-ni matirchhands holda good in the case of janya ragas as
well Thus Mohana's Panchama miirchhand results in
Suddha siveri raga and Suddha sdveri’s madhyama
miicchhand results in Mohana. See the table on pp 6869

the gandhira o " 20 velating to Miirechhanakaraka janya ragas.

the madhyama o 5 24 : )

the panohama - s 94 6, If the basic scale fonmts of tones and semitone!.alona.

the dlaivats 2 * 2 its resultant seale also will consist of tones and semitones.

tia nishada - = o, 1f the basic scale consists of tones, semitones and intervals
= "~ higherthana tone, the resultant seale or scales will also
122 consiat of similar intervals. J

It will be found that in the scales resulting by modal
ghift of tonie, the total number of tones, semitones or
augmented intervals as the case may be, will be the same
between the basic scale and its resultant murechhanas.

3. The number of panchama miirchhands is equal
the number of madhyama miirchhands, aff
This is 8o, because, if of two scales a and b,
panchama miirchhana results in b, b’s madhyama miire

will result in a. In the table on the next two pages, some of the well-

knowin janya ragas are taken and the rigas that result by the
ghift of the tonic note are presented. Column 1 gives the
name of the basic rdga, The svara that is taken as the tonic
note and the resulting riga therefrom sre indicated below
the concerned svara and along the line of the basio raga.

4. The number of gandhara mfrechhanas is equal to
“number of dhaivata miirchhanés.

This is so, because, if of two scales x and y,
gandhars miirchhand=y, y's dhaivata mirchhand will
=1 : ]
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it e MURCHHANA
S -
Natiie of the | No. | Tts irohana and |Ragag
. basic raga | ofits|  avarohana
; ‘e Py ma!g_ .___t“v‘ .-_-_-_;
Dhanydsi, . |- 8_-| sgmapns - $ndpmegrs
Desya todi 8 | sgmpdns - Sndpmgrs
Suddha todi 8 |sremdn$ - $ndmgrs sl
Vasanta 17. |sgmdns - sndmgrs Wy
Malkaus 20 |sgmdns - sSndmgs X
: 4 by Jeefisd U0 Ll &
Udaya- - .| 22 | sgmpns-Snpmgs - T
revichandrika | arctn Ao g's
Hagi)_:yamivuﬁ 22 srm_pn.'-" - Snpmrs
Biiipaicna {207 | eifmpnsc hhmgry ] es
alagabhairavi 22 'srmpd $- sndprogrs
bhogi 22 | srgmds - sdmgrs
Abheri 22 | sgmpns - Sndpmgrs f
Mohana 28 | srgpds - sdpgrs
Valaji | 28 |wgpdns - sndpgs
Nagasvardvali | " 28 |sgmpd$ - sdpmgs a
Kedaragaula 28 | srmpns - Sndpmgrs |
Yﬂ*ﬂmm y 28 - | armpds - sndpmgrs
Kambhoji 98 | srgmpds - snd
Kuutaluvarili | 26 | smpdnds - sndpmas
Hamgadhvani 29 | srgpns - $npgrs ‘
Suddhasaveri 29 | &rmpds - édpmrs
Aﬂbb{, ; 29 | srmpds - éndpmggg
‘Budhsmanohari| 99 |srghigps - spmgrs
Ramdnic | 63 sgmpus - Sndpmgs |
Mohanakalyani | 65 | sgpds - sndpmgrs
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by the

Bu(] dha
gaveri
Mohans

shifé of the tonic note

Kambhoji |,

Mohana-
kalyani
Malkaus

'm _ p d \ n
o 5% o) ﬁ ySﬂagabhairmi
! Pushpalatiks
I}}E:.:;:-‘ _ ‘Mohana Madhyamivati
avichandrikal it
i g&adh_vmmn‘aﬂ 1&&1‘!&113 I Suddhasaveri
FUTT e . - Mohana
‘'ravichandrike’
£ L
> of ol '{
Valaji : s
Kedaragaula Arabhi
|
‘Suddha siveri Udayaravi-
i3 '| chandrika
- _ \Abhogi s
Hamsadhvani ‘ |
Arabhi Abheri |
! |BilaHari '
. Desya todi
Budha. | _
| manohari A
o 5 ¢ INagasvaravali
Mohana | Madhyamavati Malkans
‘Mohana- ;Kediragtulu <
| kalyfni '
i ing !Kuntalwa.ri.li
‘- . \Vasanta
‘Arabhi
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308  following table of arithmetieal means and harme Do harmonic meun between s and & =2 or auddhy ma
e ‘also bejof interest. | . i . A g and p=+% or sadharann ga
o iumntn i BE o alatdmda it i bne =1.9 . Ternti
The &!l,tb?hﬂicll i ;ha't@ire'la‘n'ja' ajna? " b s and antaraga= g OF trisrutl
b i 7F BRI rishabha,
o . g and trisruti dha=% ox
" 4 “‘Am—i-; mrlta.m. ga
8 s and tara panchama==% or pa.

gsand ati tarasa = 7 or suddha
dha.

Arohana patterns of the Shadava,
Audava and Svaraniara types

Riigas resulting by the process of modal shift of tonie
may boe classified as follows :—

1. Thote wherein the new ragas revenl themselves by
playing tho notes of the basic scale with the identical
frequencies ; e.g: Harikambhoji and SBankar@bhavana ; Valaji
and Abhogi.

9 Those wherein the new ragas reveal themselves

o

s and kaisikini = 3 only when the pitch of a note or two of the basic scale is
i Ydtestip either slightlyqfiminished or augmented ; e g. Sankarabha-
Bhy 2= HUTE Al ' i
: : &'. oS fiy i rana and Kharaharapriya.
L & ' 1 o 7 ‘.. = L1t i |‘tm 1 ] . . : y '
L 5 and ST SN Although the tambura is kept sounding all the time, still
r" idine PR Qh‘y . the new rigas reveal {hemselves because of the ranjaka
",. ga = T- Ia : prayogas characteristic of the resulting raga, though played

upon the identical svarasthinas of the basic rige. [tshould be
noted that in the resulting seale, the nydsa svaras and amsa
svaras will also be different from those of the basie scale,

T4 75 and 7/6 result as arithmetical means Tor the purpose of graha bheda, rdgas may be classified

N.B.—The notes bearing frequencies of septimal
the paira mentioned above )

into +:—
10
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1. Those wherein all its svavas give rise to new
e.g. Mohana, Such ragas may be styled surva sp
murchhanakaraka ragas.

9. 'Those wherein some of its svaras alone give rise
new rigas; eg. Kiravani. Those rigas may be g
katipaya svara murchhanakaraka ragas. The murchhs
karaka melas come only under this category. N

In the process of modal shift of tonie, a samp
arohana will give rise to a samplirna arohana, a shads
arohana, to a shadava Arohanas, an audava arohana tﬁ
audava arohana and a svariintara arohana, to a svardnf
arohana. Barring the samplrna arohana, wherein the g
tion of varja svara does mnot arise, in the other resulti b=
patterns, the varja svara or svaras will be found to difia_r.h” -

It may also be noticed that if the notes of the basie seale
admit of being grouped into samvadi pairs i.e, shadja-pan
mg or shadje-madhyama, the notesof the resulting scales ¢
will admit of this grouping. In seales ltke Sankarabh
and Kharaharapriya, the sa - pa pairs oceur consecuti
i. e, sa-pa, vi-dha, ga-ui and ma-sa (tAra shadja). &
goales like Nagasvaravali, the sa- pa and sa-ma pairs will b
found to come alternately; i, e. sd - pa, ga- dha, ma-
(tara shadja) and pa - sa (1ara shadja),

The table on P, 76 gives the patterns of the arohs
that would result by the application of the process of m..
shift of tonie to the possible types of shadava and some
the audava and svarantara patterns, Known pntterﬂg'
shadava, audava and svardntara fypes are chosen as
basic scales, to facilitate understanding. Thus for a shad
type, the Kambhoji pattern srgm pd$ is chosen; for
audava type, the Mohana pattern s v g p d § is chosen and
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a svarantara type, the Navarisakannada patterns g m p § i8
choser. A shadava pattern will give rise to five other shadava
patterns; an audavs pattern will give rise to four other andava
patterns 3 and a svarantara pattern to three other svarantara
patterns. The basic seale chosen in each eisn is printed in
thick types. In the shadava table, the five lines following
the basie arohana, repr-sent vespectively the arohana patterns
that would result by taking the r, ga, ma, pa and dha as the
tonic note. If the arohana srgm p né (2nd line) is taken
a5 the basic arohana, the five lines following this line, will
give the drohana patterns that would result by taking its 7,
ga, ma, pa and ni as the tonic note and so on. The same
thing holds good in the case of the audava and svarantara

patterns.

The above patterns when read from right to left will give
the corresponding vesults for the avarohana patterns,

#he above results are given on the basis of mere solfa
names. But when applied to specific melas, it will be found
thut in some cases, two consecutive notes of the basie arohana
pattern, instead of giving rise to two consecutive notes in the
resulting pattern may give rise to two notes which happen to
ba the komala and tvira varieties of the same note. For
example the arohana s gm p d n$ (janya of the 29th mela)
vesults in 87 m m d n § (suddha ma aud prati ma) when its
nishada is taken as the tonic note. Since the mnotes ga and
pa are not represented in this pattern, this arohana virtually
becomes an audava type of Arohana. Thus this presents a
remarkable instance of a shidavn drchana giving rise to an
audava pattern in the process of modal shift of tonie.
Likewise the dha miirchhani of s g m p d § from the 26th
mela results in s ¢ m d d n $ and so on,
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Shadava Arohana

LT
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A o ma o8
g . Eapdin s
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Examples of other audava and svarintara patterns
may be worked out similarly,
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CHAPTER VI

Mela, Mela Paddhati and Mela nomenclature

The ancient miirchhanis nre the original sourees for the
concept of a mela, Mirchhands were samplrna scales and-”
{heir notes bore & defined piteh in relationship to the funda-
mental note. The ancient harp-like vina was tuned to the scale
sa grama. This vina was played on open strings and the
differenk miirchhanas were played by shifting the tonic note
from one string to another aceording to the scale intended to
be played. The miirchhands of ma grama snd ga grama
were obtained by tuning the vina in each case to the
particular grama. Whereas the miirchhanas were samplrna,
jatis were either sampiirna, shadava or audava. Jatis were
deseribed from the point of view of 13 lakshanas; but none
of #hese lakshanas contemplated gamskas as understood in
later tirnes.

For many centuries rigas were deseribed in terms of
mirehhanfs and jatis. With the adeancement of musical
knowledge and with the coming into existence of more and
more 1igas, the necessity was felt for the classification of
riigas based on affinity to certain fundamental scales. Various
classifications like the pan-tiram system and raga-raging
parivira system were conceived. But these systems of
clnssifiention were not based on any definite prineiples. A
classifieation which would facilitate the remembrance of the
svaras taken by the rigas was needed and the jenaka-
Janya system of classifieation which eame into existence
during the early medieval period was adopted by all,



78

Lochana Kavi's Rdga tarangini is the first work
mention ragas under the ecategories of primary ragas
derivatives, According to the astronomical details furn
by the author in the colophon to his work, he must have ]
in 1160 A. D. He mentions the following 12 thats; Bhaira
(sa grama seale) Todi (8), Gauri (15), Karnita (28), Keda
(29), Iman (65, Saranga, Megha, Dhandsari (51, P
Dhanasari), Piirva (66), Mukhari (20), and Dipaka 3
classifies his 75 janya ragas under them. The serial num
given next to the names of the thats indieate the eorrespo
ding melas of South Tndian Musie.

The Sangita sara of Vidyaranya (1320 - 1380) is the
next work to enumerate the rigas under the categories o
melas and janyas. He mentions the following 15 »
Natta, Gurjari, Varatilkna, Sririgna, Bhairavi, Sankarabhs
Ahiri, Vasantabhairavi, Samanta. Kambodi, Mukh
Suddharamakriys, Kedavagauda, Hijujji, Tesdkshij s
clagsified his 50 janya rigas under them.

the 14th ecentury. This view seems to be correet in wvi
of the fact that he mentions certain ragas which come to
notice of musieal history only in later times. In this
Vidyaranya will have to be deemed the originator of th®
janaka-janya system).

Ramamitya, in his Svaramelakalanidhi mentions the
following 20 melas: Mukhari,
Suddharimakriya,

Malavagaula, Srira
Kannadagaula, Nadaramak

pita, Desakshi, Suddhanata, Ahiri, Suddha varati, Vasants
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bhairavi, Sama varati, Revagupti, Samanta. He clagsified
his 64 jonya ragas under these melas.

Somanatha in his Raga vibodha mentions the following
93 melas :—Mulkbari, Revagupti, Samavariti, Todi, Nadara-
makri. Bhairava, Vasanta, Vasantabhairavi, Milavagaula,
Ritigaula, Abhira, Hammira, Sudclha varati, Suddharamakri,
grivaga, Kalyani, Kambodhi, Mallari, Samanta, Karnitagauda,
Desikshi, Suddhanata, Sranga. He classified his 76 janya
yagas under them,

In all these cases anything like a distinetive character
is not noticeable for a mela. Many janya riagas were given
the status of melas. Ahobala in his Sangita parijata
classified his melas into plrna (sampurna) melas, shadavg
melas and audava melas, Many varja rages figure as melas
in the Chaturdandi prakasika and the Sangitic saramrita.
This nebulous concept of a mela continued till even the
midtlle of the 18th century. The idea that a mela ought to
be krama-sampiirna in its ascent and descent and that it
should take the identical suddha-vikrta svaras in its darohana
and avarohana emerges for the first time about the middle of
the 18th The Kanakangi-Ratningi paddhati,
mentioned for the first time in the Sangrahd chudamant,
has incorporated this idea and this marks the final stage of
the evolution of the eoncept of mela

Mela Pacdhati

century.

The first lakshanakéra to think of a scheme of melas is
Somandtha. In his Riga vibodh.t, he formulated a scheme
of 960 melas, based on 7 suddha svaras and 15 vikrta svaras.
Ultimately he gave up the scheme as being too complicated

for practieal purposes. Venkatamakhi was indebted to
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Somanatha for the idea of a scheme of melas. He profited
by the latter’s difleulties and evolved a workable scheme of 7
melas based on svaras instead of srutis. Ahobala in his
Sangita parijata (1660) formulated a scheme of melas baged
on 7 suddha svaras and 22 vikrta svaras. His melﬁ"_
numbered 11,340, Later in the 18th century, the author 0
the Meladhikara Lokshuna propounded in his treatise aph.'.
ingenious scheme of 4524 melas taking the 24 srutis gﬁ
an octave as svarasthanas, After all these struggles, the scheme
of 72 krama-sampiirna melas was ultimately adopted as sounﬁ‘{
and this mela paddhati has eome to stay. |

i
It may be mentioned in passing that in recent times

attempts have been made to expand the scheme of 72 melag
into 108, by including the possible 36 vikrta panchama melas
i. e. melakartas taking both the madhyamas, the prati
madhyama being sung with the solfa letter pa. Since these
melas lack the perfeet fifth or panchama, their utility will
a matter of doubt. This further militates against the concept:
of pa as an avikrta svara. If a janya riga is to be classed
under any one of these 36 vikrta panchama melas, it shuu]_@-
take both ma and pa (i. e the two madhyamas), the notes
being represented in the arohana or avarchana or both tak-_eg_f;
together. Janya rigas not taking these two madhyamas will
come under the present 72 melas.

The following scheme may be adopted for these 36
vikrta panchama melas.

The 36 melas may be grouped under six chakras, each
chakra taking within it six melas. Besides shadja, all the
36 melas take the two mmadhyamas, the sharper variety of
ma being sung with the letter pa though this is immaterial
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for the purpose of instrumental music. The rishabha-gin-
qhara varieties change from chakra fo chakra, whereas the
dhaivata-nishada varieties change from mela to mela, as in
the scheme of 72. In order that the serial numbers of the
chakras may be readily known, we may requisition the use
of the katapayadi formula snd name them thus:

Geya XIII 178.78
Vayu XIV 79-84
Maya XV. 8590
Toya XVI 91-96
Chhaya XVII 97-102
Jaya XVIII 108-108

The six melas within a ehakra can be respectively
represented with the syllables pa, sri, go, bhu, ma, sha.
Thus Geya-pa willbe the 73rd mela, (éya-sri the Tdth,
Geya-go the 75th, Geya-bhu T6th, Geya-ma 77th and Geya-
sh# 78th and so on. The first mela in this scheme or the
73rd mela in the scheme of 108 will be the result of the
fusion of the Kanakingi and Silagam but without the
panchama svars ; the second mela in this scheme or the 74th
mela in the scheme of 108, will be the resultof the fusion
of the Ratningi and Jalirnavam minus the panchama svara
and so on.

 The serial number of any vikrta panchama mela is
obtained by the formula,

(p + u) 2 — 3p.
where p is the serial number of the plirva mela and u is

the serial number of the corresponding uttara mela.
11
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Thus (8+44) 2—24 =80 which is approximately the melg.
of gandhara grama and (22 +58) 2—66 =94 which is Appro;
mately the mela of the madhyama grama and so on.

The Ashiottara sata melus will thus consist of #4
parts:i—

(a) the notes, shadja, suddha madhyama and panchs
being constant in the first part (chakras I - VI and melag
1-36); E

(b) Shadja, prati madhyama and panchama being constant
in the second part (chakras VII - XI1 and melas 37—72) b

(c) Shadja, suddha madhysma and prati madhyama i.e
vikrta panchama being constant in the third part (chakrn.
XIIT - XVIII and melas 73—108).

Another scheme of 5184 (72 X 72) melas has also b
propounded and this i3 deseribed in the author's ba
The Flute (Second edition).

In the scheme of 5184 suddha-misra melas, whereas
gerial number of any one of the present 72 melas is fo
by the formula, s

. 72 (n—1) + n |
already referred to on P. 10, the serial number of any one:
of the misra melas is found by the formula:—

72 (nl-—l) + na

wherein, 1 stands for the serial number of the arohana

mela and ng stands for the serial number of the avaroh
mela.

Thus the serial number of the Kokila - Gauri mela w. lT
be 74 (11 — 1) +23 1, e. 720 4+ 23 = 743
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Where a serial numher is given and the form of the
mela is desired to be known, divide the given number by 72
and add one to the quotient. This resulting number gives the
serial number of the Arohana mela and the remainder, the
serial number of the avarochana mela.

Thus if the given number is 1604, divide it by 72. The
quotient is 22 and there is a remainder 20. Thus the mela
takes (22 + 1 = 23) Gaurimanohari in the &rohana and
Nathabhairavi in the avarohana.

Where there is no remainder, do not add one to the
quﬁient. In such a ease the quotient number will itself stand
for the arohana mela and Rasikapriya, the last in the scheme
of 72 will be the avarohana mela.

Thus let the given number be 720. When this is divided
by T2, we get 10 and there is no remainder, The form
of this mela is Natoko-Rasika i.e. taking Natakapriya
in the drohana and Rasikapriya in the avarchana.

Mela Nomenclature

It may be of interest to note that the names of some of
the modern melas figure in ancient literature. The
Brhaddharma Purana, the latest of the upa Puranas,
mentions C hakraviki, as a dasi rign of Mallara and Riapa-
vati, ag a rigini of Gindhara, The names Todi, Bhairavi,
Sankarabharana and Vardti occur in the Sungita Ratnakara
and a few other early works. The name Mailavagaula is
seen in the Sangita Makaranda of Narada. This raga under
the slightly altered form of Malavigaula figures in the songs
of the Tallapaikam composers (15th century). Of the names
figuring in the asampurna mela paddhati, the names-



Makaranda

The Chaturdandi Prakasika of  Venkatamal
merely explains the scheme of 72 melas and does 3
attempt a nomenclature for them. Tt is but natural that
the author should have done so, since he visualised onl v
the remote possibilities of a good number of his melas,
mentioned the serial numbers in his scheme fo# the current
melas of his time: thus he mentions Gaula asthe 15th and
Kambhoji asthe 28th and so on. The names of his 19 melag
do not bear the katapayadi prefixes. T

The 72 melas continued without a complete nomencla-
ture even till the time of the Sangita Saramrita (1735 A.D.)
Taking the clue from the earlier secholars of naming & mels
from a well-known janya riga emanating from it, a scholar
sometime after 1785 A.D. enunciated the Kanakambari-Phena-
dyuti nomeneclature. This is the earlier Kanakambari nomen-
clature and many of the mela names therein did not have the
katapayadi prefizes. The names of a few melas howgver
agp.ideﬁts._l]y conformed to the katapayadi formula. The
Kanakangi-Ratnangi nomenclature then came into existence
with the sdded merit of conforming to the katapayadi require-
ments. Since this system incorporated within it the kr;;a:xm\Q
sampurna arohana and ayarohana and maintained the homo-
geneous character of the svaras in the ascent and dqggpn;ﬂi _g'
the mela, this scheme was accepted as gound by all scholars -
and composers. Seeing the advantage of the katapayadi prefixes.
for the mela ngmes, a later scholar improved the earlier
Kanakambari memenclature by introducing katapayadi pre:
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fixes where necessary- The names of some melas were
however bodily changed in this later Kanakimbari nomenecla-
ture. Bhairavi mela was re-christened as Nariritigaula mela
and Kambhoji mela was re-christened as Harikedaragaula.
FEven this later Kanakdmbari nomenelature underwent some
change in the hands of Subbarama Dikshitar who in his 72
Rigings Ragamilika chose to eall Viativisantahhairavi s
Viyuvasantabhairavi and Toyavegavahini as Tapoyegavihini
nd Sintakaly@ni as Matikalyini. The K inkangi-Ratningi
somenelature has continued sacrossnet ever singa, It is thig
romenclature that is used in the 72 mela rigamaliks of Maha
Vaidyanatha lyer.

It is evident that the Kanakiangi-Ratningi nomenclature
is the creation of Govindacharya. The language adopted by
him in this portion of his Sungraha chudamani makes one
conclude that he had his views examined by some of his con-
temporaries and that they approved of the same. Both
Tyagaraja and Syama Sistri seem to have accepted his
paddhati. Govindacharya was a samasthana vidwan in the
court of Tanjore and lived in Kaka vatiaram (@74 e ih)
He was a Mahratta Brahmin of the Smjrtha Desastha sect
and had thetitle 4kalanka.

The reputed work Svardrnavam,said to have been
given to Tyagarija by the Divine sage, Naradain the guise
of a sanyasin, is said to contain the following nomenclature
for the 12 svarasthinas, beginning from shadja. The names
are themselves suggestive of their serial numbers 1. Soma,
9. Drik. 3. Anala, 4. Veda, 5. Bana, 6. Rasa, 7. Marut,
8. Vasu, 9. Ankam, 10. Dik, 11. Rudra, 12. Aditya.

The svaras taken by the rigas are said to be referred to
by these names in this work.
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CHAPTER VII

Musical laws, facts and phenomena known to the ]
Indian musicologists of ancient and ‘
medieval times,

The subject of yandhaoa tottva or musicology can |
divided into three parts :—

1) That part which has a direct bearing on practical
music and performance like :-

(a) the lakshana of ragas, tilas and musieal forme

(b) technique of fingering in stringed, wind and
percussion instruments ;

(e) technigue of plucking and bowing in stringed
instruments ;

(d) technique of blowing and tongueing in wind
instruments ;

(e} technique of striking as in jalatarangam (udaka
vadyam) and gettu vidyam,

2) That part which has an indirect bearing on
practical music and performance like :—

(a) musieal prosody:
(b) vhysiological acousties ;
(c) the acoustics of concert halls;

(d) subjective and objective factors that contribute

to the creation of a musical atmosphere ina
concert hall, '
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A knowledge of this branch of musicology
will help one togive a better performance and
instil self-confidence.

3) That part which hes no bearing on musical perform-
ances as such,
Topies like:-

(a) Music and Mathematics;

(b) Murchhanikiraka melas and Amurchhanakaraka
melas;

(¢) Comparative musie;

(d) Musical iconography;

(e) Musical numismatics;

(f) Musical therapy;

(g) Geographieal factors and their influence on the
character and growth of a country’s musie;

(h) Music and Astronomy,

come under this head. A knowledge of this branch of
musicology helps one to acquire musical culture. It
genernlly widens his outlook. Topies included under 1 and
2 ave grouped under the head: Musicology - General and
the topies comprised in 3 under the head: Musicology -
Speecial.

In Indis all these three branches of musicology received
due attention at the hands of lakshanakaras

Indians were the first to recognise the sapta svaras.
Thaey are also the first to evolve a solfa system: sa »i ga ma pa
dha ni, The European solfa system: doh. ruy, me, fuh, soh,
la, si dates only from Guido d’ Arezzo (995-1050 A,D.)
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The laws of consonance and dissonance were known _
musicians in India from very early times. The tone syste _:
of India is evolved on the basis of samvaditva (consonanc
The consonant and dissonant intérvals and their sruti
relationships are described by Bharata in his Natya Sas
A note bearing the octave relationship to another note wag
said to have the dviguna character. How appropriate the term
dwiguna is, will be realised when we remember that octaves
proceed by geometrical progression. The 22 srutis of ancient
Indian music are sound from both the aesthetic and logical
points of view. [t might incidentally be pointéd out that
rationalisn and compirehern 8w ne ss are two of the character-
istic features of Indian musie. Though at first sight, Bharata’s
method of expressing the values of intervals may seem to be
lacking in precision, yet on a eareful examination it will be
found that his conclusions and methods are perfectly logieal
and accurate. His experiment relating to the Dhruva vina:
and chala vina and the significance of the rider at the end of
each stage of experiment are worthy of special study. The
ancient's appreciation of such intervals as the pmman&,
nyline and pilirna srutis are irrefutable facts. The appropris
ateness of the name antara for the flfth harmonic note
deserves attention. A

The sthira vina was an instrument kept mounted at a
fixed place as opposed to the chara vina which was earried
from place to place by the player for performances, {

The sthira vina was tuned as follows:—

(a) When mounted and kept across the direction of °
© wind, some of the strings were tuned to octaves, some to cor
nantal notes and some to harmonics. When the wind blew
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against such an instrument all the'slrings were set in vibration
simultaneously, and the combined effect was salubrious and

pleasing.

(b) When mounted and kept along the direction bf
the wind, the strings wete set in vibration successively. In
this latter case, the strings were tuned to a known seale,

We have a specifie veferenes to the harmonics under the
name of svayambhu svarasin the Swvaramelakolanidh: of
Ramamatya (1530) and the Raga Vibudha of Somandtha
(1609). The harmonics are svaras which emanate of their
own necord on a stretched string when plucked. The name
antara, found in the Natya wsastra testifies to the fact
{hat the harmonics were perceived even 2000 years ago.
It may be mentioned here, that this note is called antara
gindhira in South Indian musie, although in the music of
North India, it is ealled tivea g@ndhara by some and suddha
gandhara by others.

The emotional effects of ragas are referred to in many
ancient works. That o raga with a preponderance of komala
gvaras generally produced & somabre orsad effect and a raga
with a preponderance of tivra svaras generally made a joyous
impregsion wus reulised long ago. The principles underlying
the ganakala of ragas have also an emotional significance.

An analytical study of the different varieties of the flute
mentioned by Sirngadeva in his Suangita Ratnikara shows
that the ‘inverse law' which plays a large part in wind
instruments and siringed instruments was perceived centuries
ago,

12
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The method of deriving new scales by the applies
of the process of modal shift of tonic is as old as the g
miirchhand system. This phenomenon came fto be
to Arab and Greek musicologists only at a later period.
chaturdasa mirecbhanas were derived by the applieat
this process to the notes of the sa grama and ma gramd,
grama, it might be meuntioned in passing is the primot
seale of humanity. It had two symmetrical telrachords.
major diatonie seale of modern European music is the n
miirchhana of ma grama, The process of modal shiff
fonic was carried to its logical limits and this led t
discovery of many janya rigas and samplrnas ragas,
scheme of 72 melas is one of the happiest products of
application of this procass. The first and the last melas
the cehome of 72 melakartns were obtained by taking
nishada of Rimakriya (Pantuvarali of South Indian
and the tivea madhyama parallel of Miyamalavagaula)
the rishabha of Mayamailavagauls ns the tonic note resi
vely. This process applied to misra melas has led fo
enunoiation of the scheme of 5134 suddha-misra melas
the author. The melodic minor scale of Buropean musie
the 160 Lth seile in this sechemo of 5184 suddha-misra '

Tt was realised that in the resulting seiles, a noteor
had to be slightly rugmented or diminished in pitch in &
instances in order to get the correct piteh. The poin
emphasised in the Tamil epic Silappodikaram (2nd centr
A D.) Itispointed out therein that the player of the 3
(i e. harp) should be proficient enough to make these
adjustments, wherever necessary. It should be remem
that at that pericd, as far as instrumental music (ha
the flute) was concerned, the instruments iwere tuned
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the suddhs scale and other scales were produced by the
<hift of the tonie note. At present however this is not the
cnse, With the emergence of the fretted vina, all rigns came
to be performad to one Adhira shadja and the different notes
were produced by placing the fingers on the relevant [rets.

The small stick shown in the hands of the harp player
in ancient seulptures was ussd for three purposes :—

1) todampthe low-pitched guts after they had been
sounded.

This was necessary as otherwise their continued
vibration would prevent the notes of the subsequent
musie from being clearly heard.

(It is quite possible that the idea of the damper in
the piano was suggested by this stick used by the
ancient harpist in India).

9) to perform the gamaka called meend, jaru orglide by
gliding the stick over the concerned string after it
had been set in vibration.

3) to place the stick at the proper point on the string
before plucking, to get at the required augmented
piteh - a new nodal point being thus created.

‘When a note of a slightly diminished pitch had to be
played, the stick was placed at the proper point on the
lower string,

Thus the necessity for retuningthe required strings
to a higher or lower pitch was obviated by this process,
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This stick was also used ocensionally to run over
strings at a stretch to produee the Arohana or a.varqh'
gamaka, just likethe technique adopted by the pevforme
the jrlatarangam. 4

In the harp-age the phenomenon of new scales resulting
by the application of the process of modal shift of tonie to
known scale was fully known. Inrecent times this pi
was applied to all the 72 melas and the resulis worked
We are now in a position to classify the 72 melas undex
heads of miirchhandkaraka melas and amiirchhanaka
melas.

In later times, new ragas were obtained by flattening
sharpening one or more notes of a known seale by the ini
val of a semitone. Thus the Pantuvarali viga was possib
obtained from Harikambhoji (Khamij that of Hindusthani
music and the suddhascale of ancient Tamil musie) b
flattening the rishabha and dhaivata a semitone and sharpe
ing the madhyama and nishada a semitone. It is a
possible that this riga was obtained by teking the semi
above and below, shadja and panchama (the two consona
notes) along with the antara gindhara. 3

The miirchhands, Ranjani (Sankarabharana) and A
krinta (Kalyani) of sa grama furnished the suddha madhya
and prati madhyama parallels of one and the same s¢
This fact was noticed and in later times suddha mad
parallels of known prati madhyama rigas and prati mad
parallels of known suddha madhyama rigas were wo
out. Wellknown arohana-avarohana patterns were tak
and studied under different melas and thus a rich wvari
janya ragas obtained, Some interesting ragas were
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obtained by the fusion of the &rohana of one raga with the
avarohana of another raga.

The factors that contributed to the ereation of a musical
atmosphiere in a concert hall were carefully studied. The
Kundali mant darpanan, a Sanskrit manuseript relating to
dance, says that a sushka vidya recital (solo recital) should
precede a dance performance, Thesolo play of chenda asa
prelude to the performance of Kathakali in the open air, is
done not only for publicity but also for creating the rqusical
atmosphore.  The appearance of the Konangi (clown) at
the commencement of & nritya nataka (dance drama) sent the
audience into roars of laughter. This incidentally helped
to direct the attention of the audience to the coming play.
Yince the musiec for the dance of the Konangi wasin
Kambhoji riga and its tessitura centred round tara athayl
shadia, the requisite musical atmosphere for the enjoyment
of the dance drama was algo created.

Instrumentation is n subject of absorbing insterest. Tt
is more so with reference to the study of Indian musieal
instruments. The enriched tonal eoffect produeed by the
jivili in the tambura and other stringed instruments is
worthy of attention. The fact of the flageolet naotes heing
heard ot certain aliquot lengths of stretched strings was
taken advantage of in fixing the frets in the vina,

The eyele of fifths referred to by Ahobala in his Sangita
Parijata (1660) was known to Indian musicologists centuries
before him. Theeyela of fifths worked outin the light of
modern knowledge helps us to realise more the perfect
charaeter of the Indian tone system,
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CHAPTER VIl

The Evolution of Finger technique in Indian
Instrumental Music

Inmstrumentnl music has played a prominent part in the
evolution of the musie of both the orient and the ceceid
Man beeame oar'y conscious of the fundamental prineiples
musical seience, through musical instruments. The mao
phonous voice was not of much help to him in practie
working out and understanding the various musieal laws
phenomena. The ancient harp helped the scholars
comprehend the natare of consonant and dissonant interwv
the frequency ratios of notes, the harmonioc series and
method of deriving senles by the process of modal shift
tonie.

Excopt the key-board typo, all other typos of instruments
are fully represented in India The Indian musician had no
uge for the key board type of instrument, since it gave
notes of fixed pitch and had no provision for the playing ¢
the delicate guarter-tones and subtle graces. It woul
indeed have been a sarprise to students of comparative
musicology, if the key-kooerd type of insirument had develc
ed in India.

Indin is perhaps tha earliest country in the history
world-culture to realise the value of absolute music.
agsociation of musical instruments with Divine Beings
Divine minstrels can bi cited in proof of this statem
Instrumental music was held in great esteem from el
times. Instrumental music was an indispensable accomp!
ment in recitals of voeal musie. In the days when
tambura had not come into vogue and sueh instruments &8

9&

the chromatie piteh-pipe and tuning forks were unknown and
in 1he days when compositions were not sung to an adhara
shadja as is done now, the value of instrumental accom-
paniment is obvious The instruments not only gave the
key-note but also furnished the musical accompaniment.
Vocnl music and instrumental music have had a healthy
reaction on each other from early times The person with
a gifted voice easily dominated the instrumentalist in early
times. The latter tried to reproduce on his instrument all
the nuances of the sang and these conscious efforts at playing
an embellished apd polished music lsid the foundations for
the development of an elaborate finger technique, plucking
techinique, blowing technique and striking technique The
eoming into exislence of the metallic strings and frets
opened up fresh possibilities and the instrumentalist was not
slow in making full use of the new facilities: With the
extonded compnss and the variaty and richness of tone eolour,
at his disposal, the intrumentalist in his turn began to
oceupy an enviable position. The singers scon perceived
the beauties of vina music and began to imitate the same
Thus the Gayaka style and the Vainika style rencted on each
other and with very good results.

The genius of India is fully reflected in the eomplex
finger technique seen in her instrumental music. This
technique is one of gradual growth and represents the
accumulated wisdom of the instrumentalists of the past.

Skill in finger technique is acquired after many years of
practice. The play of those who have not segoired a
commsnd over finger techuigue will not be delightfal.
Their performances will be 'ehildlike in eliuracter. To

perform ciassical compositions accurately one veeds n high
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degree of proficiency in finger technique. To perform
manodharma sangita, one needs even a higher degree ‘of
proficiency in this skill.

The subject of finger technique admits of a four-fol
treatment : the technique relating to - (1) tata viadyas (chor
phones) (2) sushira vadyas (aerophones) (3) Avanade
vadyas (membranophones) and (4) Ghana vadyas (aw
phones). The unequal lengths of the fingers seem to
designed by mature for developing an intell
technique, which will help in playing in a grae
neat and polished style. Finger technique is the techni u
involved in applying the fingers lo the strings, the finge)
holes and the dvum head, There are special exercises to v
strength to the fingers. Finger technigue has kept pace
the developments in music century aftor century. Dari
experiments in fingering were atternpted by enterpri
instramentalists from time to time. These experiments
volved years of practice and at some stages, some of th
pioneers gave up their new attempts as hopeless. The jard
style of violin play now in vogue in South India isan i
nee in point. When new instruments were invented or w
improved patterns of existing instruments came into vo
instrumentalists worked hard atthese new devices &
evolved the most satisfactory finger teachnique.

With the exception of lhe mridanga, tabla and pakha
the remaining percussion instruments do not admit of
eluborate finger technique. These three Instruments provid
a delightful oross rhythmica! accompaniment and contribul
to the excellence of an Indian concert. The rhythmi
harmony provided by them is fascinating, Some rhythmi
syllables are played by damping fractional areas of

a7

drum-head with the hand, The late Mridangam Nardyana-
swami Appa was so alive to the responsive character of fingers,
that he would not even grasp the door lintel of & railway
carringe. He invariably asked ene of his disciples to open
tho door of the carriage for him. The ghata an old instru-
ment i even now used in South Indian conecerts as an upa
tala vidya (secondary rhythmic accompaniment). The hand,
the wrist, the finger tips and finger nails are used in playing
this instrument.

From their very nature, the ghana vidyas (cymbals)
do not admit of any finger technique. The metallic
plates or dises are merely struck and their rhythmiecsl accom-
paniment is on the same footing as the accompaniment
provided by the percussion instruments in European
orchesiras, But there have been instances of Jalra (cymbals)
players, who gave rhythmieal solos on this instrument, These
solos were as captivating asthe mridangam solos heard in
concerts of classical musie.

An elaborate finger technique and blowing teehnique has
been evolved for wind instruments like the flute and the
nigasvaram. The latter instrument is not more than 700 years
old. In the nagasvaram, semitones and quarter tones
are produced by adjustments in the strength of blowing
and not by partially opening the finger holes as in the flute.
'.I'ha fingering system of the flute of the ancient period
lfa different from that of the modern period. Terms
h‘ke kampita, valita, mukta, ardhamukta and nipidita sre
El-gni.ﬁca.ut in relation to the finger technique of the flute.
Single tonguing was in vogue from ancient times. Double

mnguilgg' triple  tonguing, quadruple tonguing, finger
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stvokes nnd cross-fingering are later developments. T
nique of flute play made rapid strides, when the flute
the status of a primary instrument. In wind instrum
the blowing technique is an important factor in the pr
tion of the nuances of musie.

The finger technique of the vina has a long hlatoryﬁ
ancient literature, the word vina was sometimes
denote both the lute type and the harp type of instra
In the harp type, a series of strings was stretche
an open frame. They wero strefched between the
board and the arm. The strings were set in vi
by the fingers. Each string produced only one note,
strings were tuned to notes of *abgolute pitch and to the fu

mental seale. We come across the sapta-tantri vina in
story of Guttila the musician in one of the Buddhist J
legends. The vina with a finger board (without frets) a
with one or two strings is seen in early sculptures s
the Ajanta fresecoes. Whereas the harp type of vina was
vertically and played, the lute type was held in an ob
posture and played. There were limitations to both
types of instruments. The longer strings of the harp-vina wl
struck. gave a continuing note and such modern devices
the damper of the piano were unknown in those days. T
continued vibration of the longer guts, as already rveferred
in the previous chapter was a disturbing factor in the pi
enjoyment of music. The Silappudikaram (Geaaflpa
refers to the four defects, sempakai, arppu, adirvu,

* In modern times the strings are tuned to relative p
A note of any pitch is taken as the adbara shadja and #
remaining strings are tuned accordingly. The ancients hu
conception of absolute shadja.

L4
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which every yazh player should overcome. The same work
(in sremen eufl) also refers to terms like vartal (aumisa ¢
padittal (a9 Fge), undal (e-ige), uraldal (e pipse),
cruttudal (e-@-Bpa), and teruttudal (0OsE RS
significantly explanatory of the plucking and tuning

techniqu.e.

The strings of the svaramandala, another ancient
instrument, were merely struck and played and so the
question of an elaborate finger technigue does not arise in
the case of this instrument. The instrument was kept on
the floor and played on open strings. T'he invention of
frets constilutes an tmportant landmark in the cvolution of
the vina. The number of strings was reduced and the
playing of such gamakas as kampita, lina, tiripa, vali,
tribhinna, kurula, &hata, ullagita, ptrva dhil and uttara dhal
hecame an easy task. The plucking teehnique also developed
side by side with the left hand techmique.

Mittu (:)r“im :EL@) is the term that signifies the aect

of plucking the strings in stringed instruments. There are
technical terms to denote the various kinds of mittu.
Where horn pleetra are used, as in the svarabat, the technigue

is very simple. Vina playing is attended with an elaborate

finger teehnique.
T'ypes of mittu (5@ ggrfaer) used in vina play are:—
Tarjani mittu, plucking with the index finger.
Mad hyama mitin, plucking with the middle finger,
Kanishtika mittu, (¥ ag}f aﬂm) striking the tala
strings upwards with the little finger.
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Lo mittu (also called Kil mittu £ 5@ and Ul mil,
e.ar (5.2G) striking the chanterelle string downwards with |
forefinger.

Veli miltu or Mel miltu striking the chanterelle string
upwards with the forefinger.

Pattu miltu (0@ £L26) or etouffe, plucking the stri
with the forefinger and then gently stopping the vib:
with the middle finger, so as to produce a staccato sound.

Vidupu mittu, letting the strings to vibrate after 1
patta mittu.

Periya mitty (Quiflw £°@) plucking with some fores
go as to produce a loud tone.

Sanna mittn (emsarm r&;@), plucking the strings }.-'{-
g0 a8 to produce a soft tone.

Laya mittu ov Pakka mittu striking the tila strin
upwards with the little finger ; same as kanishthika mittu

Gotu mittu is a compound mittu and consists of &
mittu and laya mittu done simultaneously.

Kodi mittu, the effect herein is produced by placing
the finger lightly on the sarani string and then lifting it.

Tunai mittu (z%mr (5 ®)the plucking of the chantere
string alternately by the index finger and the middle fir
Also called Kutra mittu (@pp £26).

Kiittu mittu (#.® £L4) plucking all the four pla
strings from the anumandaram to the sarani, with the in
middle and ring fingers at one streteh, for the sake of mi
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dic effect. In this type of mittu, the fingers are held closely
together.

Vidi mittu (95 5.6) the occasional plucking of the
mandaram, panchamam and sdrani strings individually for
the snke of effect,

Sruti mittu, plucking the four playing strings by the
forefinger at one stretch to give a harmonious effect.

Kattiri mittu (5§81 5 @) plucking with index finger
ond the middle finger sharply one after another so as to
produice a tremulous effect.

Sama mittu (ovw $LE) or Jodu mittu (Cer® 5. @)
is the simultaneous plucking of the string upwards or down-
wards by the index finger and the middle finger, held closely
together and producing the sound of the syllables, Kra, Tra
or Sii.

Tadai mittu (seo 1£CG) wheve triplets or phrases after
the pattern of a srotovaha yati like srg, nsrg dnsrg,
have to be played, the earlier notes are played by the mittu
of the index finger and the last note by the mittu of the
middle finger.

ldai mittu (Ge 15C.@), a lo mittu followed by the
stopping of the string with the middle finger and the silenced
note being immediately reproduced by the plucking of the
string with the middle finger. This will in effect be a janta

‘svara, the fwo notes being produced by a tarjani mittu and

madhyama mittu but separated by a period of visranti (silen-
ce or rest).
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Svara mitty & ense wherein a passage is played witha
geparate mittu for each note. This corresponds to the svara
vil (swarr &flev) in violin play.

Sahitya mittu, a crse wherein a passage is played with
a separats mittu for each phrase This corresponds to ti:q
gdhitya vil (evrg@ad 5w %) in violin play.

In his Raga Vibodha (chap. V), the author Somanitha
explains the 20 technical terms for the varied aspects of the
left hand technique of vina play (vina viadana) and gives &
notation for them. Compared to the right hand tenhnfq&& _
the origin of the left hand technique can bhe assigned to a
much earlier period.

The Telugu work, Sangita sira sangrahemu (18?.11
Oentury) mentions the ten mittus: sruti, tarjani, lo, veli,
pattu, vidupu, tada, sama, katra and laya as dasaprinas. =

The wvina is now held in both the vertical and
horizontal postures snd played. In the former case, the.
length of the dandi of the insirument will be somewhat
short. The performing in the higher oetave on @
instruments on all the four strings is relatively easy.
On the vina and the gotuvAdyam one cen play simultaneously
in two octaves. This was not possible on the ancient h
like vina. Compositicins like the thiya, help vina stud
to acquire proficiency in vattai miftiu. Composers who w
also vainikas wrote special types of compositions, to
vina players to develop the finger technique of the left h
and the plucking technique of the right hand.
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The BEuropean instrument, the violin, has been success-
fully adapted in South India. The earlier pidividyam
(G omguwiir ) style of play naturally gave way to the later
pleasing jaru vAdyam (7 angwir) style of play. The
new style of bow teehnique nsed for playing tinas on the
violin is delightful In some instruments of the North, the
finger nails (and not the finger tips) of the left hand glide
over or along the side of the playing strings, '

Musie in quick tempo and music in varik style were
not possible on the ancient harp. Tirunilakantha Yazhpanar's
grievance that he was not able to faithfully reproduce the
music of Tirugndnasambandar may be due partially to this.
Sruti problems offered by new ragas derived by the
process of modal shift of tonic might also haye been the
difficulty that Jay in his way. His difficulty might also
have been his inahility to reach the high notes when he
started from a higher pitched string as the tonic note.
The compass of Tirugninasimbandur's voice was more than
2 octaves as evidenced by his compositions. Added to this
was the fact that the pitch off the young ecomposer must have
been round G, which was far higher than the pitch of an
average adult's voice. The Yazh was tuned to accompany
the voecal musie of an adult voice. The reproduction of
gamaka effects on the high pitched short length strings
must have also caused spme diffieulty to Tirunilakanta
Yazhpanar. It might incidentally be pointed out that
Tirugnanasambandar ranks as the youngest composer in the
world’s musieal history. IHe sang the hymn: Todudaiya
seviyan (GgnGame 1 GQeeflurei ) when barely thres yearg

of age.
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There was the ghana and naya style in plucki
technique It was said that the tone produced by
Sambayya of Mysore was equal to the tone of a hun¢
vinas Another mearvellous vainika of Mysore earned
himself the enviable distinetion of Savyasdchi in vina
by playing the vina with perfect ease in both the pc
postures i.e, using the right hand fingers for pluek
the strings and the left hand fingers for gliding over
playing strings (as is usually the case), and also plu
the strings with the left hand fingers and gliding over
playing strings with the right hand fingers, I
he was able to play the vina in both ¥ posts

Gururdyachiryulu of Vizianagaram was able to ple
vina in six degrees of speed. Shatkdla Govinda Ma
Travancore provided the drune and the rhythmic aceo
ment himself to his voeal music. He played the sev
siringed Ttambura with bis right band and the kanjira w
his left hand. The kanjira was held in position between
toe and the first finger of the right leg, Thus Govinda )
might be called an f Ekallan.

=Tt is possible that this vainika got the idea of playin
yvina in the reverse posture from sculptures like those;
Vinadhara Dakshinamurti in Pudukkottai. In the vina play
the reverse posture the sarani, panchamam, mandaram ane
anumandaram strings must have oceupied the positions of the |
8rd 2nd and 1st strings respectively of the normal vina.
strings as well as their bridge and pegs must have heen placed
the other side of the dandi. The change of the positions of
strings is not likely to affect the tonal response of the vina.

t In this tambura, there were two panchamas, two sé
two anusaranis and one mandaram, 7 strings in all,

1 Ekallan was a Farson who was able to give a com
pariormance by himself without the aid of other accompaniy
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Some vainikas specialised in the Chakrabandham style
of play. In this style of play the fingers of the left hand
move over the svarasthinas of the finger board in an
artistic and circling manner. The performer plays judi.
ciously on the chanterelle string and the second string slter-
nately and in the upper positions of the third string where
necessary. A gita like Minakshi Jaya Kamakshi in sriraga
was played in this manner.

An ingenious attempt has been made in recent times to
produce the kampita gamaka in Jalatarangam. Tt may be
pointed out in passing, that Jalatarangam is referred to as
the udaka vadyam (literally, water instrument) in ancien®
literature. The art of playing on it is included among the
chatushshashti kalas (64 arls). A wooden sphere of about
two inches in diameter and provided with a handle iz held
in the left hand and the eup whose note is to bhe graced is
first struck and immediately after, the wooden sphere is rapidly
dipped into the water and lifted, the process being repeated
the required number of times. The extent of the dip and
the duration and speed of the action will depend upon the
compass, duration and speed of the shake. The effect of the
action is to alter artificially the water level, thereby
produeing the required increase and decrease of pitech and
the desired kampita gamaka. A beautiful effect is also
produced when the tip of the stick is made to strike the
water meniscus lightly. This will result in tiny surface
ripples.

14



CHAPTER IX
Raga and Emotion.

The subject of '‘Réga and Emotion” is a fascinatic
branch of study. No art stirs the emotions so deeply
music, Music is rightly styled the language of emot
Rasanubhava through music is an experience and ha
psychological basis, Treatises on music in Sanskrit and
vernaculars, written during the ancient, medieval and mg
periods exist, but few of them hwe dealt with this subject
longth. The subject of ‘Rasa in music’ has not roceived ag
much attention as Rasa in literature and drama. Music is
powerful vehicle for the portrayal of rasa or feeling,
is n subject of universal significance.

The idea of rasa is one of the fundamental concepts of
Indian aesthetics. The subject of rasa is treated by Bha
in his Nitya sastra. Rasa in common parlance means j
ossence, satisfaction or taste. There are the shadrasas o
six flavours (& D Fevauger) :—

- (a) Sweetness, @ah iy, BaEy

(b) Bitterness, ®®L|, SFLILf

(e) Sourness, {ofliy

(d) Saltishness, 2-a7LiL]

(e) Astringency, Sl

(f) Pungency, anoir, -mnr":'n__!

Let us try to examine the scientific basis for the ass
tion of rasas with rigas. There are certain truths in mu
which are universal in their character. That pairs of nof
bearing the frequency ratios: 1:2; or 2:3;0r 3:4 (i.ey
& note and its octave ; a note and its panchama ; and & note
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and its suddha madhyama respectively) when sounded to.

gether give a pleasing effect is a well-known faet. Like-
wise, that the notes, komal rishabha and komul gandhara
have & tinge of pathos about them is a well-known fact.
These wuniversal truths were known centuries ago.
The subjeet of samuviditva or consonance has ils roots
in these fundamental fruths. The ancient classification of
gvaras into vadi, samvadi, anuvadi and vivadi and the men®
tion of intervals whieh were mutually samvadi or vivadi
are worthy of note in this connection. ‘Raga and rasa’ like
‘ shords and their effects* is a fascinating subject and is of
interest from the point of view of psychology as well, The
feelings recognised in Indian rhetoric and poetry are well-
known.

Rasa in literature is conveyed by words.
drama ia conveyed by words and action. Rasa in an opera
is conveyed by words, action and music. Rasa in a dance
drama is conveyed by words, action, music and dance,
In the drama, opera and dance drama, the eye in co-opera-
tion with the ear helps one to experience the intended feelings
There is a significance in Tiruvalluvar glorifying the sense
of hearing (@Fal& QFdand), ginee it is through this sense
that we are able to experience the rasa of a piece of musie

and perceive the effect of a combination or succession of
sounds.

Rasa in
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There are the permanent aesthetic moods ealled sth
bhavas. The following table gives the sthayibhavas and
corresponding rasa or aesthetic enjoyment:—

Corresponding
rasa

Sthayibhava

Rati (love) Sringara
Hasa (laughter) Hasya
Soka (pathos) Karuna
Krodha (anger) Raudra
Utsaha (enthusiasm) Vira
Bhayam (fear) Bhayanaka
Jugupsa (disgust) Bibhatsa
Vismaya (wonder, surprise) ... Adbhuta

The emotional effect of o rdga is dependent upon
frequencies of the notes that enter into its formation,
also on its jiva svaras and nydsa svaras. A
whose svaras happen to be all jiva svaras, (ex. Todi
Mohana) admits of multiple rasas. The jiva svara is
index to the rasa of a riga. The rasa of a riga change
the shift in emphasis on notes. For example, Mukhari
riga with a tinge of pathos, But a feeling suggestive
raudra rasa is brought nbout by the quick tempo, foreib
delivery and the tessitura of the piece centring round
tara shadja in the piece, Chidambura darisanoma
Nandanar charitram. Likewise in the kriti Giripas

109

(sah@na), Tyagardja manages to present & feeling of joy
coupled with devotion by abstaining from emphasising and
elongating the madhyasthayi rishabha.

Since the inter-relation of the notes of a raga determines
its rasa, the drone is of great importance, The drone is the
meter through which the frequency relationships of notes
are established. The ancients with their simple scales and
the harp type of instrument could not have perceived in full
the rasa bhivaof a riga. The drone instrument, Tambura,
figures in the history of Indian music only &t & later period.
The term ‘riga’ in the musical sense came to be used when
it was found that & group of notes having specific frequencies
roused o particular feeling. With the background of sruti,
the emotional effect of a raga was clearly perceived and this
marks an important landmark in the history of Indian muslc.

That ragas and tunes in them have certain specific rasas
can be illustrated, from the fact that if a pathetic sahitya is
set andl sung to a tune in a rigs, whose dominant rasa is
vira, it is the heroic aspect of the tune that will impress
the listeners in spite of the pathetic idea underlying the
sihitya. The sahitya will fall flat on the ears. Bilahari is
an example of a gay and bright riga and let us take a
tune like the well-known jatisvaram in this rdga. A mourn-
ful sihitya may be set to this tune or to a mavch tune in
Kedarn raga and sung; but still on account of the bright
and catchy quality of the tunes, the pathetic sahitya will
leave us untouched. Likewise in a pathetie raga like Punna-
gavariili or Ahiri, a happy sdhitya may be set and sung, but
nevertheless the plaintive quality of the tune will be haunting
us. Again it is the soothing quality of the music of the
lullabies that lulls children to sleep and not their words ; for,
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the children do not unclerstand the words. Likewise it
the hervic character of the martial music that infuses er
siasm and courage in soldiers,

The tempo or speecl of a musieal composition in app .
musie must be in consonance with its rasa. Pieces in
dra rasa and vira rasa rnust be in druta laya or quick ¢
Pathetic pieces must be in vilambita laya or slow speed,
tricate time-measures are out of place in applied my
Some talas are named ns suitable for particular rasas
ancient works.

The number of rigas in vogue now is more than |
times the number that was in vogue in medieval times
we are to-day in a position not only to ecite many ragag
examples for a rasa, but also to give specific examples
ragas for shades of a rasa. Riga classification based
raga is an interesting subject. With some exception
may mention that generally, the colours, adhipatis, &
and seasons mentioned for ragas are a valuable comment
on the rasas of ragas and] help as to visualise
emotional contents of rigas better. The traditional pictun

of ragas and riginis are also a helpful commentary on #l
rasa bhiva,

In this connection, attention must be drawn to an im
tant aspeet of musical experience. There is such a th
aesthetic enjoyment in musie, which is independent
outside the seope of any recognised rasa. This is so _
cularly *when we listen to art music, wherein we d
genuine pleasure without at the same time receiving
suggestion of a particular feeling. On such occasions
feel as if we ave lifted flo sublime heights. When we
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to Alapanas rendered in a superb and artistie style, in voecal
or instrumental music, tears of joy flow down our face invol-
antarily. This ecstasy is sangitananda and in such cases it
is menningless to sesrch for rasas. It is the brilliant music
that produces this effect. In compositions belonging to the
sphere of art musie, the composer is primarily concerned
with the portrayal of the rdgan bhava in all its rich
and colourful aspects and bot with its rasa aspeect.
The words, if any, in such cases, instead of giving a clue
to the rasa, serve only as a vehicle to help the voealist to
sing the music, Thus it is futile to search for rasas in
pure art forms. Sancharis of ragas, varnas and other such
technical compositions have no rasa about them. But when
a composer writes songs belonging to the sphere of applied
music, the position is different. The sahitya herein is an
important factor and emphasises a definite idea. The music
which clothes the sahitya is a powerful contributory factor,
in determining its rasa and is in consonance with the
gpivit of the ides expressed. The tune is composed with a
rasa conscience. In kilakshepams or religious discourses
and operas we laugh or lament along with the Bhagavatar
or the characters according to the situation, But in a
concert of art music we derive genuine aesthetic pleasure,
Kritis like Koluvaiyunnade in Bhairavi are instances of
pure art forms; while compositions like * Tera tiyyaga rada’
in Gaulipantu and ‘Dewt brova samayamide' in Chintamani
which were ocecasioned by certain circumstances are ins-
tances of pieces depicting specific feelings. Kritis result in
aesthetic pleasure. The effect is the same whether they are
heard through the medium of voeal music or instrumental
music e _
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Kirtanas, being devotional compositions, inspire
bhakti, only when sung, and not when performed on g

instrument.

The classical list of eight rasas is furnished
following sloka :-

#ao-n'-b’ oy !‘tﬁu"&*é '.‘r"{as PXrS T |
5)#5‘311) ap U‘Lﬁd w"’f:ﬁﬁsé Eﬁ"ﬁmvln

Vira, Karuna, Adbhuta,

Bibhatsa, | Raudra.

Srngara,
Bhayanaka,

Santi ( ¥ ﬁ:)» being the absence of a feeling and impl

state of tranquility, rest or peace was not included in |
But nevertheless it is an important rasa and witli,!_ t
inclusion of santi rasa, the concept of navarasa came i

existence :—

¥yomy by ¥wme T8 Fhog FosE T |
?.)';STA&E)E Tro8¥y 551:’"‘335 673'-'.3%‘)3‘! ]

Nirveda is said to be the sthayi bhava for Sinta rasa

The Divakaram, a Tamillexicon of the L0th cent, giv
the nava rasss (&5 awesiul L BT pamaser) Tk
names given for the nine sentiments or emotions ar
same excepting that for bibhatss, the name &P
found, HBVBIL and @efare are other 5 >
this feeling of abhorrence, loathsomeness or disgust.
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The #inth class has been further expanded by the
addition of bhokti or devotion, There are more composi-
tions on srogara and bhakti becauss they happen to be the
supreme emotions of the soul. In the everyday life of
bhuman beings, sringira and bhakti are the feelings they
experience frequently. These ten rasas are not exhaustive ;
there are also other rasas like vatsalya (affection towards off-
spring), preyas (friendship) and patriotism. Tyagaraja's
compositions afford splendid examples for most of the rasas,

Srogira rasa is known as rasa rdja. It is in & sense
an epitome of all the rnsas,

With the exception of sinta rasa, all the other rasas
come within the fold of srngira, Hence the theme of
srngdra has been the favourite of composers, The nayaka
performing a heroic act can result in vira rasa. The separa-
tion of the nayaka can result in karund rasa, The nayaka,
failing to turn up at the promised hour may provoke in
the niyaki, rgudra rasa. The continued neglect and the
disappointing attitude of the niyaka may provoke in the
nayaki, a feeling of disgust. The oceurrence of an unfore-
seen pleasant event may kindle adbhuta rasa in the niayaka
or niyaki. In the diversity and complexity of situations that
may arise in srngdra, every feeling can find a place,

In the elephantine movement, characteristic of the
padas, we find moods like, anger, expectaney, aggressiveness
salf - abrasion and crossed-in-love depicted.

The vira rasa admits of four sub-divisions: dana vira,
daya vira, dharma vira and yuddha vira. This classifi-

cation is based on the exemplary character iE & farson's
15
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qualities of heroism in (1)liberality or munificence (@sr. oL
(2) compassion, (3) righteousness and (4) heroism on tk

battle field,
Bhakti rasa has been glorified as the wjjvala ras
(supreme emotion).
Rasas are mentioned for some rdgas in ancient

but with the meagre descriptions of those ragas it is
possible to form any idea of their correet melodic picty

8848,

The Rasa Ratnikara of Salva, a Kannada work r- '
15th cent. mentions on p. 8 of the first prakaranam,
colours and adbipatis for rasas,

A musical composition which aims at portraying & rag
should satisfy the following requirements :—

1. The music should be in & wellknown rakti
and with a pronounced rasa bhava,

9. The music should flow in a natural manner.
8. The song should not be too short.
4. Tt should not be in an unusual tala.

5. Rhythmical complexities should be absent in it

6. Factors like assertive gamakas, datu pra
and vichitra lkalpanas, tending to make
composition more intellectual in character, 8

be absent.

7. Too many sangatis should not find a place,
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8. The musieal construction of the piece should be
neither too technical nor laborious and artifieial.

9, Technieal and literary beauties should be confined
to & bare minimum,

10, Vowel extensions in the sihitya should be few;
that is vowels like akira, ikara and ukara should
be used sparingly and not profusely as in
tina varnas.

If these requirements are not satisfiec, the result will tend
to detract from the intended rasa bhava, Whereas any raga
with a melodic individuality can be used in art musie, the
game raga will not necessarily be of use in applied musie.
Highly rhetorical sihityas clothed in attractive tunes or in
well-thought out and polished tunes will produce only
assthetic joy and not any one of the nava rasag.

The opening musieal phrase of a song determines, to
gome extent, its rasa. Songs relating to joy and herofsm
generally speaking, commence on the tara shadja or on notes
near that shadja. The tessitura of the song also in
guch cases centres round the tdra shadja. Lower tessitura
implies sadness, diffidence etc,

Factors like pitch, intensity, timhre, massiveness, form,
grace, language, rhythm are also contributory factors in
establishing the rasa. The possibilities of portraying inten-
sified effects through orchestral music are very many.



Themes and the ragas appropriate to depict them

Theme of the

gihitya Raga Examples
Sringara: vipralam- Mukhari Vadasiyad: (19th ashtapadi)
bha t.e. sorrow due
to separation A
Sringdra :  sambhoga Pharaz Smara sundaranguni (Javali)

(joy inunion)

91l

Vira (heroic) Bilahari ... | Manninil araser pola (Rama nitakam).
This is a spirited dialogue between R&ms
and Parasurama after the former’s vietorious
return from Mithila after bending Siva’s bow.

Ahiri wes| Viksheham katha (Krishma lila Tarangini)

| The lament of Rukmini when she comes

= to know that her chances of ma.rry.’m

Bgnas = 1 Krishna become remote. This o?
3 bordering on g_eupau__

. " L= > = | ==

1

Raudra Arabhi ..| Yahi Madhava (17th Ashtapadi)

Hasya Kambhoji ...| Eonangi (divine clown) song figuring at
the commencement of dance dramas.

Bhayanaka Ghanta ...| Unnativuna (Nowka charitram)

Bibhatsa Varili oo | Indukemi (Nowka Charitram)

Disgust arising out of a feeling of helpless-
ness and outraged self-respect.

Adbhuta ...| Hindusthan behdg ...| Idudano tillai sthalam (Nandandr charitram)
{  The joyvous surprise of Nandanar when he
reaches Chidambaram, the object of his
life’s dream.)

LIT

fanta (quietude) o Sama ... | Santamu leka (Tyagarija)
: Kedaragaula ... Varijonayana (Prahlada bhakti vijayam)
Bhakti 43
Bhairavi ... | Sriraghuvara (Tyigaraja)
¥ ; Bilahari ... | Kanugontini Do.
Joy
Mohana ... | Nanu palimpa Do,

Vatsalya Nilambari .+« | Cradle song : Lali sri Krishnayys



Themes and the ragas appropriate to depict them

Th::l;ig:h’ Raga Examples

Telisenura (padam)
Taunting (satirieal) ... Saveri

Chalu chalu (Nowka charitram)
Martial or yuddha vira| Nita and Kedaram...

s A {naukuhkambhoji... Ezhai parppan (Nandanar charitram) =
penitence Asdveri w | Saranam saranam  Raghurama (Rama
nitakam)
Pride Devagdndhari ... | Evaru manaku (Nowki charitram)

(Conceit or mada %% resulting from saun.

darya garvam. This song is sung in a
challenging mood as the gopis are proud of
their personal beauty, charm and attraction)

IR A . ... £
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Ritigaula o | Nannu vidichi (Pyahlada bhakti vijayam)
Entreaty (pleading) ... :
Purvakalyini ... | Satre vilagi (Nandanir charitram)
Resolution following an . )
intriguing situation Mohana ... | Vedavakhyamant (Nowka charitram)

Loneliness, detachment

from world, forest Vasanta ... | Overture to Nowka charitram
life, in mid stream

Jealousy Kalyini e | Enkanum vara vara (Tamil padam)

184
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Khamas can portray bhakti and sringara. Ragas with
more than one jiva svara like Sankardbharana are capable of
producing more than one rasa. Even in such cases, the m
cal analysis of the piece will reveal the lineof development
of the dhatu adopted to depict the particular rasa, 1

There are ragas for portraying the different degrees
intensity of a particular rasa. For example if we tak
feeling like grief, we can conceive of superficial gri
ordinary grief, bearable grief, unbearable grief and v
deep, overwhelming and heart-rending grief. Ragas
Mukhari, Nadandmakriya, Punnigavarali, Ghanta, and
can respectively portray these different degrees of
Likewise, ragas like Arabhi and Athana canbe used to pe
the feelings of (1) anger provoked by a trifling situation and
(2) anger provoked by a serious situation.

There are ragas like Ahiri which can portray only's
single rasa and rigas like Todi, Kambhoji, Mohana, Sanka;
bharana and Kaly&ni which ean portray more than one ra
A single note by itself has no rasa, since its value as sudd
rishabha, sidharana gandhara ete,, is dependent upon
frequency of the ddhara shadja. For the proper enjoyme
of the rasa of a raga or o song in that riga, the atmosphere
the place should be saturated with the sruti notes of
tambura or other drone. When we talk of driksha
nalikera rasa and kadali rasa in connection with the styl
Tyagaraja, Muthuswidmi Dikshitar and Syama Sastriy,
denotes the style of musieal writing characteristic of the
three composers. It borders on intellectual appreciation.

As a rule, slow tempo is admirably euited for portraying
karund and bhakti rasas and fast tempo for portraying reudré
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spd vira rasas. Bimpler timeameasures like adi, rupaks,
and chapu (misra and khanda) will be useful for portraying

rasas. However, much will depend upon the treatment of the
raga and the manner of development of the dhatu.

It may be of interest to note in this connection that
particular metres (chhandas) are suggested for some rasas in

literature.

Nindastuti kirtanas are of interest from the point of
view of their rasa bhava. A piece like, Ilalo Pranatirti-
harudanuchu (Athana) suggests anger provoked by disgust
at the indifference of the Lord towardsthe composer. The
piece, Adigi sukhamulevva (Madhyamavati) has an under-
current of sarcasm about it.

All ragas evoke in us aesthetic enjoyment. It does not,
however, follow that all ragas should evoke in us some parti-
oular sentiment. A raga like Katbana kutiihalam or s
kriti like Koluvaiyunnade (Bhairavi) gives rise to sesthetio
pleasure and not to any one of the nine rasas. Thus there is
such a thing as gana rasa which we feel when we listen to
art mugic and instrumental music (tana on the vina or a
string quartet of Beethoven for example). This gana rasa
ig universal in its character. Applied musie in conjunction
with the ideas contained in the sahitya can easily evoke
any of the rasas recognised in poesy.

Some ragas are useful for sahityas relating to varnana
or description:— .

Pantuvarali, (Chudare cheluldra - 2nd song in Nowka
charitram),
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Kedaragaula ( Venuganalolunt)and
Surati ( Kanavenum laksham kangal ) - Ramanitakam.
may be mentioned as examples. Rigas like Bhupila. and
Malayamarutam haveasoft and soothing effset when heard
before sunrise. On suchi oceasions we get a feeling as if some
welecome person rouses us from sleep. Vigour and gaiety
are characteristic of Bilahari and hence it is appropriate
to ping this raga in the morning.

Darus (story songs) from their very nature are composi=
tions suggestive of particular rasas. Six kinds of darus
figure in geys ndtakas and nritya natakas :—

(1) Samvada daru

In samyada darus or musieal dialogues, the same musie
can appropriately figure for the question and answer as in
gongs 4 and 5 of Nowkd charitram. In song 4, the Gopis
level charges against Krishna and insong 5 Krishna repudiates
them. Oceasionally the tune of the reply may be different,
provided the tune of the questioner naturally suggests the
reply or leads on to it as in the song, Manninil arasar pola
(Réma nitakam).

(2) Uttara - Pratyuttara daru - musicsl dialogue,

|
Whereas in the samvada daru, there isthe presumption
of arriving at the truth by a process of discussion and ratiocis
nation, in the uttara-pratyuttara ﬂal'u, there are only state-
ments made alternately by the two persons. There is no goal
or conclusion to be reached in the latter case.

(8) Patra pravesa daru, the entrance song of a character '

in a dance drama. Thils song besides having a beantiful
dhatu p_roviflaa opportunities for the actor to display his talents
in dancing.
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(4) Kolatta daru, songs used in Kolattsm or stick play.
(5) S'vagn.ta darit-

In svagata darus or musical soliloquies, the ragas and
tunes used must be of a reflective character. Ennaga
manasuky rani (Nilimbaxri) of Prnhlada bhakti vijayam is an
excellent example.

(6) Varnana daru - deseriptive song,

‘Whereas the navarasas and the feeling of hhakti can be
experienced by a study of literatiire, the emotion of gina
raga can be felt only though the medium of musie. Instru-
mental music generally speaking, produces gina rasa in the
listener. Orchestral music can he used to create the nava
rasas. Musical compositions of the pure and applied class are
in 5 sense even superior to poetry because through them one
can exporience all the rasas inelusive of the gina rasa. '

We go to a concert of art musie to experience giina rasa.
Hvenwhen & kriti like Kanakasaila wviharini (Punniga-
varali riga) is sung in a concert, we derive only aesthetie
pleasure and not the feeling of pathos. In a kilakshepam,
opera or dance drama, every song evokes in ug &
specific rasa. In fact when the Bhigavatar in a kalakshepam
digresses needlessly or sings kalpana  svarag for s song in the
middle, the particular rasa atmosphere developed by him so
far gets weakened and he has to strain once again to restore
the atmosphere of the original rasa. We go to a bhajana
to experience bhakti raga.

As for the question why géna rass (Qeess sea) ag such
has not been mentioned in early works, the answer may be
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given that for many centuries, music has always been thought
of in its applied aspects and as a vebicle for singing ¢
glories of God. With the development of manodharma
gita and instrumental music, the way was paved for
emergance of the concept of gina rasa.

In the case of rigas of multiple rasas, it is possible to
say whether the admissible rasas are all equally dominan t or
whether one of the rasas is dominant and the rest secon ; ar
Thus in a riga like Devagindhari, the pradhana
primary feeling is vira. Bhakti may be mentioned
upa rasa for this riaga. The eompositions, Kshirasag
sayana and Karunasamudra stand as examples for these

nspects of the rasa bhiva of this raga. p

The primary object of a kirtana is to create the fee

navarasas or the feeling of gana rasa. Thus kritis
Koluvaiyunnade (Bhairavi) and Najivadharae (B
evoke only gina rasa whether sung or performed
instrument. Kritis like, Teratiyyaga rada (Gaulipantu)
Devtbrova samayamide (Chintamani) ereate the
pathos. The kriti, Santamu leka (Sama) evokes santa 1
The kriti, Fnta bhagyamo (Saranga)evokes adbhul
Hence the significance of Tyigaraja's statement
rasayuta kritiche bhajiyinche’ in the kriti, S\
mridanga talamu in Sriranjani raga., Thus Kritis 1
classified into:—

-

1) Those which evoke only gina rasa and

2.) Those which evoke any of the nine rasas.
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In a dance concert, the abhinaya performed for a pada,
javali, ashtapadi or other similar item will evoke in us one
of the navarasas or bhakti rasa. But anitem of pure nritta
like the dance performed for a jatisvaram or tillana, will
evoke a feeling corresponding to gina rasa.

There is a signifieant purpose in singing the Madhyami-
vati raga at the close of & concert. This rAga takes the notes
whioh are met with earliest in the cyecles of fifths and
fourths. These notes are highly concordant notes. When a
raga taking these notes is sung, s feeling of normality and
aesthetic satisfaction will be felt.

The singing of the Madhyamavati rigs towards the close
of & concert is preceded by the Mangalam. Mangalam is an
auspicious song and every concert is concluded with a
mangalam. Such songs are composed only in auspicious

ragas. Some of the wellknown mangalams are given
belowy :—

Name of the song Riga Composer
Ni niima riipamulaku’ Saurashtra Tyagaraja
Makulamunakiha Surati "
Jayamangalam Ghanta "
Jayamangalam Mohana 1
Janalci ndyaka niku Dhanyasi "
Jayamangala i Purandars Dasa
Bhujaga siyino  Yadukulakimbhoji  Svati Tirunal
Sri Ramachandranukku Surati Arunichala Kavirayar

M?ng'alam Sri Ramunaku Vasanta Mysore Badasiva Rao
Srimut Kakarla vamsabdi Madhyamavati Walajapet Venkata-
ramana Bhagavatar
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In the Sangita Malkaranda of Nafada, in the S
dhyaya, pida 1, verses 47-48 we find rasas mentioned fo;
sapta svaras ;:—

BEAGSNS B Bageg S THY 4
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In Bharata’s - Natya Sastra Chapter VI, appné
coiours are mentioned for the rasas,

If & piece belonging to the sphere of applied my i
harmonised, then as part of the harmony, the nates e

ralise the intended emotional effect of the riga.
game reason, modulation into other keys during the
a composition or producing the ides of another raga
shift of the tonie note is detrimental to its rasa bhava
the inter-relation of the frequencies uf the notes is affect
account of the change in the fundamental. Hence

portinee of the attendant drone accompaniment in a con
of Indian musie.
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CHAPTER X

Mudras in Musical Compositions

Mudras ave names introduced in the sahityas of musical
compositions to signify certain facts. They serve to reveal
facts lilke the authorship of the composition, its raga, téla,
type, nayaka, ete. The mudra is so cleverly introduped as
to maintain a continuity of sense in the sahitya, The beauty
underlying the weaving of the mudra into the texture of the
gahitya can be felt only when the composition is sung.
Valuable internal evidence is furnished by some mudras.
Barring some exceptions, it is not'obligatory on the part of &
composer to introduce any or all the admissible mudras in a
musical composition.

The term mudra in common parlance means a seal,
stamp, print, mark or badge. In dancing it means the
representation of an idea through a hand pose. When only
one hand is used it is called an asamyula hasta and when
both the hands are used it is called a samyuta hasta. In
religious worship also we have the mudras or hand poses -
the anga nyasas and kars nydsas.
many mudras are used.

In Tantrie worship

In musical compositions, the word mudra refers to the
impress or mark proclaiming a certain fact - that it is the
composition of a particular compoeser, that it is in a particular
raga and so on. The colophons figuring at the conclusion
of sargas in epic poems and kivyas furnish the earliest
examples of mudras relating to authorship. Such eolophons
also furnish the titles of the adhyayas and sargas. For
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example in the Bhagavadgita, we find at the end of tha" g

chapter:—
28 | IENSET BrsnsEy
TgS DAt am St pgan |l

(i. e,, in the Upanishad of the Bhagavadgita, this i.

sixth chapter entitled the Yoga of Meditation)

Likewise in the Gita Govinda of Jayadeva

Krishna lila Tarangini of Narayana Tirtha we come

statements like the following:—

DI S0 Lﬁl’a:ébu- 55’0!\““50 L@E’a‘éﬁ"i
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This latter colophon incidentally indicates th

Narayana Tirtha was o diseiple of Sivarimananda

In a collective work like a geyanitakam (o
s nritya natakam (dance drama) some composers like

rdja have introduced their ankitam in the darus and oth

like Gopilakrishna Bharati have not done go. Gopéls
Bharati’s signature oceurs only in his viduti
(individual songs) and not in the songs pertaining
story of Nandanir Charitram.
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Classification

Mudras may be classified into:-—

(1) Vaggeyakara mudra i.e., the ankitam or the
gignature of the composer. This admits of twe
divisions :—

(a) Svanama mudra, wherein the composer has signed
the compositions with his own name, as in the instances of
Tirujndnasambandar, Jayadeva, Narayana Tirtha and
Tyagaraje.

(b) Itaranama mudra, whevein the composer has
resorted to some other name for the purpose. This other
name may be the name of some Deity, or & name suggestive
of the fact that the composer was a devotee of & particular
Deity. Patnam Subrahmanya Iyer and Subbardys Sastri
resorted to the ankitams, Venkatesa ind Kuméra respective=
ly. Muthuswamy Dikshitar and Annyya adopted the signa.
tures, Guruguha and Umédasa respectively.

(2) Raga mudra is a case where the name of the riga
of the piece is introduced in the sihitya of a song. The
presence of the rAgamudra may be casual ag in the kriti:
Mohana Raméa (Mohana - Adi) of Tyagardja or may be
purposive as in the sihityas of ragamilikas. The presenca
of the riiga mudra is a necessary feature of the lakshana
gltas, raigamilikas and raga talamalilds. The ragamudra ig
8éen in many of i
ooy ¥ the compositions of Muthuswamy

The 72 Mela raga kritis of Kotisvara Ayyar (1869-1938)
also contain the raga mudra,
17
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A riga name might occur epsually in the sahitya of a
kriti but it will not be a ragamudra unless that name happens
to coincide with the riga of the piece itself. Thus in the
kriti ** Sankari samkuru® of Syama Sastri in Baveri rigas
the name, Kalyani occurs in the anupsllavi but it iz not &
ragamudra since Saveri is the raga of the pilece. Likewise
in the kriti, Himadr: sute pahimam, the name Kiravini
gecurs, bul it is not a riiga mudra since Kalyani is ilhe rags
of the piece. Thus raga nama and raga mudra are twd
different things. ..

In compositions containing the rdga mudra, the riga
name may oceur independently as the name Janaranjani ln
the kriti, Pahimam Sri Raja Rajesvari of Maha Vaidyes ¥
ndtha Iyer or in conjunetion with the syllables preceding or

b
=y

following it, as the name Arabhi (samsarabhityapahe) in Sy 3

Sarasvati namostute of Muthuswamy Dikshitar.

The riga mudra may occur in the pallavi, as in Kanja@
dalayatakshi (RKemglomoroleri rigs) or anupallevi as in
Amba ~ Nilayatakshi (Nilambari rage) or charana as
“Nilakantam bhajehum (Kedaragauln riga), A riga mud
‘besides serving to eonfirm the riaga of the song or the
of the concerned section of a 1dgamaliki, may have
etymologienl value also. The Telugu sahitya, Punnagadyis
for the ragamalika FPuannagendra sayana of Svati Tir
“helps us to conelude that the raga of the seventh seetic
the ragamalike is Ahiri and not Nadanimakriya.
statement ** BAmagdinavinutam " in the Chaturdasa v
malika of Muthuswiimy Dikshitar leadsto the conela
‘“that - Sama -4s the correct name of the rign and 3
Syaman.
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The riiga mudra is also seen in the following composi-
tionsg :—

Namo of the song Raga Composer

Kamakshi (svarajati)  Blairavi Syama Sastri

Arukkuttan Devamanchari Gopalakrishnn
Bhavati
Padari varugudia Kambhoiji Ghanam
Krishnayyar.

The Pallavi,
Sunkarabharana vent ninnu
Chila namminadird sugunavativagu ||
in Sankarabharana rigs, Aditals, furnishes an example of a
Riga mudra pallavi,

3. Tala mudra signifies the introduction of the name
of the tala in the sihitya. The presence of the tila mudra is
8 necegsary feature of the composition knownas talamalika.
In the shiiyas of ragatilamilikis, the rigs mudra and tala
mudra have fo be present in each section of the composition,

4. Acharya mudra, wherein the composer indicates
the name of his preceptor or guru. In the sapta v gita in
Nata vaga, Gana vidya dwurandhara Venkatasubbaryaguro,
we find the composer, Paidila Guramurti Sistei refeiring to
his Gurn, [In the Kriti, Mayatita sparipini (Mayimalava
gaula raga) swo find  the composer referring to his guru,
Muthuswamy Dikshitag

5. Raja mudra, wherein the composer directly or
casually, revenls the name of his patron. TIn the anupallavi
of the Tamil padam, Parengum parttalum (Kalyini raga),
Ghanam Krishoayyar, the composer refers to his patron,
Kachehi Kalyana Ranga of Udaiyarpalayam. Inthe Chaturdasa
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Ragamalika of Muthuswamy Dikshitar, we find the ¢
ser referring to his patron Vaidyalinga Mudaliyar, the I
Mirasdar of Kulikkarai. In the Varna, Kanakangi, i
raga, Ata tdls, the composer refers of his patron Sarak
Maharajah. In the song Adalusedanarada (.g,sw@m._@ e
Arunagirinathar casually refers to his patron, 1
Pratapa Deva Rays II (1422—1449), Bmperor of Vizian

6. Vamsamudra,wherein the composition containg
rences to the pedigree, vamsa and gotra and the names o
parentsof the composer or of & composer in whose honor
compogition is composed, In the Mangajashtakam co
in praise of Tyagardja, by his disciple Walajapet
ramana Bhagavater, the sage of Tiruvaiyar is mention
belonging to the Kakarla vamsa. In the kriti, .Dora
ttuvantt seva, Tyagardja mentions that he is the
Ramabrahmsa. Inthe kriti, Sitamma mayammo, he
alludes to the names of his parents in the pallavi.

7. Prabandha mudra is a case wherein the
of the particular prabandha is introduced in the sahitya
composition The oceurrence of the prabandha mud

+ feature of many medieval compositions of ti# technical
Some tillinas (Ex the tillana of Pallavi Seshayy
Dhanyisi raga) contain thename ‘tillana’ in their s@hity

* following compositions also contain the prabandha

Type of Prabandha . Bong wherein the Compt

mudra occurs,

{ Sinattavar, }

Tiruppugazh | Bhalitiyal yanunai

Padam Nettandi l
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[ Ragarotnamali
= ¢ alik Lache - Ritigaula
Sataraga raind Mallka.n 5.0 . Flavatara-

LMukhiri 18ga

Tyagardja

The fact of the Satar@yaratnamalika having been com.
posed by Tyagardja is revealed by these two compositions.

8. Nayaka mudra is a feature of padas. Padakaras
have each chosen a nayaks of theie choice e. g., Muvva-
gopila by Kshetrajna; Rajagopala by Muvvalur Sabhapati
Tyer ; Venugopila by Sarangapani; Manniruranga by Ghanam
Sinayya; Muttukkumara by Vaidisvarankovil Subbarams
Tyer and so on.

9. Sthala mudra or Kshetra mudra is a case wherein
the name of the shrine in praise of which ihe song is composed,
is introduced in the sahitya. This mudra can be seen in the
Teviiram, Tiruvichagam and Tirappugazh. Tyagaradja in
many cases has composed five songs (Pancharatnam) in
praise of the Deities of the shrines which he visited. Therein
we find in the sahityas, the name of the Deity (Devata mudra)
or the sthala (sthala mudra) or both incorporated (Ex. Kovur
Pancharatna and  Tiruvottiyur Pancharaina), In the
Panchalinga sthala kritis of Muthuswamy Dikshitar, the
Nayaratna malika of Syima Sastri and the Kalahastisa
Pancharatna of Vina Kuppayyer also we see this mudra.
Generally speaking, we find the sthala mudra in the sihityas
of pongs pertaining to shrines. These mudras establish
beyond doubt that these songs were composed in praise
of the particular shrines. The kriti, Sr: Parthasarathe in
Bhairavi raga - Khanda jati Triputa tala by Mysore Saddsiva
Rao contains the following in the svara sahitya part:

Kairavamani tata nivesa Sri Tiruvallikkeni Nagarisa.
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10. Biruda mudra is a ecase wherein the com
refers to the biruda or the title enjoyed by him or associs
with the compoger or lakshanakira in +whose praise the
is eomposed.

11, Lakshana grantha mudra is a case wherein the.
composer refers to a significant lakshana grantha digested
him. The finest example is the kriti, Swararagnsudhara
wherein, in the mudra charana the eomposer refers to h
‘a8 having digested the work, S»r@rnava.

12.  Miscelluneous mudras: Tn the Tamil dance dra:
“Surabhendra Bhipila Kuravanji natvkam", in Scens
in a song perfaining to the hero, we find the names of 19
in the Hindu cyecle of 60 years: Prabhava, Prajotpatti, Manr
‘tha, Paritipi, Duandubhi, Virolhi, Dunmati, Kalayuki
Vijaya, Vikeuti, Jaya, Ananda, Pramati, Tsvara, Kurofi,
‘Kilaka, Chiirabhinu. Savvajittu and Akshaya el
introduced and with a meaning. These years are poss
“significant years in the life of Sarabhoji (1800-1882),
‘ruler of Tanjore. This might be termed Samv
mudra.

In some Telugu poems we find the names of the
in which they are composed introduced. This mig
termed Chhandas mudia.

Varieties of Vaggzeyakara mudra

Of the dvidasa mudras or twelve kinds of mudras f
ing in musieal compositions, the vaggeyakara mudra pi
_an interesting field for detailed and analytical study. At

The viggeyakara mudra usually oceurs in the
+ and oceasionally in the pallavi or anupallavi. In songs s
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plural charanas, the signature of the composer will oeeur in
the @hhoga charana or the last charana. In the Tevaram, the
Tirukkadaikkappu (S @ésen_dariyy) or the last stanza of the
hymin contains the signature of the composer.

The ankitam or the signature adopted by composers
may be classified into:—

1. Those which the composers chose vo'untarily, asin
the instances of Tyagarija, Jayadeva, Nardyana Tirtha and
by svanama mudrakiras generally speaking.

Composers like Subbariya Sastri and Patnam Subra_
manya Ayyar furnish instances of itaranima mudrakiras,
who aiso chose mudras of their own aceord.

9. Those which the composer was led fo choose on
aocount of a particular circumstance or ineident in his life.

Muthusvdmy Dikshitar chose the ankitam, Guruguha
beciause he was bleased by Lord Skanda, while at Tiruttani.

' Hisg first composition, Srinathadi (Mayamalavagaula) follow-

ed immediately afterwards. It is possible that his father
Rimaswdmy Dikshitar, the author of the monumental com-
position 108 Ragw tala maliko, s composition longer than
the longest symphony of Beethoven, adopted the signature.
Venkatakrishna, becaune he was patronised by Manali Ven-
katakrishna Mudaliar (alias Chinnayya Mudaliar).

3. The name of the family Deity has been adopted as
thel ankitam by a few composers, Vina Kuppayyvar and his
son Tiruvottiyur Tyagayyar adopted the signature Gopala-
dasa, because they were devotees of their family Deity,
“ Qi Radhia Rukminisamedha Sri Venugopalagswamy ”,
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This vigraha can be seen even now with the surviving
bers of the family, When the great composer Ty:
visited Madras about the thiifies of the last century,
went to the house of his disciple, Vina Kuppayyer and sang g
gong in praise of this Deity.

Some composers adopted as their signature, the namn
their native villages (svagrama) or the Deities of their n
villages (svagrama mrti).

Composer. Svagramamurti,

Kshetrayya Muvvagopala

i.e. Lor
Garbhapuri, the presen
Kariir Dakshindmuirti Sastri | or #@&T in Trichy

- 3 7 The forms, Garbhap
prd Barur Devudayyh [and Garbhapuri sada

Garbhapuriss,

also met with in
compositions,

Dharmapuri Subbaréyar Dharmapurisa.

Although Bhadrachala Rimadis was born in N
dapalli, he adopted the signature Bhadrachala, because
beeame a devotee of Sri Rama of the place, during his
career as the Tahsildar of Bhadrachalam,

Purandara Disa and Bhadrichala Ramadasa
known by other names in their early lives. Sina
Gopanna were respectively their names in their
They however adopted as their signatures the names
which they are now known to musical history.

There are instances of a svanama mudra of one con
becoming an itavanima mudra in the hands of
composer,  Vijaysgopalaswamy signed his con
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( Kripayamamuddhara Sri Krishna—Madhyamavati raga
for example) with his own name. This name was adopted
py the later composer, Srinivisayyar of Madurai (Ninnu-
minchinavarevaramma - Natakuranji raga, for example).

Trom the point of view of the variety of Vaggeyakira
mudras used, composers may be ciassified into :—

1) Ekamudrakaras i. e, those who used a single mudra,

Tyagardja, Muthuswadmy Dikshitar and Byama Sastri
used a single mudra: Tyagaraja, Guruguha and Syama
Krishna respectively.

2) Paryaya mudrakdaras ie., these who used the

gynonyms also in addition.

Svati Tirunal used Padmanibha and the synonyms of
thet name :—

Abjanabha Pankajanabha
Ambujanabha Sarasanabha
Jalajanabha Sarasijanabha
Jalaruhanabha Sarasiruhanabha
Kamalanabha Sarojanabha
Kanjanabha Vanajanabha
Nalinanabha Varijanabha

Svati Tirunal tops the rank of Paryaya mudrakiras
Of course the word padma (lotus) with its innumerable

Synonyms gave him an advantage. Kanchi Venkatadriswamy
18
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#nd Ghanam Krishnayyar are other paryiya mud
m"fpfm'ar uses the mudras, Varanasaila, Kun
Dantigiri and Karigiriand the latter, Velava, Muttul
and Muruga.

Patnam Subrahmanys Ayyar inaddition to using
tesa or Venkatesvara has resorted to the slightly
forms: Sri Venkatesa, Varada Venkatesvara, Adi Ve
and Sri Varada Venkatesa.

Gopalakrishna Bharati has used the forms, Gopa
and Balakrishna.

Sundaramurti; Nayanar is an instance of a
‘mudrakara to use the full as well as the shortened
the mudra. Thus he uses the forms, Nambiy3
Artran nambi  (Ex. Maruvar konrai), Artran (Es,
vazhandanar), and Uran (Ex. Murrupparrena).

Appar reveals the identity of his authorship
reference to Rivana in some form in the last stanza
hymns.

3) Bahumudrakdras i. e, those who used more th
mudra. ]

Bhadrachala Ramadis is a rare instance of a bah
kara. In some songs, he signed as Ramadasa (Bx.
nayana Vasudevu). In some other songs he uses the m
Bhadrachalavasa and the synonyms, Bhadradri, Bhad
snd Bhadragiri (Bx. Edanunnade). In songs like 3
Ramamayam, we find him using both these two mt
Thus he is the rare instance of a composer to use bol
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vanama and itara nima mudras  He also ranks as a paryaya
8

mlla rakars.

The viggeyrkara mudra, generally speaking is used to
cate thelauthor of the composition. But sometimes it is
ased in a dual sense i. e,, in the sense of the composer and in
the sense of the Deity of the same name as that of the fnudza.
The examples given in A and B on pp 140 and 141 will bear

out these two points:—

indi



A. Mudras which indicate only the identity of the compeser.

Name of the song and its riga.

1. PBlavatara (Mukhari)

2. Chakkani raja (Kharaharapriya)

3. Vidamu seyave (Kharaharapriya)
4. Nidhichala sukhama (Kalyani)

5. Vinave O manasa (Vivardhani)

6. Talli ninnu nera (Kalyani)

Relevant words from the piece. Meaning.

*Is it for blessing Tyaga~
rija who has written the
Sataraguratna malika
etc.

Batardgaratna malikann
rachinchina Tyigarijunaku

Rama, who has taken
residence in the house
of Tyagarija,

Tyagarajintane baganelakonna.

The offerings given by
Tyagardja with love.

Tyagarajanutuni kirtana Which is good? Tyagaraja’s
sukhama ? kirtanas ? ete.

Tyagaraju prematonosange.

Listen to what Tyagaraja
says.

Protector of Syima-
krishna (i. e, Syama

Tyagaraju manavi

Syama Krishna Paripalini

_ | Sastri).

1. Venkatasaila (Hamir kalyéni)

8. Kanaka sabhapati (Dhanyasi)

Is it difficult for you to
protect Kumara (i. e.
Subbardys Sastri, the
composer).

EKumaruni brova birama

Gopalakrishnan paniyum tillsi. The Tillai (Chidsmbaram)
Natardja, whom Gopila
krishna Bharati wor-
ships,

When a mudra has the suffix ‘Dasa’ as Umddasa, Guhadisa, ete., it can be used only in

the sense of the particular composer.

B. Mudras which in addition to indicating the identity of the Composer
also suggest another meaning.

Name of the song and its riga.

1. Vinayamu nanu (Saurashtra)
2. Sankari samkuru (Saveri)

3. Janani ninu vina (Ritigaula)

4. Natanamadinar (Vasanta)

Relevant words from the pieee, Additional meaning.

Tyagardjadi devatulu God Siva
Sydma Krishna Sodari Sister of Vishnu i.e.
Parvati
Eumara janani Mother of
Subrabhmanys
Gopalakrishnan pada As God Vishnu sang
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In addition to the svanima mudrakiras already notieed,
the following are the other composers who have signed their
compositions with their own names:—

Sri Chendrasekharendra Sarasvati
(Author of Sivashtapadi)

Ramakavi (Author of Ramashtapadi)

Tukaram

Vittala*Pant

Paidala Gurumurti Sastri

Mysore Sadigiva Rao

Kundrakkudi Krigshnayyar

Tarangambadi Panchanadayyar

Cheyyur Chengalvariya Sastri

Pallavi Seshayyar

Ramnad Srinivasa Ayyangar

Kavikunjara Bharati

Kamakoti Sastri

Arunichals Sastri

Chinni Krighna Dasa

Tachur Singardeharly

Parankusa Dasa

Venkata Vittala Daga

Tumu Narasimha Déga

Ramfnuja Disa

Desgika

Guruplraninanda

Mambalam Adi N arayana Daga

Venkata Varada Diga

Pépaviniss Mudaliyar

Vaithiswaran Koil Subbrimayyar

Vedandyakam Pillai

143

Achuta Dasar
Lingaraj Urs.
Nilskanta Sivan

A svanams mudra or an itarandma mudra may oceur as

an address (vacative case); Ex.

* Srinivasa’ in the composi-

tions of Ramnad Srinivasayyangadr or 'Venkutesa® in ‘the
cornpositions of Patnam Subramanya Iyer. These mudras
may also occur in one or other of the following forms:
(1) Praised by soand so, (2) Written by so and so, (8) Composed

by eo and so, ete,

Form

Tyagardjanuta
Tyagaraja vinuta
Tyagaraja sannuta
Tyagaraja vandya
Tyagaraja vandita
Tyagarajapta
Tyagarajarchita
Tyagaraja
hruddhama

Examples

Song

Nunuganna talli
Kalala nerchina
Sujann j vana
Ninne nera
Namoralanuvini
Nenarunchinanu
Merusamana

Ninubdsi

Raga

Bindhukannada -
Dipaka
Khamis _
Pantuvarali -
Arabhi
Malavi
Mayaimilavagaula

Balahamsa

Tyagaraja hruddlaya Pahit Ramachandra Sankar@bharana
Tyagaraja hruchehari Amba ninu

Tysgarajuni hrudaya

sarojavasini
Tyagaraja kuls

vibhuisha
Tyidgardja varada
Tyagarija paripila
Ty agardjs palam

Vinayakunt

Rama ng samana
Mohana Rama
Ma Janali

Nadatanwmantsam

Arabhi

Madhyamavati

Kharaharapriys
Mohana 2
Kambhoji
Chittaranjani
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Tyagaraja chitta

hitadu Undedi Hatikambhoji
Tyagaraja piijita, Nenendu vetakutura Karniataka byig

— = Namo namo

Tyagaraja sevitiya { Raghavaya Desya todi
Tyagarija rakshaka Ramabhirama Darbar
Tyagarija

hrudbhintam Bhajare bhaja Kannads
Tyagarija

hruisadana Panipati sayt Jhankaradhvani
Tysgaraja 4

hrudabjasu bhringa £ Papamu Aihana
Tyagaraja

hrudbhiishana O Ranga sayi EKambhoji
Tyagaraia

méanasa 8aroja Rama ninne Huseni
Tyagaraja poshakudu £ Ramuni Vakulabharanam
Tyagardja

hrudayakira Vandanamu Sahina
Tyigardja !

hrudvarija mitra Challaka nato Vegavahini
Tyagaraja ketahdra Atla dorikitivo Vasanta
Tyagarija

kulapavana Rama Raghukula Kapi
Tyigarija

svanta sadana Sarvantaryami Bhairavi
Tyagardjs vara

hrudays nivesa Sambho Mahadeva Pantuvarali
Tyagaraja )

ripu jalade samira Mamava satatam  Jaganmohini
Tyagaraja geyama  Sr¢ Rama padama Amritavahini
Tyégardjuni mitru  Amma ravamma Kalyéni
Tydgarija

hrud sancharam  Sundara tara Pantuvarali
Tyfigardjas manohari Dasini telusu Suddha saveri
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Tyagardjesa Dasarathe Kokilapriya
Tyagarajn
jihvapai rajilla  Urake galkuna Sahiina

Tgagardja sakhudu Sringarinchukont  Surati
Pantuvarali
Deeitkshi

Ninnubonichchedana Madhyamavati

Sri Jayadeva banita dJth Ashtapadi,

Bri Rimakavi vara |
kritamiti gitam |

Ramadasa vilisa

Ramashtapadi

Byimn.kriahnn} - o s - ias
paripalini Kanakasaila Punnagavarali
Sydrnakrishna
hrudayambuja- Brovasamayamu Punnigayarali
nilaya
Gumguhanuta Cheta Sri Dvijavanti
Guriguhamahita Sri Rajagopala Saveri
Guruguhariipam Manasaguru Anandabhsiravi
Guruguha pijitam  Nilokantam Kediiragaula

Gurnguha janani Dharmasamuyardhant Madhyamavati
Sadisivakavi jivana Sri Lakshmiramana Bhairvavi

Sadiisiva }

Ravi Poshans Srt Parthasarathe  Bhairavi

Itaranama mudrakaras

The name adopted may be the name of a Deity as
Venlkatesa, Srinivasa, Kumira or Padmanabha or a name
suggestive of the fact that the composer was a devotee of a
particular Deity. Mudras like Gubadisa, Gopdladisa and
Uméidasa are examples of the latter type.

Whereas the svanima mudra usually oceurs in the
charana, the itarand@ma mudra may oceur either in the
pallavi, anupallavi or charana, In tana varnas however,

the inudra has to come in the anupallavi.
19
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There are instances of itaranima mudras being used by
mora than one composer : g
Hﬂjt‘fra 00”]1‘03(’,'3 wha h ;‘

used them.

(2) Madhusiidana

Paramahamsa {(1) Sadisiva Brahmeny
Paramahamsa

Gopaladasa and his son,

{“) Vioa Kuppayyar
(2) Tiruvottiyur Tyag

[(1) Manambuchivadi = *
| Venkatasuhha}'m G
. (2) Kuppusdmayya

Venkatesa (3) Patnam

| Subrahmanya
l (4) Kottav isal

(1) Gopalakrishna, Bh
I(QJ Inupachanigelu
Venkatarim

Gopﬂlakriaﬁna

Bhadragiri and its
synonyms, Bhadrachala ete.

(1) Bhadrichala Raimag
(2) Ramachandra

In addition to the names aIreaﬁy noticed, the fo . )

L -

are the other itaranama mudrakiras:—
Name of the composer

Sadasiva Brahmendra
Margadarsi Seshayyangar

Mudra

Hamea or Paramahams
Kosaln .
Sirangapani

Muvvalur Sabbapati I§3i-

Venugopila

Rajagopila /i
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Ghanam Sinayya Mann@irqmng_a
Pallavi Gopiilayyar IVelIJ_]_E{__gt*a‘ N
Virabhadrayya Pratiparima
Pallavi Duraisimi Iyer Subrahmanya
Karigiri Rao Naragimha
Vidyala Nariyanaswiimy Timpﬁti Venkatesa

Arunagirinathar invariably concludes his Tlmgp'uga.zh
hymns with one or other of the foIlowing forms : Pemgnale,
Murugone, Tambirine, Kumaravele. i

According to the number of mudras used, Bahumudra-
kirns referred to on P, 138 may be classified into: Dvimudra
kirae, Trimudrakiras, Chaturmudrakaras ete. Thus Bhadra-
chala Rimadisa will rank as a dvimudrakara since be used
the signatures, Ramadasa and Bhadrachala or its synonyms.
Sundaramiirti Nayanar will rank a.s a Trimudrakara since be
usedl the signatures, Nsmblyaruran, Arura.n nnd UranJJ &

Sometimes, viggeyakira mudras in conjunction with
gyllables or words preceding or following them furnish
important meanings or internal evidence. For instance the
statement, L et

“Tyagardjuni brochina Sadguru raya!”

occurring in the song, Sri Naradamune in Bhairavi rﬁg‘l
testifies to the fact that Nirada blessed Tyagaraja.

From the point of view of the number of mudras fi figur.
ing in them, musjeal compositions may be olanslﬁed mto Has

1) Eka mudra prabandha . en compomtlon conttmiug
only one of the dvadasa mudr&e
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Compositions containing the signature of the comr
alone are instances. For example in the kriti, Sriragh
prameya in Kambhoji raga, we see only the viggey
mudra.

2) Bahumudra prabandha i.e. compositions containig
two or more of the dvadasa mudras,

The Ragamalika, Nityokalyani contains the
mudra and the viggeyakira mudra, This will be & dvi
prabandha,

The Kriti Chintaya ma contains the viggeyakira
raga mudra and kshetra mudra. This will be a Tp
prabandha.

The Chaturdesa Ragamalika of Muthuswimy Di
contains the vaggeyakira mudra, riga mudra, pra -
mudra and the mudra of his patron, Thus this will rank 8
a Chaturmudra prabandha end so on,

Svara sahityas being additional and ornamental
ages to kritis, the mudra of a composer will not figure

The mudra charana i.e. the charans containing
gignature of the composer corresponds to the tirur
pattu (S @rrwlun @) and the tirukkadaikkappu (&
&roy).  In this last stanza, the author besides ment

his name, states the merit accruing from recitin
hymn,

The presence of a viggeyakira mudra ina comp!
sffords a prima facie proof that the composition is 60

CHAPTER XI

Music and Temples

For meany centuries, temples in India have been not
only places of worship, but also seats of learning*
Students pursued their studies under their Acharyas, in the
holy precinets of temples in a spirit of reverence and
devotion, Temples in the past also played an important part
in the preservation and development of fine arts. Some of
the best specimens of iconography, seulpture and architecture
in South India are to be seen in her temples; and some of
the best paintings, in her cave temples, Music in its friple
aspect of gita, vadya and nrilya (vocal musie, instrumental
music and dancing) was given a prominent place in temple
rituals. From the Kamikagamam, one can see that the
performance of musiec and dance in temples was not
something optional, but an integrel and compulsory part of
temple ritual and worship.

Temples in South India particularly have played an
important part in the preservation and development of musie-
In India, music and dance were never conceived of as mere
items of enter tainment, but as subjects worthy of seriousstudy
by even the greatest men and women of the land. These two
arts were elevated to the status of vidya. They helped the
thinking men and women to understand something of the
Infinite. It is not without significance that Divinities
and Oelestials are associated with musie, musical instruments
and dance. The performance of music and dance in temple
rituals had a special signifieance. In temples one had the
opportunity to witness rare specimens of sacred dance like
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the Bhujangalalita nrittam, Ganapati nrittam, ete. Speeis
musical forms like the Kaustubham can be heard only
temples.

The institution of music and dance in templeg ;
conceived and planned in a spirit of offering to the Dei
+In order to ensure a continuity of performance, the
were in most eases given inams of land. Thers are insta
of Vinaikkani, i e,, land given in perpetuity to vai__
by rulers in return for performances on the vind du
temple rituals. Many Saivite temples have Oduvars
recite gelections from the Tevaram during temple ser
The Vaishnavite temples have the Araiyars. The Veda-
yana-Goghtis provide the hymnal music. From the
century onwards, bhajana as a special form of wors}_:i_p'," '
shape The bhakti movement of the medieval period
8, great impetus to this form of worship and the masses
to it with great fervour and enthusiasm. Bhajanas came
be performed in the temple precincts on Ekddasi and o
gacred days, Men and women, old and young, all alike
part in this demoecratic form of worship, either as s
as devout listeners, In fact, the Bhajana became
introduction for the ehild to the realm of musie.

The nigasvaram party provided instrumental mus
temples. Incidentally it might be mentioned that the e
name, of this instrument is only nigasyaram and nof
varam. The name nagasvaram was possibly given
instrument because its tone colour resembled that
bhujanga svaram, the snake charmer’s instrument, ¥
gwamy Dikshitar himself in his song, * Tyégaraja mal
vajaroha’ in Srirags, relating to the festival at Tirm
temple has answered this question in a convineing
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We come sacross the words: ‘‘ Nagasvara moddalads
vadyom * in the song, and the word nigasvara here rhymes
with the corresponding words, ' Agama siddhanta” efe. in
the previous line. The ndgasvaram is not more than gseven
hundred yesrs old. It is neither mentioned in the old works
por dowe ecme across this instrument in the earliersculptures:
In the mural paintings in the Padmanabhapuram Palace,
in Travancore, the nagasvaram is depicted but these paintings
belong to the late medieval period.

In some temples we hear special instruments being
played during rituals. The panchamukha vAdyam is the
pride of the shrines at Tiruvarur and Tirutturaippundi, in
Tanjore Distriet. It is played solo and also in conjunetion
with the suddha maddalam. Parasaivas are the privileged
class of people entitled to play on this instrument, The
present performer on this instrument in the Tiruvarur temple
is a descendant of Tambiyappa, one of the disciples of the
composer, Muthuswami Dikshitar.

nchamukha vadyam is a five-faced drum with
hends. This complex instrument belonging to the
mbranophones is of interest both from the musieal
points of view. It is a development from
muzhi - (Ge@pier & dram with a pot-shaped
amiliar to students of Tamil literature. There
o of the Kudamuzhi in the Avadayarkoil.
in his Bhutarvetd's-vaguppu (ysQassror
to the
pture of a figure playing upon the panchamukha
stone ratham facing the sanetum sanctorum
ja temple at Chidambaram,

Kudapanchamukhi (@ ugras),
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The panchamukha vadyam has a big shell of bronze
and from the tip of the shell emerge five hollow eylind
The open ends of these cylinders are covered with gk
The drum heads are all on the same level. They are play
by the two hands. The faces are struck successively ar
gometimes simultaneously. Special sequences of j
(28ser) are played on this instrument, The central fae
slightly larger than the peripheral ones, The five faces ave nam
after the five faces of Siva - the central one bearing the n A
Sadyojata and the four peripheral faces, Isanam, Tatp
sham, Aghoram and Vamadevam. Being a big and a we
instrument it is mounted on a four-wheeled carriage. '
tone colour of this instrument resembles that of the tablie
tarang. Bince the instrument has a common resonat:
chamber, it follows that even when one face is struck
other faces vibrate andl this can be visually] seen by sp
kling rice flour or particles of fine sand on the unstn
drum-faces. The notes hieard are perfectly musical and f
drum-faces are appropriately enough, tuned to notes wh
bear the samviadi or anuvadi relationships.

Sarva Vadyam

Sarva Vadyam, literally all instruments, is un
institution by itself and is played only in a few
the Kamikagamam, details relating to the rag
(vieiraar), instruments and dances to ho pe
nava sandhis during the Brahmotsava are cleal
it is a pity that even in the bigger and wealthil
archakas have lost touch with these details. In!
the appropriate slokas are recited at the conod
but the question is whether the voocalists, instru
dancers do comply faithfully with the meaning
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When Gurjari riga has to be played, invariably the nagas-
varam player plays a light tune for the entertainment of
ithose assembled, and when Bhujanga lalita nrittam has to be
performed, the dancing girl, if one 1is available &ancas
something familiar o her. In this manner musical fra.u&‘s
pre being perpetrated in the holy precinets of temp!e_m ;

In the temple at Cheyyur in Chingleput distriet, tha_.sa.lj\_;a."_
vidyam is being played during the annual Brahmotsavam_
Cheyyfir is also familiar to musicians as the place whera
lived the composer, Cheyyhir Chengalvaraya Sastri in the last
century. He has to his credit & miumber of kritis in Telugu

and Sanskrit. He has also composed some sabdas,
L “p

The idea underlying "the performance of sarva vadyam
is musical homage to God in the triple aspect of gita, vadya,
and nrtya. The funetion starts with the recital of seleetions
from Tevaram, Tiruvichakam, Tiruppallandu, and Tiruppugal
by the oduvar and this is followed by pushpinjali. The
Nandikesvara vadyam (mridangam) and Brahmatilam are
next played and this is followed by a nrittam. Different
musical forms, like gita, varna, kirtana, padam and tillanay
are sung and this is followed by the siuging of literary formg
like chiirnika, ashtaka, venbd, kalittogai, varieties of
viruttam, ammanai, vaonam and ula. The playing of
different instraments like tiruchinnam, murali, mukhas
ving, takora wadyam, mallari, dhanka, coneh, navuri;
bhujangs svaram ete. follows. Items of classical dance and
thematic dances liks bhujanga nriyam are also given, More
than forty items fignre in this programme. If is an edus
cation, an entertainment and & spiritual experience to witness
the performunce of sarva vadyam: The whole thing lasts
for about three hours. i

20
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Dance dramas

Classical dance found its due encouragement in tem
The dancers performed before the Deity on special ocaagi‘ :
The performances of dance dramas and kuravanji nfit
kept alive the art of dance, The Tiruvarur temple is not
for the performance of the Pallaki seva prabandham
beautiful dance drama in Telugu by Shahaji Mahara
The performances of the Bhigavata mela natakas in plag
like Meratttir, Sulamangalam, Siliyamangalam, Uttukkag
Nalltr and Devapperumail nalliir in Tanjore district enﬁbh
the audience to appreciate and understand the benuti‘gs!!' i
dance dramas, 4

The dance dramas of South India were an anoual fea
of the community life of the villagers. Almost all the
members took part in them, either as actors, singe
instrumental accompanists Some looked to the stage m
gement or green-room work and others to the genaralmo
tion arrangements, In addition to the loeal paapla?, '
numbers of people from the neighbouring villages J
these dance dramas. As these dance dramas were enacte
front of the temples and in the immediate presence of the
Deity, specially brought and placed at s prominent M‘&
the direct view of the stage, a spiritual atmosphere was
imparted to the whole show. In these villages it has
the eustom for particular families to provide particular
for these dance dramas. There have been instances when &
right to appear in & particilar role was even pledged by ¢
person who was in need of money. Till the period of
payment, he denied to himself the privilege of appearing it
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thatrole in the dance drnmas. The dance dramas ensuved
the corporate life of the village, each one willingly shating
some patt of the worlk.

Musical Stone Pillars

The musical stone pillars found in some of the temples
are marvels of architectural and musical skill. The oluster
of pillare earved out of a huge bloek of resonant stone was
played upon with two thin sticks, The performers stood
on opposite sides and played on the pillars. Solo musie #8
well as accompaniment were provided by them. Rhythmie
aceompaniment was provided to performances of damee by
playing jatis on them. The tone-colour of the nofes emana.
ting from the pillars resembles the tone of the jalates
rangam. The pillars are of various artistic shapes eylindrioal,
square, octogonal, fluted, twisted ete. They show how art eould
be combined with the requirements of music. When & pillae
is struck, one can feel and hear the sympathetic vibration
from the other neighbouring pillars of the same frequency.
The Pampapati, Chowdeswari and Vittala shrines at Humpi
and the temples at Lepaksi, Tadpatri, Madurai, Azhagarkoil,
Azhwartirunagari, Tirunelveli, Suchindram and Trivandrum
contain splendid specimens of musical stone pillars. Where
resonant stones occurred in plenty, they were used for
carving resonant images a8 in the Krishnapuram temple in the
Tirunelveli Distriet. In the temple at Dardsuram, near
Kumbakonam, the stone steps of the balipitam give musiesl
notes. In the temple at Simhdchalam, notes are heard from
the stone foliage work on the top of the pillars,

In the temples at Chempagaranallir (Qriusrrseerr)
and Azhwartirunagari (gari@@ssf) in the Tirunelveli
Distriet, there are holes drilled in granite stone pillars whigh



156

Gtien blown through, produce the notes of wind instrumen
ke the conch and the ekkilam. The air blown, pa
through a seroll-like resonating chamber ‘inside the
and emerges on the other side. In fhe pillar nea
sanctum sanctorum of the Vishnu temple at Azhwar
nagari, the note given resembles that of the conech. I
#iva temple at Chemprgaranalliir, in the Nangunperi Tal
$uxther improvement is noticed. When one blows info
doleon one side of the pillar, the tone colomr of the
sheard; resembles that of the conch and when one blows int
+hole on the opposite side, the tone-colour of tho note resemt
that of the ekkalam, It is & marvellous experience to liste
o these notes. How the course of the air along one direetio:
And the passage of the air in the reverse direction can res _-
fh notes of | different tone-colour is a phenomenon won
-of 'investigation,

18

"% South India is the home of musical iconography,
*iiénut’iful images in stone and bronge and the paintings @
’ﬂ';éscloas depieting performers on musice! instruments fu
“alugble materials. Tmportant inferences of botha meg
5&'}1& ‘positive character are furnished by them.

Musical Iconography

The sculptures of Vinddhara Dakshinimurti in
itemples, the sculpture of Ashtabhuja Erishna playing 1
flnte in the Varadarija Swimi temwple at Kanehi
the sculpture of Sarasvati vlaying a fretted vind
he pre - - Raghunatha Naik period, in the temple at Pa

&ram, ‘the images of Nartana Ganapati and Tandava Kr
t'ﬁé figures of trimly-clad girls playing kolattam in cros
%a‘t‘ﬂré in the temples at Perfir, Avadayarkoil, Tadpatri &
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‘Rimegtvaram, the seulptures of eelestial musicians in: the

Kumfraswamy Temple at:Cheyylr and in the Anantapadma-
nabhaigwimy Temple at Trivandram, the seulptures depieting
the different dance-poses with illustrative slokas beneath
them jin the Gopuram at Chidembaram temple, the musical ins-
criptiong at Kudimiyamalai and Tirumayam in the Pudukottai
State and the epigraphical records of ingms of land granted
fo musicians, found in some templas are all important mate-
mals,smd highly ugeful for rasau.mh The figure of a rishi
playing on the yazh on the wall of the sanctum sanctorum
of - Ahe Vishou temple at Tirumayam (Pudukkottai) is &
scu]pi.ure of first elass importance. Next to this figure is the
figure of another rishi playing on a stringed instrument
with & plain finger board. These seulptures belong to the

8th eont A.D,

&

]nthe geulpture referred to above in the temple at
P;gu.awaram, the instrument depicted is the Budra vina,
ugnth ftwo strings, two gourds and frets. The instrument is
qheltl lin the horizontal posture unlike the oblique posture of
the wina in the earlier sculptures. With the disappearance
~of the yazh, the vina emerged as an important concert
_instrument. The head - piece of the modern South Indian
vind reminds us of the head - piece of the yizh. The fact
that the modern South Indian vina with its hemigphericsl
resonator on the right, the gourd resonator.on the left, twenty-
four frets, seven strings and the head-piece carved into the
head of a yali, is not found in any of the temple sculptures
shows that, this instrument csme into existence after the
period of these sculptures, X

‘Phe Rasimandalam depicted on the roofs of the kelu
mantapas in the temple at @angaikondachozhapuram and
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Eumbheswaraswiami temple in Kumbakonam, shows how | h
process of deriving scales by the process of modal shift g
tonie was explained practically by girls participating i
pinnal kolattam, A

Urdhva Tandava

The Urdhva tandava poses of Natarija in the shrines at
Perfir and Tiruvalangidu and in the gopuram of the ten

at Tirumazhappadi offer interesting study In addltioq o
the usual damaru, there is an extra drum held between the
legs by the Deity. One hand holds it and the other handplayg
upon it. The explanation for this extra drum may be ﬁ
follows : —

In the Urdhva tandava, the Lord was developing & new
type of dance unknown to devatas. In the earlier stages, He
perhaps danced to easy and familiar thythmic sequences ar
subsequently resorted to new and intricate patterns. The
while accompanists were teken by surprise at the new type
dance. They stopped playing on their instrnments. All th
they could do was only togaze with amazement at
thrilling performance of Natardja. Finding that, in
absence of a proper rhythmic ¢ecompaniment, the s
cance of the nmew dance will go wunnoticed, the
took an extra drum and provided the rhythmical aceon
ment Himself. ( Certain rhythmieal syllables are produced
simultaneous strokes on both the faces of a drum. Sinee *
the damaru, a stroke on only one side was possible ata
the necesity for another drum arose ). Parvati who
responding to His dances with equal vigour and excell
the earlier stages, became absorbed in the new fta
and the wmew sequences of rhythmical patterns,
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Urdhva tindava almost unnerved Her. She silently
gazed st the thrilling performance. Payvati’s failure to
respond to the Urdhva tadndava is popularly taken as Her
defeat. In fact there is an image in the Tiruvalangddu
temple showing how in the initial stages of the Urdhva
tandava, Parvati even attempted to respond by partially lifting

up Her legs.
Ritualistic music and dance

In some temples like those at Tirupati, Bhadrichalam
and Trivandrum, great composers have composed special songg
for being sung during the temple rituals. The managements
of these temples would do well to print these songs in
notation and make them available to the worshippers. It is
time that the managements of temples appointed art eurators
who would look after the preservation of the art treasures of
these temples.

Pemples in Scuth India have been the home of static
musie and dynamic music and static dance and dynamic
danmce. Representations of concert parties and dance parties
through sculptures and paintings come under the heading,
static music and static dance. These records on stone and
colour are valuable documents and help us to form clear
ideas of the concerts of those periods, the number that consti-
tuted a concert party or a dance party, the instruments that
were used as accompaniments, the construction and shape
of those instruments, the number of their strings, finger
holes and drum faces, the seating plan of performers
etc. The images playing on musieal instruments
and the sculptures of celestial musicians are interes.
ting from many pionts of view. The postures in
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which the instruments are held, their manner of play}
their compass and possibilities in gamaka are impor
details furnished by these specimens of static musie.
costumes and jewels worn by dancers as depicted in
genlptures and paintings throw a flood of light on the subje
of aharya -abhinaya through the centuries. ~ Dyna
music and dynamic dance comprise actual concerts of mus ¢
and dance performed in temples. Here we see the actual
performers in life, flesh and blood hefore us and we listes
to & continuous flow of music from them. The Vedaparayant
g—hushtis, oduvars, araiyars, bhajana ghoshtis, cgncert?%rgjgg..
ﬁ.nd nigaswaram parties provide dynamic musie. -EEPS
Valmiki natanam performed on all full moon days, in }tl;s
shrine at Tiruvinmiyur, near Madras is of special inferest,
The deity is taken out in a palanquin. The bearers of the
palanquin dance to quadruple time and triple time with
remarkable precision and accuracy. st Sl
Temple musie has got to be revived and ievitalised.
Steps should be taken to re-introduce the items of musigand
dance that were formerly given on the occasions of templa
rituals. 4l we o feudd
Jomp i e
= yualon
il W Rasts
caw Sud)
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CHAPTER XII

Geographical factors and music

A comparative study of the music of different couniries
will show that geographieal factors have to & certain extent
played a part in imposrting particular tfraits to the
musie of the country. While countries ocecupying the lower
rungs of the ladder in the seale of human civilisation have
to their credit only folk music and folk dance, eivilised
countries have, in addition, developed art music and art
dances.

A study of the music of different countries, may be made
from the following points of view :—

(1) The quality of the music of the country—whether
clagsical, light, martial, serious, frivolous, erotic
or pathetic,

(2) The nature 'of the people generally speaking,
whether they are artistic in their temperament
and outlook; and whether they are a musieal
race.

(3) The place given to music in the scheme of
national life.

(4) Places in the country whieh are at present active
seats of music and places which were seats of
musie in the near past and remote past.

(5) The number of composers, musicologists, musicians

and pafrons that the country has produced,
a1
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(6) The status enjoyed by musicans and composers in
society.

(7) The number of opera-houses, concert halls, open
air theatres, musical conservatories and ae
mies that the country has.

(8) The types of concerts preferred by the peopl
generally in that country,

(9) The manner in which they have honoured
great composers and musicians,

(10) Materials used in the manufacture of their musieal
instruments.

Buch a study will reveal interesting facts.

The political and economic conditions of the people of &
country are truly ‘mirrorred in their  naticwal music. In
countries which are situated in the midst of powerful and
aggressive neighbours and which have in consequence besn
subject to continuous wars, we seldom come across a vigorous
type of music. In countries more fortunstely situated, we
gee a gaiety and vigour in their musie.

In the continents of Asia and Europe, it will be found
that the countries rbout the centre have a glorious musieal
heritage. Germany and Italy have to their eredit a very
large number of composers who have shed lustre on Europ
music, The same is the case with India. Indians are perh
the oldest musical peoples to inhabit this globe, The Ve
hymns constitute the earliest hymnal music of humanil :
Music hag always been given an honoured place in the way of

life of the nution in India.
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Seats of Music

Musically advanced countries have developed a number
of seats of music. Eminent composers, musicologists, singers
and artistes who specialised in the technigue of playing parti-
cular instruments lived in those seats. They attracted to
them the best musical artistes of the country.

Sents of musie can be classified into those whieh owe
their origin to :—

1. Historieal factors; and
9. Geographical factors,

 Rulers who were interested in musiec and rulers who
were themselves scholars and performers patronised a
number of musicians in their courts and such places
became important seats of music. Munich and Vienna
in BEurope, and Delhi (during the reign of the Moghal
Emperors and unti] thetime of Aurangzeb), Rampur, Baroda,
Bobbili, Vizianagaram, Karvetnagar, Venkatagiri, Tanjore,
Pudukotfai, Rammad, Sivaganga, Ettiyapuram, Udaiyir-
palayam, Mysore and Travancore in India may be cited as
instances. The city of Madras stands out a8 an instance of a
seat of musie, which not being the eapital of a State and without
any record for musical patronage, nevertheless grew in
musios] importance on secount of its geographical situation
and politieal importance. Madras lay on the ancient Bendres-
Rameswaram route—the Kasibhata. The shrines at Tiru-
vottiyw;: and Tiruvanmiyur, lying to the north and eouth of
Madras were invariably visited by streams of pilgrims who
eame to the South. BEminent musicians and composers took
up their residence in Madras from the 18th century onwards,
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They had opportunities of meeting the musical luminarieg
who came fo the south in the course of their pilgrimage.
This capital and seaport town on the Coromandel coast attrag-
ted to it also men of commereial enterprise. Some of them
amassed immense wealth by trading with the East India
Company. Lovers of musie like Manali Muthukrishna Mudae
liyar, Venkatakrishna Mudaliyar, Pachaiyappa Mudaliyar
and Kovur Sundara Mudaliyar lived in Madras during the 18th
and 19th centuries, and lavished patronage on & number of
musicians,

Places which were centrally situated and which had a °
favourable climate,a bounteous rainfall, a wealth of agricultural
produce and facilities for leading a comfortable life also hecame
seats of music. Such places provided opportunities for qui'd_g.
thinking, The best musical minds of the country came into
contact with each other in such places. Desert regions,
mountainous tracts, barren places and regions subject to .
extremes of heat and cold never became seats of musie.
Places lying in the corner of a country continued to preserve
the old characteristies of their musie. They were not influ-
enced much by the new movemants in musie which originated
elsewhere., For the same renson, any new movement in mu
which originated in such places never made its in
ence felt beyond the districts on its borders. Travane
and portions of Malabar offer an interesting study in t
connection, The scale of the Nanduni used in Malabar
temples and instruments like the Villadi vadyam and Vina
Kunju deserve notice.

People in colder contries are generally fond of listening

to mugic of & heavy character. In Malahar, people listen
'with perfect composure, to the Chenda (drum) even when it i8
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pleyed eontinuously for half an hour or more. But in Tamil -
nad, people would prefer to listen to the musie of the nigas-
varam and tavii only from a distance, It should be pointed
out that the pitch of the present day nagasvaram is much less
than that of the older one. The pipes used now are longer
than those used in the past.

Musical Instruments

The types of resonant wood used in the maunufacture of
musical instruments are those which are loeally available.
Maple and pine are used in the manufacture of violins in
Europe. Cocos wood is used for making Buropean flutes,
wherens the bamboo is used for the purpose in India, Bone«
flutes were made use of in Furope in ancient times. The
bambeo flute gives s dslightful tone and it stands as the best
example of a natural instrument. Unlike the Huropean
flute, the Indian flute has no detachable parts. One ean
perforim on the flute music ranging from the simplest folk
melody to the highest type of eclassical musie. The
conch is extensively used in the music of the temple rituals,
There are conches which have a bright tone and conches
which have a pathetic tone. The former typeis used in temples
and in martial music and the latter in funeral processions.
Every warrior in the past had a eonch of his own and he
used it on the battlefield. The Panchajanya of Rrishna and
the Dewadatta of Arjuna may be cited as examples.

Jackwood is largely used in the manufacture of the
ving, tambura, gotuvadyam, mrideangam and kanjira
in South India. Sometimes blackwood is used for making
vinas. Redwood is occasionally used for the shell of the
mridangam. Vizianagaram, Bobbili, Tanjore, Trivandrum,



166

Mysore and Miraj are noted for the manufacture of musicall
instruments in South India. Inthe Rudraving, sitar,
kinnari and North Indian tamburas, gourds are used i‘
resonators. The gourds are trained in their growth to the
required shape The snake-charmer's pipe consists of w
bottle-gourd and two pipes. Into the bulbous end of the
gourd are introduced the two pipes, one serving as the
drone-pipe and the other as the tune-pipe. The skins of calf,
Inhﬂep-, buffalo and monitor lizard (varanus) are used in
drums. Silver, bronze, brass, copper and iron are thel
metrls used in the manufactuve of musical instruments
With the exception of the key-board type of instrument and
ingtruments with a fixed tone system (both of whi_oh”wel;ar_-
not of use in playing classieal musie of the melodie type), all
other types of instruments have developed in India. There
are as many as o00 varieties of musical instruments in
India, the largest number that can be claimed by any single
country in the world. The significant factors which localise
the manufacture of musical instruments wete the proximity of
the requisite raw materials and the availability of local talent.
to examine and pass them as concert-worthy.

Jalatarangam is an old instrument and is referred to as
the udakavadyam (water instrument). Playing on this ing.
trument is included in the chatushshashti kalis
(64 arts). Prior to the advent of the Chinese: porcelain eu
metallic cups of varying sonorousness were used.

The bamboo stem is used in the tunting, kinnari, eki
and agappaikkinnari. Blackwood (##rwrw — Diosp
sebenaster) is used in the manufactuve of nagassaram, o
mukhaving and chipla (castanets). The mouthpiece of the
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nagasvaram consists of the leaf of a marshy plant and this

functions asa double reed. The nagasvaram corresponds to the
oboe of the west. There is a stone nagasvaram used in the
temple at Azhwartirunagari. It is of the length of a mukha-
vind and gives a good tone.

Maddur on the Bangalore—Mysore line was onee famous
for the manufacture of metallic strings. With the import of
the foreign strings, this industry received a setback.
The recent war has however given a fillip to the manufacture
of strings made of gut in India. Violin guts (D and A strings),
are now being successfully manufactured in Vizianagaram,
Meiallic strings with twisted coils around them are made in
the South. Strings of silken thread were made and used in

swarabat.

Indin is the home of the earliest howed instrument
known to musical history. The hemispherical ecocoanut shell
was taken and covered with a skin. A bamboo stem was
fixed iin its side. A bridge was placed over the belly and
over it two strings were made to pass. The ends of the
gtrings were tied to two pegs on the top of the stem
on one side and ‘to the attachment on the cocoanut
shell on the other side. A crude bow of horse hair was
used 'to play the instrument. This is the Ravanahastam:
or the RAvanfstram veferred lo in ancient literature.

The head-pieces of some of the Indian musieal instru-
ments 'are carved into the shape of an animal or bird,
For example,

1. The head-piece of the vind is carved into the head *
of a yiili.(a weird animal).
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2. The head-piece of the kinnari is ear i
ved int
head of a kite. e

3. The head-piece of the taus is carved into the head
of a peacock,

4. The head-piece of the svarabat is carved into the
head of a partot,

There are also snake-shaped horns and horns with
tiger's or lion's head. The yomukha, mentioned in thi
Ramayana and Mahabharata as s wind instrument used in
martial musie, resembled the mouth of & cow. Gosringa was
ma:de of cow’s horn and this is also mentioned in these two
epies.

_ The ancient concert instrument of the Tamil land, the
yazh was classified into palat yazh, maruda yazh, kuringi
yazh and neydal yazh. This classification is suggestive of
the regiona where they were used.

Climatic Effecis

Flutists in eold countries have to come to the concert
hall at least 15 minutes ahead of the time scheduled for the
commencement of a concert and be playing on their flutes 1:.1
order that the warmth imparted fo their instruments might
restore their normal responsive character. In fact, in a eoncert
hall in Europe, prior to the coming in of the econductor all the
performers on instruments will be playing something or other
in guick tempo, either for the above purpose or for getting
‘into form. Oa the other hand in hot countries, there is. the
danger of perspiration which causes not a little annoyance to
jnstrumentalists. As far as the flutist is concerned, the sweat
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on the lower lip makes the embouchure of the flute sink
in the lip to a greater extent than usual, with the result that
the piteh of the fundamental note is glightly altered. He is
therefore obliged to adjust each time and play cautiously.

In cold countries, musicians are able to carry on their
practices during day time, but in hot countries practices are
mostly done in nights and mornings. Relatively speaking,
European musicians are able to practice for longer hours than
Indian musicians. In the case of professional performers in
India, the pitch of the voice gradually decreases with advan-
cing age. Climatic conditions are again responsible for
professional performers in Europe being enabled to pursug
their career for a longer number of years than their brethren

in hot countries.

The fretting of the vini will be a problem in cold
countries. The fretting is done in India by the tuner gitting
in the sun with the vind in front. Due to the heat, the waxy
ledge gets slightly soft and while in that condition, the frets
are plaeed or re-set in their correet positions. After the fretting
is over, the vind is placed in the shade for the waxy ledge to
harden. In cold countries, although the sun may be shining
brightly, still the temperature is 8o low that the fretting of
the vina cannot-be done in the manner indicated above.

Dance dramas (yakshaginas) ate performed in the open
air in India but this will not be possible in cold countries:
There tre open-air theatres in places like Salzburg in Austria
but such theatres are used only for a brief period during
summer. The folk music festivals of Tndia are held in the
open air and during off seasons, so that the peasants may be
enabled to participate fully in them.

£2
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The Musical Conservatories of Europs are housed in
colossal buildings with double-walled, sound-proof chamberg.
During & lesson or lecture-hour, the doors will be closed and
even though a piano class may be going on in the next roo:ﬁ,
no one will get even a faint sound from that clogs. But in
India it is futile to construct such buildings, because of the
necessity for ventilation. The doors of lecture-rooms here
have to be kept wide open.

VAN
1t is doubtful if women in tropieal countries can reJ’

the high notes of the soloists of Burope, Let it be remem,
bered that the highest notes reached by sopranos in the
west approximate to the tara sthiyi kakali nishada and the

ati tiira sthayi shadja of the normal piteh of women’s voices in
India.

Data from different countries may be collected
coneerning the following :—

1. The age at which the voice breaks in the case of
boys ;

2. The period taken for the adult voice to set inj and

3. The behaviour of the voice during the period of
transition.

These data may help us to decide whether eclimalie
conditions have anything to do with these physiological
changes. The voices of girls also break sometimes and i_f i
data relating to this phenomenon also ean be got, we can
evolve some useful generalisations. .
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Miscellaneous

In all the countries of the orient it is the melodic
system of musie that prevails. The harmonieal system had
its birth in Europe a few centuries ago and has spread to
America and countries which did not possess a developed
system of music. Indian music stands as the perfection of
the melodic system, Tven now Indian musie is the one
system that uses quarter-tones. Scholars and musicians in
India do not merely talk about quarter-tones but they use
them in their musie.

In the matter of the geographical distribution of musicsl
sesales, it may be of interest to note that the scale of Sankara-
bharana, (Bilaval of Hindusthiini musicand the Major diatonie
scale of Furope) is the most widely distributed. Next in
rank comes the penta-tonic scale, Mohana (C D E G A ¢')
Besides Indian musie, this seale is found in Chinese musie,
Seoteh music and Celtic music. The scale of Simhendra.
madhyams (57th melaksrta, taking the notes O D E fiat
Fsharp, G, A flat and B) is found in the musie of the
Hungarians and Gypsies in Furope. The scale of Suddha
saveri (Durgd of Hindusthani music) CD F G A ¢’ is found in
the musie of China, Indonesia and the Far Eastern Archipelago,

The miirehhanis orthe derivative scales of the primordial
scale of Indian music (sa grama), have their parallels in the
ancient Greek and eeclesiastioal modes and in the modes of
the Arabs,

The seasons and times of the day or night mentioned as
the most appropriate for singing particular riagas are of special
interest. Some ragas can be sung at all times, while there
are others which are intended to be sung before sunrige
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or after sunrigse, during midday or afternoon, and evenin
or night, There is no questioning the fact that the ragas sung
during their allotted times sound best, but the time-theory of
ragas generally speaking, may be said to be amenable. The
Indian calendar recognises six seasons of approximately two
months each, in & year and the six primary ragas: Sri, Vasani
Bhairava, Panchama, Megha and Nattaniriyana were allo
to thesa seasons, The shadrutus or the six geasons are
Vasanta, Grishma, Varsha, Sara, Hemanta and Sisira. '

The musieal stone pillars adorning the temples at Humpi
Madurai, Azhagarkovil, Azhwartirunagari, Tirunelveli,
Suchindram and Trivandrum are the pride of South Indis.
The like of them is not to be seen in other countries. These

pillars are made of resonant granite. These stones may

have iron in their composition. Wherever such stones were
available, the temple architects made the fullest use of them.
Both a musieal and a rhythmical accompaniment were
provided by these pillars. They were played upon with two
thin sticks. There is a resonant boulder on the Chandragiri
Hill slopes. Steps of resonant stone are found in the
balipitam at the entrance to the temple at Darasuram, near
Kumbakonam. Inthe temple at Krishnapuram in Tirunelveli
District, there are whole images of such resonant stones.

Musical Maps

Musical maps of India can be prepared on the following
topies :—

1. Bhowing the seats of music—present seats and past
seats. The relative density of each seat as shown by the
number of musicologists, musicians ‘and composers tha
adorned those places, can be depicted with appropriate signg.
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9, Showing the birth-places of famous composers and
musicians ; also places which contain the samadhis or tombs
of eminent musieians and composers.

3. Showing the places connected with the biographies of
eminent composers.

4, Showing the places noted for music festivals and
the performance of dance dramas and folk dances.

5. Showing places which contain sculptures and pain-
tings of interest from the point of view of musical
ieonography and dance iconography.

6. Showing places noted for the manufacture of musieal
instruments.

The names of some rigas in medieval and modern musis
suggest a provincial origin, Kambhoji (from Camboja),
Malavi (from Malwa), Saurashtra, Gujjari, Dravida Gujjari,
Maharashtra Gujjari, Surati, Multani, Andhri, Turushka
Todi, Nepala Gauds, Sindhubhairavi, Sindhukannads and
Kalinga may be cited as examples.
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