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PREFACE. 

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

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

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

INTRODUCTION 

The logic of the theory of Karna.tic .Music cannot be 
understood without a historical study of its development. 
Such an estimate would show that even from remote ages 
the North and South were in intimate cultural contact, aud 
legend as well as history shows how inextricably Aryan 
and Dravidian culture became blended even before the era 
of Christ. The Srutis which are of fundamental impor­
tance to both systems were conceived as 22 even before the 
time of I\arikovac_liga\. Throughout the centuries we find 
the North and South mutually influencing one another in 
the development of the arts. Mahendra Varma Pallava 
published by carving on stone some compositions of the 
musical system of the North at Kuc_limiyamalai in the 7th 
century A.D., an~ we find that a Tamil footnote is added 
to the inscription. Nanyadeva in his commentary on the 
Natya Sastra mentions Kan:iatapata tanas, and gives 
many other references to South Indian music. Even 
Matanga refers to Dravidian music. Sariigadeva defines 
a raga called Devara vardhani. Throughout the history 
of Saiigita literature we find a free exchange of opinion 
between the North and the South. Alaudtlin Khilji took 
with him musicians from the South after his invasion of 
the country and Puwarika Vit!hala who was born in 
Atau.ur in the extreme south went to the court of 
Khandesh and wrote 2 treatises on North Indian music. 
Northern authors also took note of 'ihe views of South 
Indian theorists. What is most important to note is that 
every author from the time of Kallinatha, who repre-
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sented the music of the Vijayanagar empire, bases the 
theory of Karna.tic music on the doctrines of Bharata and 
Sarngadeva . 

• 
We find from the extant literature on the music of 

South India that the present system in vogue is the 
product of evolution since the birth of civilisation in the 
country. We can trace in the Karna.tic music of to-day 
some of the most striking features of the music of the 
Samaveda as well as the quintessence of the art as it was 
practised in the Dravidian country at the time of the birth 
of Christ. The scale of the Sa.man music is the current 
Suddha scale of South India (making allowance for slight 
changes that have occurred in its form during this long 
course of development) ; and the most popular among 
Karna.tic Ragas such as SankarabharaI_la, Kharahara­
priya, Toc;li, Kalyal}.i, etc., are survivals of the art of the 
Golden Age of Tamil civilisation ( Circ. the first century 
A.D.). Much of the literature on the music both of the 
North as well of the South is still not available, but there 
is ample material, which is helpful in throwing a good deal 
of light on practice and theory, scattered in libraries all 
over India. 1 From a perusal of the leading works on the 
subject, I am led to think that the theory of music as 
embodied in Tamil works has been no less active and 
powerful than that of the Sanskrit treatises in moulding 
Karna.tic music into its present shape. There is a school 
of thought which may be said to be represented by 
Mr. Clements ( vide his 'Introductic;m to the study of 
Indian music') according to which_ the Sanskrit books of 
Bharata and Sarngadeva have nothing to do with South 
Indian music. There is another school headed by the late 
Mr. Abraham Pandithar (see his Karut).amrta Sagaram) 

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

As regards the Svaras and Srutis Sanskrit works 
~ill the time of Sarngadeva seem to be predominant. We 
do not know what part the Tamil works played in 
influencing them. Between the Silappadikaram and the 
commentaries by A<:iiyarkunallar and Arumpadavuraiyar 
few works have survived to-day. 'But these three works 
are sufficiently explanatory and homogeneous to give a 
coherent idea of Tamil music and its iflfluence. The one 
most striking feature of this system was the division of 
the octave into 12 almost equal divisions or 12 degrees. 
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We find this division to be a vital aspect of the division of 
the octave in Karnatic musk to-day. Such a division 
may b~ made in several ways by the varied use of micro­
tones but the principle of the division matters and is 
universally accepted. It may be said that this division 
in Tamil music is only incidental to the astrological 
parallel employed -in the consideration of the octave and 
its srutis; and the hypothesis may be proposed that since 
the Paiica ( or Catus) Sruti Ri was identified with 
Suddha Ga, and $atsruti Ri with Sadharal)a Ga, since the 
lower tetrachord Sa to Ma was taken to be divided only by 
Suddha Ri, Suddha Ga, Sadharal)a Ga and Antara Ga, since 
Suddha M,a and Pa were taken to be separated by a sharp 
Ma and since the upper tetrachord Pa to Sa was con­
sidered a replica of the lower, the division of the octave 
into 12 Sthanas or degrees was evolved as a matter of 
development, when these notions about these notes were 
accepted about the time of Venkatamakhin. But as 
against this proposition, it must be noted that the ancient 
Tamils reckoned a fourth as the fifth note and a fifth as 
the seventh note respectively from the keynote, and this 
would not be possible if the octave was not divided into 
12 degrees. This is most remarkable since it dates from 
the time before the Christian era. The influence of this 
division and also of the music of the Nayan,ars and A!vars 
should have been persistently active in settling the form 
of Karna.tic music, tliough we have not got any book on 
theory in Tamil after AcJ.iyarkunallar which explicitly 
says this. Sanskrit being the language of the learned and 
the lingua. franca of the educated classes throughout 
India, theoretical treatises continued to be written after 
the epoch of Sarilgadeva in Sanskrit. But we must 
remember that these books were written at the principal 
courts of the South and at the behest of important rulers, 
and hence they can be taken to be representative of the art 
they dealt about. 
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Coming to Ramamatya we find significant changes 

noted about theory in his book. Ramamatya accepts the 
Suddha svaras of Sarngadeva but questions and corrects 
his Vikrta Svaras. Most striking of all, he nientions 
Paficasruti and Satsruti ~~,abhas and Dhaivatas, which 
are not given by Sarngadeva. How did he get these 
notes? Surely he did not create them, since they are 
found in the meJas already prevalent in the country ( vide 
his list of me!as). The Suddha Ri, Ga, Dha and Ni were 
already there. I think that only one inference is possible 
according to existing data on the subject. Namely, these 
notes were native to the South and they were probably the 
intervals nsecl in the Tamil music of a by-gone epoch, 
which were recognised by every South Indian wraer and 
which had survived to the present day. (There is no 
mention about these particular intervals in the Tamil 
works.) When once they are admitted, the me!akarta 
scheme of 72 scales, built of the different combinations of 
these notes, follows as 3J natural consequence. As in this 
aspect, in ala.pa also we find the present practice based ~ith 
remarkable faithfulness on the music of the ancient 
Tamils. 

The history of South Indian music after the time of 
Sarngadeva ( with whom the epoch of 'Grama Music' may 
be considered to have come to a close) can be divided into 
two periods, viz., one up to the time of Vetikat:,amakhin 
and the other from his lifetime. By 'Grama music' is 
me.ant the system of the jatis, grama ragas, etc., based 
on the 2 gramas . After ~artigadeva the authors derive 
the ragas from the Sa-grama which alone they consider 
to be in vogue. The Ma-grama had become defunct 
according to them, its paficama having become a variety of 
the madhyama. At this period we find Vijayanagar leading 
the whole of South India. Kallinat~ Lak~minarayat;1a, 
Ramamatya and others give us important information 
regarding· the music of this time. By the middle of the 
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17th century we find that the musical centre of gravity 
had shifted to Tanjore. Govinda Dik~ita had directly 
transmitted the torch of musical lore from Vijayanagar to 
Tanjor;. The cream of Karna.tic music was being 
formed at this centre of culture, which kept itself open to 
the influences of the North and even to some extent of the 
West (hecause the Tanjore Court patronised all kinds of 
talents), under the fostering care of the Nayaka and 
Maratha Rulers. The most outstanding treatise writ­
ten at Tanjore was the Caturdar:ic:liprakasika of Veti.kata­
makhin. It was followed up by Tulaja's Satigita­
saramrta which popularised the system of Vetikata­
makhin. The Karna.tic music of the present day is in 
conformity with this system in its main features. It may 
be remarked that surprisingly enough the Orissan musical 
literature of the 18th century, and Basava's Sivatattva­
ratnakara (Circ. 1715 A.D.), representative of the music 
of the Kanna9,a country, do not reveal any sign of having 
been influenced by Vetikatamakhin's work. 

After Venkatamakhin, Karna.tic music developed 
rapidly along the lines laid down by him. lfat there 
seems to have occurred a silent revolution unnoticed in any 
theoretical work which has profoundly changed the face 
of Karna.tic music. This revolution has made even the 
Caturdar:ic:liprakasika a hook of the past, in spite of its 
fundamental influence on the structure and theory of the 
current system. For instance the chapter on 
Prabandhas in the Caturdary<,f iprakasika seems to be 
clearly out of date at present. In the reckoning of the 
srutis of the Svaras occurring in various ragas there is a 
difference ( though it is slight) between contemporary 
ideas and those of Venkatamakhin. Again in the name5: 
of the ragas and me~as the difference noted above recurs: 
this is not a serious difference and except for the f.act that 
Venkatamakhin's names for several ragas have now l:ieen 
superseded by other well,.known names, and the conse-
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que11t confusion in the nomenclature of ragas, this ~ht 
be passed over. Because, the substance of the most 
popular of the ragas of those times still remains; put this 
substance seems to have been much improved upon. This 
is inevitable in this art which is always being modified 
according to taste and genius, and its progress cannot be 
chained to a particular date or individual. And nearly 
three hundred years after Venkat,am.akhin, the art is not 
exactly the same as it then was. We have to make 
allowance for the influence of lak~ya. Even within the 
space of a: century Bilahari is known to have changed the 
use of PDNS as a phrase into PDS. There are several 
instances where by the strength of usage a raga has shed 
off phrases sanctioned by text and adopted new phrases 
popularised by practice. We find at the beginning of the 
19th century the me!akartas and a large number of janya­
ragas being widely recognised by names which do not 
agree with those given by Verikat,amakhin. Songs were 
composed in the 72 scales by Tyagaraja and Dik~ita, but 
they seem to have differed in the use of the vivadisva1as. 1 

A complete system of deriving Janyaragas from the 72 
scales by the different combinations of ~a<;tava, Auc;Iava, 
Sampt1n;ia and V.akra groupings resulting in thousands 
of ragas seems to have been understood. Tyagaraja 
contributed new ragas which were creations of his genius 
to the stock of accepted ragas. Both he .and Dik~ita made 
use of Northern ragas also in composition. The list of 
new ragas lias been increasing by the contribution of 
various composers down to the present day. In the book 
called "Samgita Sastra Samk~epa" all the well-known 
ragas of Tyagaraja's songs have been defined in slokas 
and illustrated by gitas. The treatment of many raga­
saficaras and of the srutis assigned to the ragas found in 
this book differs sharply from that of Venkatamakhin, 

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

A chief factor in the transformation that has been 
taking place in the form of several of the ragas even 
within the period of the previous generation is the 
Desiya mode of rendering which commonly resorts to 
the use of notes which impart a catchy air to a particular 
raga but are alien to the spirit of its construction. This 
tendency has been strongly criticised by Vidvan 
K. Varadachariar Avl., Lecturer in Indian Music, The 
University of Madras, in the Presidential Address deli-· 
vered by him at the Music Conference held in 1932 by the 
Madras Music Academy. In it he observed, "I believe 
that except in Mukhari and Bhairavi the foreign note is 
a trespasser. While long prescriptive rights cannot be 
ignored, it is up to us to prevent further intrusion. If a 
courageous stand is not taken to prevent future encroac1, 
ment, the processes of attenuation and dilution will 
destroy the form and beauty of our ragas". This 
authoritative statement not only utters a warning agaim,t 
Desi encroachment of our ragas, but also suggests the 

- method of interpreting and defining the lak~ai:ia of the 
term 'Desi'. 

The conclusion mentioned above raises up the 
question whether our music is Desi_ or Marga. 
Ramamatya derives all the Desi ragas from the Sa-gram.a, 
and so do all those that came after him. Venkat,amakhin 
says that the Ma-grama does not seem to exist and admits 
the existence of only the Sa-grama. All the Desi ragas 
are assumed by him to originate· from this grama.1 If 

1. IR~~ilf.lllUSt.ictldllll ~ff I 
fflff ft ~iu:rr'i\' ~!flt: Gil: Q II 

~'llllff ;;mf: « ~: I 
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this is so, how could there be a confl O in·-m:ttdn the 
Desi character of Desi Ragas pronoonc~ - adeva 
has defined "Marga" music as that discovered (.Simha­
bhiipala interprets 'Margita' as 'Dr~ta') by the Creator, 
etc., and used by Bharata and others in the presence of 
Siva; and Desi as that which charms the heart of the 
people in different countries. The latter is plain; it means 
the moulding of a song in any manner which is sweet, 
guided by popular fancy; it is not bound by any hard and 
fast rules of definition. There is a view that Marga 
means Vedic music and Desi, modern music. 1 This does 
not seem to be quite acceptable. By ·Marga the Sama­
veda and Vedic music alone is not meant, because 
Sartigadeva says immediately after his definition of 
Marga and Desi that the Creator evolved this (meaning 
'lay') music from the Samaveda: Bharata, who used this 
music in tlie presence of God, did not deal with Vedic but 
with secular music. In the Prakin:1aka Adhyaya of the 

* * * 
1{ili ~ ffil': ~if ffl<NTiffl I ~~Jl"ili~ 

Uqfffl~~~1'1 lR:al~fun: II 

mirurrail1R11Tr um 1Wt1 fc1411filifi1: 1 

"~"m...-~ urrrw~rm: 1i{i{. 11 

1"1'TWTf-f fsn~wrf.r igqrwr;frm- :q- lnlfR'(. 1 

~~!I uit! !ITiJUiJT<(l{: r-'f: II 

UlTT~~T iJTIRllTT lfcffra- If~ I 

m ir;:m~ JP(~ ~wrnn 11 

(l~il(l•lltflill'll~TttAT~f.-ttr: t 

,11TTa«ffl'. o.:\lt ~~urrr: sr•r: 11 

* * * * 
m:f~•~fflf "! ~fq II 
l;~ ij~uil! ~~'i\' ~~ 11 ..-,trtSrcli\Uj1f., :q-~vtlmf\lifil. 

In these lines Venkatamakhin states that Margaragas are now obsolete 
and that the current ragas are all Desi and therefore belong to the Sac;lja 
grlma. ' 

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

2 
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Sangitaratnakara, Sarngadeva says that he will deal 
with the Desi and Marga lak~ai;ias of .the topics there 
dealt w.ith, and his subject-matter ~s lay music. In the 
Prabandha Adhyay~ Sari:tgadev,a makes it plainer that by 
Marga he does not refer to Vedic music. He says 
Gandharva is marga music. This is explained by 
Kallinatha to mean that its tradition is very ancient, 
and that its origin is unknown like that of the Vedas. As 
contrasted with Gandharva, Gana, is Desi. 
KalHnatha says that Gandharva includes .all the melodies 
from ]a.tis to antarabha~as. This defines in indubitable 
language what Sari:tgadeva and his commentator W1der­
stood by Marga. 1 

In .the Vadyadhyaya, Sari:tgadeva says that the form 
of Desi ragas is chiefly determined by lak~ya. Kallinatha 
explains that this rule applied to Desi ragas like Ragangas, 
etc., but not to margaragas like the grama ragas, 
Suddha Sadharita, etc. In the same adhyaya, the good 
flutist is defined to be proficient in Marga and Desi ragas. 
The Pataha is said to be of 2 kinds, marg.a and desi. Surely 
the Vedas were not chanted to the accompaniment of the 
Pataha and there is no mention of the flute accompanying 
it either. In .the Ragadhyaya K.allinatha sums up a 
thorough examination of the development of Desi music 
by saying that Desi ragas are not bound by rules. The 
nature of Desi is that its purpose is the delighting of the 
mind of tfie people of each country and it is elaborated 
according to the will of the singer. Kall~natha quotes 
Afijaneya to the effect that Desi ragas are not bound by 
rules of Sruti, Svar.a, Grama, Jati, etc., and that they 
assume various forms in different countries. Kallinatha 
makes the point absolutely clear by saying that gita, etc. 

1. In his commentary Kallin,iitha says:-

" lfli'ft 1ffll': I '11-1' § ~~('ilij•il'QW'4(, I * * * I :ar-nml~(it.fft1l'lilil 

""" -4.il(*il~i~~Mftlfit ~ 11ffl I 'l'fwi' ~ ~lni~lfil'(lftq«l.:tj<'I~ Qffl1r• 
ll'~ 1 * * * * mamu,,Mifi'il;srtlir111"'{"l1111rti q,i\ till·~~"•: 11 
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(i.e. also Vadya and Nrtya) are desi if they are el,aborated 
according to the fancy of the artist, and if they are bound 
by rules they are understood to be marga.1 This ~xplain$( 
beyond any doubt the sense in which the two terms are to~ 
be understood. So it is not a misnomer to say that unwar: · · 
ranted inViasions of alien notes or phrases into a rag,a are 
called Desi prayogas. If a raga is rendered according to 
its accepted lak~a:r:ia as shaped by the authority of standard 
compositions and texts, it can be called marga without 
doing violence to the term. The task before the artists and 
theorists of the present day is to preserve the marga 
characteristic of our music, lest it should be lost irrecover­
ably, but this does not preclude ·Desi ragas (meaning by 
them alien melodies), from being added to the existing 
stock if they are worthy enough. So long as the current 
ragas are rendered according to definite rules they are 
Marga. 

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

1. ~\fttcll((l'II~ .i' iO"ff1rfff I * * *- * I ""' 'ffl:Tffl:­
,, ffl :o.ffl"'l(ili'l"ll<.'flfaP-lii'11 .i' ft I 

"' 
~•l~'ifJl4l (\ft(liiiEQ « '1lfft~ JI" Uff I 

1« iillllf"<l'{I(~ lli1'4'il(Slilffidf41~';(0tlf~~151(1{. I ~ § ffi'I' ffl 
"''ftlllq'lf, 111' ~ ((lllli((;fl\1il'iil<t. II 

-Commentary on the Rigavivekidhyiya, 



CHAPTER II. 

SRUTIS AND SvARAS. 

The most striking quality of Indian music is the very , 
large use of microtones and a study of how these 
intervals came to be adopted serves to explain many 
features which are of fundamental importance to our 
music. All our theorists are agreed that Brahma, the 
Creator evolved music out of the Samaveda which forms 
"some of the ofdest music of which there is any record". 
This is more than .a mythological conceit for it is possible 
to trace the origin of several aspects of our music to the 
Samaveda. First, if we take the musical intervals which 
by evolution have t11ndergone change and development 
continuously till the present day, we are able to recognise 
them in the accents used in the ~gveda, the Yajurveda 
and in the music of the Samaveda. We find that alreaay 
during the Vedic period music had developed considerably 
and reached a comparatively high level of development, 
as is made evident for example in the Medhaprakarai:i,a of 
the Taittiriy.a BrahmaQ.a by references to Stita, Sailti~a, 
Vi1,1avada, Ga1,1aka, Tt11,1avadhma, Sankhadhma, etc. 
Theory had also received attention during the Vedic 
period and it is possible to inf er that the intervals used 
in the chant of the Vedas were adopted from lay-music 
and that they are representative of the latter. Matanga 
and others say that the Svaras were taken out of the 
Samaveda. Even if it is held that the Vedic music was at 
the .starting point of the development of lay-music a study 
of the notes used in it is not without value. 

'Udatta', 'Anudatta', !Svarita', and 'Pracaya' are the 
names of the earliest notes and the Pratisikhyas assign 
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v~ues to them only with reference to the intervals of the 
Samaveda. According to Mr. Seshagiri Sastri there are 
three svaras or accents in the Vedas, namely, the lJdatta, 
'acute', the ~nudatta, 'grave', and the Svarita, 'toned'. He 
says that on the piano the Udatta is represented by C, the 
two sounds of the Anudatta by Band G, and the Svarita 
by C sharp ( or suddha r~abha) . According to him 
the pracaya svara as in vogue in the Taittiriya Sakha and 
the ~gveda is identical with the Udatta. A long svarita 
in the ~gveda is split into two long sounds, the first of 
which is sounded as U datta and the second as Svarita. 
When more than one Anudatta precede an Udatta all but 
the last are often sounded lower. These are illustrated 
by the following example:-

N s s R s n s r s N s r 
Ag m mi - le pu ro hi tam yaj nas ya 
N s N s s R s s R s s n 
de va mrt tvi jam ho ta ram rat na 
R r s 

Dha ta mam - B,gveda. 
p p N s N s s R N 
Co da y1 tri su nr ta nam Ibid. 

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

Making allowance for the passage of time since the 
Vedic age, and current provincial differences, I consider 
this to be a fact of very great importance. I have verified 
its truth by hearing the passages in question chanted by 
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various distinguished professors of the Vedas. These 
two intervals I consider to be at the root of Vedic music 
and the subsequent development of Indian music till the 
present day. The other intervals are easily deduced:­
p and S stand a fourth apart; Pis separated from N by 6 
srutis nearly, to .use the terminology of current theory. 
We can also assume that the so-called Svarita was diffe­
rentiated from the Udatta by the interval of a semi-tone, 
i.e., 2 srutis. My argument for the two-, three-, and 
four-sruti intervals as the basic intervals is supported by 
the statement of Mr. Fox-Strangways that he heard the 
Yajurveda recited on the notes D, E, F and also on D, E 
and F sharp. As regards Dr. Felber's specimens of the 
Yajurveda showing .a compass of a 4th, 5th and 6th, the 
first is ordinarily met with, the second is not an exact 5th 
but a sruti less, and the third is rare if not altogether 
absent. 

We will see that the intervals noted above are clearly 
perceptible in the Samagana, in spite of contradictions 
between theory and practice and differences between 
recensions. It is said by Mr. Fox-Strangways that the 
scale consisted of only 5 notes for a consider,able time. 
increased subsequently to 6 by the addition of kru~ta and 
that a seventh note was tentatively admitted in the 
atisvarya. Whatever be the truth of this order of deve­
lopment we must note that the ~kpratisakhya mentions 
7 svar.as which occur in the Sa.mans, their sharp and flat 
variations, and both the author of the Narada Sik~a and 
Saya:r:i.acary.a each in his own way relate the notes of the 
Sa.man scale with the 7 notes of the gamut of lay-music. 
Thus it is clear that even during the Vedic period the 
correspondence between the notes of the Sa.man scale and 
of lay.music was perceived and theoretically analysed. 
Mr. S. Sankaran.arayana Aiyar, in a learned article in 
Vol IV of the Journal of the Music Academy, has pointed 
out the funclamental difficulty in appraising the value of 
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the Sa.man notes, viz . ., the sruti values for the notes have 
not been hitherto explained by any· commentator. Added 
to this are inconsistencies between practice and theory and 
differences in practice owing to the existence of difierent 
schools. For example, three readings of the same 
Saman (kindly rendered in notation for me by Mr. 
Sankaranarayana Aiyar) are given below:-

0 gna i - A ya hi - vo i to ya i - to ya - i 
A - N D s - S R Ss - G r Gr GR s - Gr Gr s 
B - G G g - P P Pm - D d DD Pp - DOPP. 
C-S S s-GG Gr-MmM MGg-lVIM Gg 

Gr Qa noha - vyada to ya i - to yai - Nai ho ta sa 
A-g G RS - sGr Gr Grs -- Gr Gl{S Gg Rs Gr GRs 
B - d D Pp - p 1J D D P p - l> D Pp- Vd P D D Pm 
C - m M Gg - g M M M G g - M M G g - MmG.MMgr 

Tsa. i. ba . . Au ho va - rhi . . ~i 
A - G RS NSSN SD r SD ND - NSS N N d. 
B - D Pp M P M G R R R - M M l\1 G R 
C-M GRGRS DDD--RGRSD 

Here A represents the method of singing adopted 
by the majority in Tanjore .and Tinnevelly Distdcts. 
This has neither textual nor theoretical sanction. Ga 
being Kru~ta and Ma atisvarya, the only authority on 
which this is based is tradition. B is according to 
Sayai:ia's interpretation, and has been advocated by the 
school founded by Kni:iasvami Srautin of Varahur. 
This is confined to one sect, and when I listened to this 
mode, gave me the impression of belonging to Harikam­
bhoji Me!a; C is according to the Narada Sik~a. This 
is not sung in pr1actice; even theoretically tlie ,allocation 
of srutis according to the Sik~a does not agree with the 
srutis of Bharata and others. Amid this confusion, one 
has to agree with the statement made by R. Simon in the 
introduction to his edition of the Pu~pasutra that to the 
singers of the Samaveda the rel,ation•of the tones to one 
another was important in the first place and only in the 
second · place the tones themselves. He very truly 
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observes that to suppose the tones of a scale thus built is 
in accordance with our twelve-note system would amount 
to trusiing in chance too much and making things easier 
than they are. Nevertheless it seems that, in the face of 
the conflicting theories of the texts, we have to rely on 
what has been retained according to tradition. If we 
remember that the ~kpratisakhya distinguishes between 
the 3 registers of the human voice, between the grave ·and 
acute varieties of the 7 yamas or svaras, ,and that the 
gramas are mentioned in such an old book as the 
Mahabharata, we are enabled to evaluate the Sa.man scale 
with a negligible margin of error. Mr. Fox-Strangways 
rightly says that the highly elaborate system of the 
gramas may be dated back beyond the time of Aristoxenus 
to .the 5th century B.C. It is to be noted that all our 
musical theory is clerived from the structure of the 
gramas, and that it is with reference to the ~a<;lja grama, 
whose notes from S to S are taken to represent the suddha 
scale, that the other 2 gramas are defined. This suddha 
~le can be said to be the direct off-shoot of the Sa.man 
scale in secular music. Taking the notes Ni, Sa and Ri 
into account around whicli the accents of the ~g and 
Yajurvedas move, and considering the necessary evolu­
tion of the 4th, 5th and the octave, the suddha scale was 
a necessary development. The current popular rendering 
of the Samaveaa, (A), supports this. If according to 
the Narada Sik~a M GR S formed the upper Sa.man 
tetrachord, it was the basic tetrachord of the suddha scale. 
The notes were arranged as SR GM and a major tone 
above the last note a similar tetrachord P D N S was 
placed completing an octave. This Suddha scale was 
fundamentally changed in character by lowering the 5th 
by an interval which was termed a pramai;ia sruti. The 
new scale or group of notes was based on the consonance 
0£ the $-a<,ija and the Madhyama as compared with the 
$a<Jja group of notes which was based on the consonance 
of $a<Jja and paiicama. The gandharagrama is men-
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tioned in the Mahabhar·ata, in some of the pura.I.J.as, in the 
P,a~catantr.a, in Nanya Deva's Bharata. Vartika, in 
Narada's Sangita Makaranda and by Sarngadev;;t. But 
it is not mentioned by Bharata and is called obsolete by 
Sarngadeva. It is identified with the Sa.man scale ( which 
is a downward scale) according to the definition of Na.rad.a 
Sik~a which is believed to be a late work. It is to be noted 
that the Mahabharata mentions the scale, which is thus 
a very old grouping of notes. Returning to the main 
trend of the enquiry, we have reason to infer that the 
evaluation of the intervals used in the gramas on the basis 
of srutis was first made necessary and possible by the 
subtle and at the same time fundamental distinction 
between the two kinds of the fifths used in the S,a~lja and 
the Madhy.ama gramas. This distinction was measured 
by one sruti which clearly distinguished between a three­
sruti interval and a four-sruti interval, and which could 
be easily perceived on the Vil).a. This instrument should 
have readily demonstrated the relative sizes of the 
intervals. After making sure of the prama.J:Ja sruti wlti~ 
became the unit of measurement, the smallest tones of tlie 
scale namely ga and ri should have been known to be equal 
to two srutis, ri and dha as bigger than either of them by a 
sruti, and sa, ma and pa being double the value of ga and ni. 
It may not be possible to indicate the exact order in which 
the srutis for the 7 notes of the scale were evaluated but 
that such evaluation was easily achieved and with remark­
able approach to the accuracy of just intervals is a fact. 
The allocation of 22 srutis for the 7 notes of the Gamut 
became an established and fundamental fact in musical 
theory at an early age in Indian history. This has been 
accepted by all theorists from Bha.r.ata downwards, in all 
parts of Indi,a including the South. It has been claimed 
that the South developed its arts independently. But by 
the time of the Silappadikaram ( Circ. 2nd century A.D.) 
Aryan and Dravadian culture had become inextricably 
:fused together, and the conque-st of Ravai:ia by Agastya 

3 
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with the aid of music, celebrated in tradition and litera­
tur~, serves to reveal how much the South was 
inflruens;ed by the North. The references to Samgita in 
Tamil literature down to the time of A<;liyarkunallar form 
additional evidence to prove this point. The Divakara 
and Silappadikara recognise 22 srutis. The 22 srutis 
are defined as dividing the octave equally. Two notes 
are samvadis if they are separated by 12 or 8 srutis 
Taking the two definitions into account it is possible to 
arrive at the value of the notes defined in terms of the 
srutis. But in the various attempts which have been made 
to interpret the notes, the method of dividing the vibrating 
string in different ways and measuring the resulting 
vibrations has been differently applied and very conflicting 
ratios have been given for the intervals of the notes of 
Hindu music.1 Mr. P. R. Bhandarkar is of the opinion 
that quite probably the expression of Hindu scale in terms 
of 22 srutis is only an approximation and supports this 
position ably in the course of a series of closely reasoned 
"tides in the 'Indian Antiquary' for 1912. Comparing 
tlie values of a major tone of 4 srutis, a minor third of 
5 srutis, a just 4th of 9 srutis, and a just 5th of 13 srutis 
with the values given by the cycle of 22 srutis, he comes 
to the conclusion that this system is capable of introducing 
an error of as many as 21 cents, or nearly a comma in 
expressing the minor third. The error of the other 
intervals is negligible. He points out the inherent 
inability of all systems to express ·accurately the so-called 
natural scale unless the octave is subdivided into a very 
large number of degrees. To express the value of the 
Suddha scale he considers the capacity of cycles of 22, 29, 
32, 34, 41, 46 and 53. degrees and concludes that though 
the cycle of 53 can express it with remarkable accuracy, 
the cycle of 22 is the smallest that can be used for 
expressing the given scale. The cycle of 24 srutis is 

1. Vide Abraham Pai,ditar's Karui,amrtha Sigara for brief 
di-s,cussions of several methods df this ki1lid. 
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rejected because it would be accurate if the 3 sru~ 
interval were the same as a 314 tone, which it is not. ,~L: 

Many attempts have been made at different peri&ls 
in history to discover a perfect scale. It is interesting to 
note that for purposes of harmony the extent of a perfect 
scale is fixed at 72 tones to the octave which can be reduced 
to 48 or 45 tones. Thomson's enharmonic organ has 
40 tones to the octave and Poole's or~an SO tones. It has 
also been thought possible to reduce all music to 27 or 24 
tones to the octave. The possibility of dividing the octave 
into as many intervals as are required either for the 
requirements of harmony or melody becomes evident and 
seems justified when we note the following statement:­
"As organs, harpsichords anJ pianofortes with 14, 16, 
17, 19, 21, 22 .and 24, tones to the octave have been actually 
constructed and used the condition of having 12 tones and 
no more does not seem to be inevitable." Various cycles 
of tones have been proposed with the aim of expressing 
all possible tones by a limited number of intervals. It.hM 
been said that the condition of forming a cycle is n"5't 
properly speaking harmonic or melodic, but that it is 
arithmetic. The following are some famous cycles:­
Cycles of 118, 93, 81, 77, 74, 69, 67, 65, 57, 55, SO, 53, 45, 
43, 31, 26, 19, and 12 degrees. To return to the sruti 
system, Mr. M. Bosanquet .after elaborately analysing it 
arrives at the following conclusion :-"The system of 22 
possesses remarkable properties. It has both Sths and 
3rds considerably better than any other cyclical system 
having so low .a number of notes. The only objection as 
far as the concords go to its practical employment for our 
own purposes lies in the Sths. Tp.ese lie just beyond the 
1imit of what is tolerable in the case of instruments with 
continuous tones. For the purposes of the Hindoos where 
no stress is laid on liarmony the system is already so 
perfect that improvement could hardly be expected". It 
is interesting to see how the octave has been divided at 
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various times and by different theorists into different cycles. 
The following figures of degrees give an idea of some 
prominent cycles :-30103, 3010, 30_1, 118, 93, 81, 77, 74, 
69, 67, 65, 57, 55, 53, 50', 45, 43, 31, 26, 19 and 12. 

In trying to evaluate the srutis and svar.as as they 
developed from early times to the present day we have to 
remember that the concept of ratios of musical intervals 
as established according to modern physics was not known 
in all its details to the ancients whose attempts to express 
the microtonal intervals were only approximate, as has 
been established beyond doubt by research, but which 
succeeded marvellously in giving as accurate an idea of 
them as possible with the means at their command. 
Various .attempts have been made to give the value of 
Vedic svaras but though it is true that our notes took their 
rise from Vedic chant their sruti values were not explained 
clearly in die Sik~as as has been observed already. Hence 
the different values which have been assigned to Vedic 
~aras cannot be accepted as final. But it is po~sible to see 
i!P'the chant of the Samaveda that the melody centres 
round G (flat) R (three srutis) S, N (flat)', and D 
(sharp) in the majority of the Sa.mans, and M is added as 
kru~ta at the 1upper end and P as atisvarya at the lower 
extremity where there are 7 notes in the Sa.man. But the 
intervals seemed to have been intoned with considerable 
freedom, the notes partaking very much the nature of 
those of the Suddlia scale of lay-music, and kru~t.a and 
atisvary.a especially treated freely within limits set by the 
melody. The latter two might not have conformed to 
their corresponding notes in the secular suddha scale but 
that the suddha scale was a rearrangement of tlie Sa.man 
notes is an acceptable proposition. When the grammar 
of music was being written we find the theory fairly well 
developed. The ~kpratisakhya mentions the three 
octaves, each containing seven notes, an<i distinguishes 
between one group of notes without intervening intervals 
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(probably the suddha scale which was being formed) and 
another group of yamas distinct from these notes. These 
yamas are grouped as soft and sharp ( which can b~ taken 
as referring to vilqta notes) . 

The problem of identifying the srutis is bound up 
with the music of the grama system which was in vogue 
till the time of Sartigadeva after whom only the 
$ac;Ij.agrama survived. Bharata describes the $a9jagrama 
and Madhy.amagrama and the experiment of the Dhruva 
and Cala Viryas. Bharata is very short in his treatment 
of the subject and does not mention many details regarding 
the srutis like the description of their names, families, 
castes, etc. He does not define the grama but he describes 
the constitution of the Sa an<l Ma gramas; but he and 
other writers who deal with the gramas are agreed about 
the fundamental aspects of the system, though here and 
there they might have differed with regard to petty details 
like the names of the srntis, etc. So the Sangita 
Ratnakara's definition can be taken .as representative of 
the theory of the gram.a and of srutis as comprehendecl in 
it. The Ratnakara very clearly shows the .assignment of 
srntis on the experimental Vi9a.1. Sa is fixed on the fourth 
string, Rion the 7th, Ga on the 9th, Ma on the 13th, Pa on 
the 15th, Dha on the 20th, and Ni on the 22nd. This 
gives the values of the Suddha scale indubitably and this 
clearly shows the mistake committed hy a host of writers 
including Sir Wm. Jones. Ousley, Paterson, Stafford, 
Willard, French, Carl Engel, S. M. Tagore, Grosset, Day, 
etc., when they defined S to R as four srutis, R to G a~ 

1. ~ mT: ~ lf~ai~:,m: 11 
~wtltitEtt'*tf g(liiMlif;. ~~fimm: 11 

u,¥/ltttd\'111 'Tfr'1Tq tr~ftmff: ,i 
~ fi:~m ii~ins'f 'qff:~m: 11 

~lfurqlqT ~ fflTS'I 'iijJ: ~ffl: II I 

'ft . , ... ~ ~ 
41§(\1 ttE§illil ~~Tttfflr: II 

tflii(i(llli"2,«f\illilf f.:rfflr fl:-!!~: II 
-Svaridhyiya, S. R. (Snngita Ratnakara) 
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three srutis and so on. Mr. Fox-Strangways also accepts 
this wrong allocation of the sr.utis in the face of the texts 
and practice and is therefore led into a series of errors. 
The Vikrta notes recognised by Sartigadeva are Acyuta 
Sa ( the fourth sruti), Vikrta Ri (seventh), Sadharai;ia Ga 
(tenth), Antara Ga (eleventh), Cyuta Ma (eleventh), 
Acyuta Ma (thirteenth), Vikrta or Kaisika Pa 
(sixteenth), Vikrta Dha (twentieth), Kaisika Ni (first). 
Kakali Ni (second) and Cyuta Sa (third). We find that 
almost all the Indian authors accept 22 srutis for the 
octave, anrl Narada differs only in naming them. He 
defines the Gandhara grama in addition to the 2 other 
gramas. The value of the suddha scale is accepted as the 
same by all. In the Aumapata the treatment of the 
subject is singular. Though the 7 svaras and 22 srutis 
are mentioned the infinite nature of the possibility of 
musical intervals becomes the keynote of the treatment of 
the work which enumerates systems with a~tounding 
numbers of svaras, srutis and so forth. 

In the definition of svara and sruti much ingenious 
discussion is used. The svara is defined as the smooth 
charming, ·and continuous sound, originating after the 
srutis, which pleases the listener by its own virtiue.1 

Simhabhiipala comments on this verse elaborately. He 
points out that some are inclined to think that there is no 
difference between the svara and the sruti, since both of 
them ,are heard by the ear. He quotes the different kinrlc;; 
of relationship between the sruti and svara as pro­
pounded by various authors, e.g., he says that some think 
that the notes are reflected in the srutis as the face is in 
the mirror; others that svaras are made of srutis as th<> 
jar is of clay; some others think that svaras are got 1:iy the 
transformation of srutis as curd from milk and so forth. 

1. .Wllfof~ IJ: f4rim!J~J~: I ,.. ,~m ttrlfffl IWlf:q'6- ~ ~~ \1'ilffl II 
-Ibid, 
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The essence of these views seems to be that among micro­
tones, the notes assume those which are required. 111 
this condition they are recognised as the distinct notes of 
a scale. The svara is defined by Matanga as that which 
shines by itself. The names of the notes have been 
expl·ained by different writers old and modern, so as to 
give them meaning and to justify their nomenclature, and 
most of these attempts seem far-fetched. Kallinatha also 
writes an elaborate commentary on the question of srutis 
and svar.as. According to him the srutis are so called 
because they are an.tdible. He says that in his view srutis 
are of one kind because they form a natural phenomenon 
( the manifestation of which is described by him in his 
own way)1. This is an intelligent view. Kallinatha then 
gives the opinions of different schools, ·as follows :-Some 
think that srutis are of two kinds according to suddha and 
vikrtasrutis. Visvavasu is of this opinion. Others hold 
that they are of 3 kinds because they occur in the 3 octaves 
or according to the 3 gm:ias; or of 4 kinds according to 
vata, pitta, etc. (Tumburu is quoted to support tliis.) 
Vena and other ~~is believe that srutis are of 9 kinds, 
vi.c., Dvisruti, Trisruti and Catussruti, which occur in 
svaras. Kohala is quoted as saying that some think that 
there are 22 srutis, according to others there are 66 
and others think that they are innumerable. 2 Regarding 
the nature of the origin of the svaras from the srutis, five 
different views are given by Kallinatha, who condemns 
all except the paril).ama view and abhivyakti view since 
they are accepted by Matanga and others. 

1. l!~or(I' -~ ~'I: I ffl ~ifiT ar.fifiT "T I g;;l;;r ~fafffll' I \'l'INT-ff'Jl'T~ 

ffl4"~'ffliT~'IFTT~Sfi(~ ~f~~lt'TifiT~~Jl'T;iiltff 'I_ ( q~) f 
ir~ ~1'fiAffl~;i' q<Jil'IUi('t~li_~~~a~ ~=~fl{~lttf: 

Slffl1tffl{f ffl ~ 1"'1f. I -Kalltnitha, Svaradhyaya, S. R. 

2. fflll 'iifrt ifi)t•:-

~ Iii~~ ~tft: «lff1t;ff.l'iifl~: I 

1'lmfQi: fi ~~it-( JfftAT~ II -Ibid, 
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If we enquire about the notes that were used in the 
music of the jatis, we find that every sruti except the 5th, 
6th, 8tp, 14th, 15th, 18th, 19th and 21st was used. (This 
reckoning omits the consideration of the gandhara grama 
since it was only theoretical). Inquiring into the sizes of 
the intervals used, we find the foilowing were commonly 
employed:-

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

Before leaving behind the age of grama music, we 
should inquire whether it has left any impression on the 
music of the present day. We find that every writer 
down to the present day makes some reference to the 
gramas and in Satigita literature it is accepted univer­
sally that the suddha scale is the contribution of the sa­
grama starting on ~adja as it does. The old writers down 
to Sarngadeva make the discussion of sruti, svara, 
tana, miirchana, jati, etc., in fact that entire structure of 
melody known to them centre round the gramas. Mr. 
Fox-Strangways says that the Sa-grama is the western 
1najor with the sharpened sixth. In this he is clearly 
wrong because the srutis are definitely assigned different 
numbers in the scale of the 22 srutis and he fs again wrong 
in calling the Ma-grama as being equal to the major ( C), 
whereas it is really akin to Harikambhoji me\a if it is 
taken as starting from Ma. His definition of the 
Gindhara grama also is not acceptable because he derives 
ft in two ways ( one from the Sa-grama and another from 
Ma·grima in reckoning both of which he differs from 
tradition and text as has been observed). According to 
him the three gramas differ in their fourths, namely, the 
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fourth of the gandharagrama is Ma tivra and the fourth 
of the madhyamagrama tivratara while that of Sa-grama 
is suddha. The Ga-grama derived from the madµyama­
grama has a perfect fourth but this is admitted by Mr. 
Fox-Strangways to be a mode of Sa-grama and not a 
distinct grama. 

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

4 
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problem. It must be understood that a grama means the 
construction of a scale or group of notes with a definite 
and djstinct allocation of sruti intervals. ( The notes of 
a grama cover a full octave). The Sa, Ma and Ga-gramas 
are constituted into distinct scales or groups of notes with 
srutis allocated, we might say, arbitrarily, if they were not 
based on tradition, in definite and clearly aistinguisheJ 
sequence. But to constitute the miirchanas of the 
Sa-grama into gramas is a travesty of the term grama, 
as understood in classical theory and would simply amount 
to the creation of scales which are derived one from 
another and which would never yield the well-known Ma 
and Ga-gramas. The so-called gramas formed out of 
the miirchanas of the Sa-grama have to be distinguishetl 
from the three well-known gramas which represent three 
distinct genera and three original modes of tuning. 

Mr. Fox-Strangways says: "The theory of grama 
has remained barren. It is true that the system of the 
Karnatic music is arranged in accordance with it and that 
the musicians of Hindustan hold it as a pious belief". He 
goes on to say that the musical science of the South is 
over-elaborated and that the North has followed a diffe­
rent system of classification. We must inquire about the 
truth of these remarks and see if the music of the gramas 
has not made any real contribution to our system. We 
know that the suddha scale of those times is still accepted 
as our suddha scale. Secondly the two-, three- and 
four-sr.uti intervals of the gramas form important 
features of our present system. And the classification of 
melodies, even after Sarngadeva, in many places has been 
according to grama, jati, miirchana, etc.1 Mr. Fox-

1. To give only a few examples, Ahobala, Basava, the authors of the 
Sangita Naraya1;1a and the Sangita Sara1;1i and TuJaja refer to the jati or 
murchana of the ragas treated by them. The number of such references 
varies according to the writer. It i'l interesting to note that Venkatamakhin 
describes Ilhiipala as being reckoned among Ragangaragas by Sarngadeva 
and Kambhoji as being classed under Kriyangas by Bharata and others. 
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Strangways is right when he states: "Bharata's is £"'; 1 
North Indian theory of grama, though, as we have se , 
it touches the South Indian theory also in one point, vi · · 
the division of the Raga into two classes, those which have ·· 
the fourth and the tritone respectively for basic inter­
vals". But though the classification of modern Karnatic 
scales has been thus influenced by the gramas it is not 
quite in the same manner as Mr. Fox-Strangways 
conceives it. It is not by the divergence of the fourth 
but of the fifth that the gramas have established the 
distinction bet.ween the two main groups of our ragas. 
And it is the Vikrtapaficama of the Madhyama-grama that 
slowly evolved into the modern Pratimadhyama, as we 
may gather from the evidence in the works on Karnatic 
music written after the time of Sarngadeva; and this note 
is responsible for the fundamental division of modern 
Karnatic scales into two distinct groups. 

The Gandharagrama can be breifly disposed of. A 
great deal of confusion envelopes this grama since it is 
not mentioned in some of the most important among the 
oldest musical works. Nanyadeva mentions this grama 
and describes various rag.as under it. Narnda defines 
it as also Sani.gadeva, but they refer to it as a scale 
prevalent in heaven ( i.e., obsolete). Ahobala after some 
centuries defines both this and the Ma-grama in a way 
which does not agree with the old definitions and which 
had no reference to practice.1 It is not clear witn 

1. ~~ ~TfTT ~~II 

'Wffl!ni\' ~ref~: ~fll': '« II 

'q§:~@ffrlf~: ~ 1'~)sfq fir~ifll'!Q": 11 

'!'11fi'l' ffi~rfS~ ~rn: I 
~r ah arfurllr: .w~i~ 6 1ui11: 11 • ... 
f~ f~,ffi" ~ Jt~Ufclijf.{cm I 

ar.it s ,afaf'IS'dil: ijliiittt4E<l<T ~ 11 

-Satigita Parijata 

-Ibid 

Cf. the definitions of the 2 gramas in the Satigita Ratnakara, 
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reference to which grama the Ga-grama was derived. In 
the absence of specific directions, it is not improper to 
assumf that the suddha scale of the Sa-grama might have 
been taken as the norm. But the scale has been inter­
preted by recent writers in different ways. For instance 
Mr. Fox-Strangways derives two varieties of the Ga-grama 
from the Sa-grama and the Ma-grama. (He associates 
the Sa.man scale with the latter derivative). Mr. M. S. 
Ramaswami Aiyar in the introduction to his edition of 
the Ragavibodha, besides quoting the variety of the 
Ga-grama derived from Sa-grama by Fox-Strangways, 
gives two derivations according to the theoretical and 
practical variations, as he calls them, of the Ma-grama .. 
Without entering into the question of the validity of these 
inferences, we easily see the uncertainty prevailing about 
the exact nature of the Gandharagrama, which is 
confounded by the definition of this grama by such a 
recent authority as Ahobala. So any inference based 
upon the unidentified Gandhar.agrama cannot be regarded 
as valid. Hence, the statement of Mr. Ramaswami Aiyar 
in the same introduction that the two gramas of Ga and Ma 
are living entities sung in South India needs analysis. His 
argument is that though the two gramas must be deemed 
to have been still-born, notwithstanding the elabor,ate way 
in which they were verb.ally dealt with, yet they are sung 
even to-day by the Sa.man chanters. I have to differ from 
his premises and conclusions. His view that the primal 
Samika was GRS is doubtful becruuse in Vedic music 
it is the intervals that count and not the Svaras, accord­
ing to the leading authorities on the subject, and so to 
name the Svara progression of the Samika is not correct. 
Secondly, to say that the vocal scale of the Samagana 
proceeded in descent from the Gandhara of the upper 
register is also not correct. Because, even Narada who 
says the Prathama Svara of the Samaveda began on Ga 
does not give the order of the Sa.man scale of 5 Svaras as 
G, R, S, N, D, as Mr. Aiyar does. In fact, Narada's 
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order of the progression is a stumbling-block.1 Then there 
is the riv.al school of Sayal).a2 and also conflicting tradition 
and practice which make the equation of the Sa.man and 
Gandharva Svaras well-nigh impossible. Added to this 
is the lack of any tangible mention of the sruti values of 
the notes of the Sa.mans. All these conditions stand in 
the way of any generalisation regarding the Sa.man scale. 
So the statement of Mr. Aiy;ar that each of the 3-Svara 
scale and 5-Svara scale began with Ga and that both the 
scales or perhaps the latter scale got the name 0f 
Gandhara-grama (which, as we saw, is variously defined) 
is based upon two uncertainties. But Mr. Aiyar proceeds 
to state that when Ma. and Pa were added to this pentatonic 
scale to form the heptatonic one, vi:::., M, G, R_ S, N, 
D, P, and since this began with Ma, it naturally was named 
the Madhy;ama-grama. He seems to base this inference 
on pure conjecture. He is not only going against text 
and tradition, which derive the gramas and distinguish 
between them in an entirely different manner, but is 
contradicting himself. If the 3-Sv.ara scale or 5-Svara 
scale later got the name of Gandhara-grama, it must 
have been in the form of a saptaka to be called 
a grama. The nucleus might have consisted of 
5 Svaras but the developed Ga-grama scale must 
have been, and was a heptatonic scale. According 
to Mr. Aiyar this heptatonic scale was of the form M, G, 
R, S, N, D, P, (which is not quite right). This scale 
according to him was called the Madhyama-grama 

t. "I': el'lftJTilf 5'~: e ~111~~= 1 

~ f~cf: e ~: ql'f\cf~tl[lltl: ~": II 

"fg'I': "l-if ffll§: ~ ~ 11~1 I 
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because it started with Ma. But obviously the same scale 
cannot be called by 2 different names like the Ga-grama 
and M~-grama which mean two entirely different scales. 
Ga-grama is well-known as a peg for ancient and modern 
theorists to hang their own theories upon, because it was 
and is an obsolete scale for centuries. Narada and others 
who wrote on the music of the Samaveda can be trusted 
to have compared their theme with the theory of lay music 
and it is not wrong to assume that they would not have 
failed to mention the parallelism between the Sa.man scale 
and the Gandhara-grama if they found any. We can 
also rightly assume that when an author speaks about a 
problem without any qualffication he is referring to its 
aspect which is well-known. So taking Nar.ada Sik~a 
alone we may infer that Narada may be referring to the 
Svaras of the Suddha scale of the $a<;lja-grama. But to 
believe that he is speaking about the Gandhar.a-grama 
Svar.as is to trust conjecture too much. Hence the conclu­
sions of Mr. Aiyar that the Ga-grama was the earliest and 
the M,a-grama (according to his conception) the second 
to appear in music, that with the growth of secular music 
and the Sa-grama the other 2 gramas (.according to him) 
along with the Samagana were driven into the temples, 
and that while the Sa-grama flourishes, the other 2 have 
perished, are not acceptable. It must be understood that 
the Madhyamagrama described by Bharata and others 
has nothing to do with the Samagana, and that it lived 
along with the Sa-gr:ama till the epoch of grama music. 
After this period, the Vikrtapaficama of the .Ma-grama 
became identified with the Tivra variety of the 
Madhyama ( as all Karnatic theorists after Sartigadeva 
point out). So die Ma-grama lives now in a modified 
form and is responsible for the wonderful system of 
classification that Karna tic music possesses to-<lay. Also 
the Ma-grama had its own contribution to make as regards 
intervals as we have seen. In the light of what nas been 
said above, it seems best to leave alone the Ga-grama as 
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a mode of tuning which was once prevalent, but which was 
abandoned subsequently owing to its complex intervals, 
and poverty of Sarhvadis instead of equating it wjth the 
Sa.man scale. 

Before dealing with the Karnatic writers after 
Sarti.gadeva it must be noted that the Sati.gita literature 
in Tamil exerted a most profound influence in shaping 
Karnatic 111!Usic as it is known now. The Silappadikaram, 
in the light of available Tamil works, occupies in Tamil 
Sangita literature the same place as the Sangita Ratna­
kara does in Sanskrit literature. In respect of the 
number of srutis ( which are taken to be 22) and the con­
sonance of the fourth and fifth, there is remarkable simi­
larity between the Silappadikaram and the Sanskrit works. 
But what seems to be an original contribution, the out­
standing importance and influence of which is felt to-day 
as fundamental, is the Tamil division of the octave which 
is conceived as a cycle divided into 12 equal units.1 The 
5th unit from the starting note is given as the consonfl.nce 
of the fourth and the 7th as that of the fifth. In the cycle of 
the Vattappalai, alakus or srutis are allocated in the follow-

1. '-6,.u@ <F.§11i i},F/(}ufjf/(!Tw 6l1L.L..Gweru 

LJ,71.LJ /IIT6llr(§UJ LJIT~UJ-7(§UJ.' 
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OUJ111ri~ to•t.."' GuierG;»•' 
-Ad,iyirkkunallir (commentary on Aycciyar Kura<;ai). 
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ing manner :4s 4.,, R 4, G=3, M 2, p.:..:4, D 3, N=2.1 

Mr. Abraham Panditar, who has analysed the 
Tamil ~ystem of music very elaborately in his KaruQamrta 
Sagara, is inclined to read these srutis as S to R 4, R to 
G 4, etc. According to this allocation of the srutis, the 
units or rasis (the name for the subdivisions) are not equal 
to one another in the number of srutis or alakus contained. 
Mr. Panditar points out that, since 12 intervening srutis 
indicate the consonance of the fifth, the pairs R and D and 
G and N are not consonant because they are separated by 
10 and 11 srutis respectively. ( These 2 exceptions to this 
consonance occur in the theory of the Sanskrit works 
too) . 2 Hence Mr. Panditar attempts to rectify them by 
adding one sruti each to D and G, making the total number 
of srutis into 24. He states that his belief is that males 
sang to 24 srutis, and females to 22 srutis, by reducing 
one sruti each from 2 Sathvadis within the octave. In the 
assiE,111ment of 24 srutis to the octave, there is nothing to 
support Mr. Panditar except his plea for the consonance 
of the 2 intervals noted above. But he himself says that 
though the octave w,as divided into 24 srutis, the Tamils 
employed 22 srutis in the octave. Also we have to re­
member that it may be generally true thiat the small dis-

1. 1ri1 ~#Ju9L..LJ 1.D61J6'Jfl)IL-QJT iUJIEJ 
(Jarrp,fDfJJI• @uiuGI.Drr® i.86tJT"u5Jffllll6JJ-urr,;Jl1• 
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t8arj #JlilD!PfL/LO e91i1Dt...i61JJ PJ.Flfllui 
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e11111~,s 11,rer~ Ske!fJfirp911aiir1....rrm 
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• .,,.,11 (J,g:,; ••lfllJlfo!D•"r.' -Ibid. 
2. In the Suddha scale (starting on Sa of the Sadja grama), Dha and 

C.. aft separated by 10 -1rutis, and Pa and Ri by 11 ,rutis. 
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crepancies in consonance were made good in practical 
singing. The Vagappalai is said by Mr. Panditar to have 
employed the 22 srutis, whereas the Ayappalai consi.sted of 
24 srutis, both as noted above. His argument against the 
22 srutis is that, besides the incorrect fifths noted above, 
the Suddha Madhyama and the Paficama of the system 
deviate from perfect intervals by 8 and 7 cents respectively. 
But we have to see that the ancients had no means of 
checking these very minute deviations, and besides, they 
could not achieve such subtle errors even if they wanted 
to, because they would have naturally been guided by their 
ears for perfect intervals. The caloulation of the errors 
obtained by trying to cover the sruti intervals of an octave 
by rotating fifths or fourths among consecutive octaves 
is a mathematical myth, for these experiments could never 
have been carried out in the days of the Silappadikaram 
or even the Sangita Ratnakara. As Herschal says: "Any­
one who should keep on ascending by perfect fifths and 
descending by octaves or thirds, would soon find his funda­
mental pitch grow sharper and sharper till he could at"last 
neither sing nor play; and two violin players accompanying 
each other and arriving at the same note by different 
intervals, would find a continual want of agreement." Mr. 
Panditar says that the Trik01;appalai and the Caturappalai 
may mean the subdivision of the 24 srutis into 48 and 96 
srutis respectively. An equal division of the octave is arti­
ficial and not necessary for correct or natural singing. But 
when Mr. Panditar proceeds to identify the Tamil gramas 
of notes with the equally tempered scale of modern Europe, 
he goes farther from truth, and it is not possible to agree 
with him. His conclusion seems to be wrong even if it is 
maintained that the minute sruti intervals may be repre­
sented by the division of the octave into 48 and 96 equal 
divisions. The fallacy of his conclusipns is rooted in the 
fact that he thinks that the 22 sruti-system was incorrect 
in expressing the scale ( whereas it was only an approxi­
mation and a correct one, as Mr. P. R. Bhandarkar points 

5 
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out), and that it must be a system of 24 srutis equally divi­
ding the octave. As against the voluminous details of his 
arguIDients, it must be remembered that a correct fifth and 
fourth are rightly got in any musical system which has 
any pretensions to development, whatever be the number 
of units into which the octave is divided under that system. 
Even otherwise the srutis occurring in ragas ( according 
to the different palais), which he gives are not quite 
correct, because the srutis as they occur in practical music 
during singing C'annot be represented by a single figure. 
This dictum applies to all such figures which have been 
given by different contemporary writers. 

In this connection it is interesting to note some views 
regarding the real nature of srutis as they occur in song 
and as they are calculated on paper. The Rev. Mr. Popley 
very truly observes: "A song or piece played on an 
instrument is a live thing and does not submit to mathe­
matical precision. There is, it is true, only one form for 
each scale, and every singer and musician tries to get it 
right, though no one invariably manages to do so. The 
very fact of putting passion ( Rasa) into music means 
that a particular note will be taken rather sharper at one 
time than another. The law is there of course to be obeyed 
as per£ ectly as possible. In South India the use of the 
term sruti for such a possible sharpening or flattening of 
particular notes recognises the truth of this variability. 
Music after all is an art and not a mere mechanism." 
Criticising Mr. Panditar's adoption of the equal tempera­
ment, Mr. Clements says in his "Ragas of Tanjore", 
"Where Abraham Panditar and others like him show a lack 
of imagination is that they do not attempt to realise the 
conaitions regarding scientific knowledge under which the 
old Pandits lived. Science, needless to say, has not gone 
backwards during the Christian Era; and caprice or arti-­
ficiality, such as any kind of equal temperament must be 
the exception; it cannot be the rule." Elsewhere he puts 



II.] SRUTIS AND SVARAS. 35 

the case even more strongly thus :-"Mr. A. Panditar 
rejects all the ancient theories of the S.angita Ratnakara 
and Bharata's Natyasastra and puts his faith too equal 
temperament. It seems to us that he does not understand 
the r,aismi d'etre of temperament and its justification. 
Temperament is necessitated by a system of transposition 
scales and is intended as the nearest possible approxi­
mation to just concord. It is justified by harmony in the 
modern sense and by that alone. Indian music has no 
transposition scales and therefore has not the same need 
for an equal division of the octave. It is not an harmonic 
system. No Indian musician ever dreamt of tuning Sa 
and Pa by a tempered fifth or singing other consonant 
intervals purposely a little out of tune." The conclusion 
of Mr. Clements that the Indian system revels in .a vast 
number of scales founded on natural intervals is perfectly 
legitimate. 

We find the Silappadikaram giving 3 kinds of 
intervals, namely, the dvis11Uti, trisruti and catu§_qrnti 
intervals.1 Calculating the Ni of the Tamil suddha-scale 
from Ma it is Koma] and then the sudclha mela will be 
Harikambhoji. But perhaps assuming that in the cycle 
of 12 units the srutis are capable of being interpreted as 
preceding or succeeding the svar.as, Mr. Panditar takes 
Sankarahharal).a as the Tamil suddha-scalc. The Tamil 
division of the octave into 12 rasis is quite original .and 
epoch making. The present svara system of Karna tic 
music is based on this division and the melakarta system 
has been formulated roughly on the basis of this division. 

After Sarngadeva we find that the old order had 
changed, giving place to a new one. The most outstanding 
aspect of this change was the fixity given to Sa and espe-· 

1. Describing the PalaiyaJ, A<;liyarkunallar sdys :-

" .. • @ir,uui~ fo u,rtAil> ~,tD.i(§uY'-%AJ• (§t11)1Jui AJP~(!,Oui [iJ6'1f!Ult.i, 

1ttr•(§ 1Dtrp S61S>t1 Gu.a,ui; ·· filJ>&.ifil'&rrqui ~wrR14ui ey,6isr JP w1p,6a61S>t1 

Qu,pui; Lfi/SJEP~ui ~trll(!/JW j)11si,r@ 1D,,,.;i)611J:rGu4JJw", 
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cially Pa which directly reSIUlted in the disappearance of the 
Madhyama-grama from usage. Kallinatha makes some 
important observ;ations concerning changes that had 
occurred in practice in the course of his commentary on 
Desiragas in theRagadhyaya.1 He says that ragas origi­
nating in the Madhyama-grama like Madhyamadi, To<;Ii, 
etc., had ceased to start on the note Ma but started instead 
on the Madhya-~a<;Ija. According to him, this was one of 
the differences that had taken place between theory and 
practice. The next line is very important. I ts purport is 
that the Sarai:ias of notes dependant on the graha-svara 
and situated above it are absent and that th,o,u.gh the 
Trisruti P,anrotma which marks the difference between the 
gram.as is used) ,all ragas asmme the si11,me form, (i.e., do 
not reveal the difference between the grlimas). This is a 
very important statement from the pen of the most 
important among the commentators of Sanigadeva. This 
reveals, what a fundamental change was happening in the 
practice and theory of Indian music at that time. His 
next statement is no less important; it is that in the 
Kriyatiga-raga, Ramakriya, the note Madhyama assumes 
two srutis of the note Paficama. This is again a new 
thing in history. Hitherto Paficama has been lowered a 

1. •••• w.fr~ •~rmwr~ ~~ srmn-ft ~urmNT;rt m­
trUlllij•ur: ~'tf , ~ ~'lli{Tc(il'flfcliTfflN'l!:l'TJ11:qriiilr~IRqvq(cl~mf 

~ttl'Tlllf ~W{lfl;.(W..'lRW{r-fl{it,f ""~'~~T~UJ ~f.fft"'a' ~~(11' 
w..~~·oft W..'?firr~mmr~a'r.rt 'ii' W<-'?f~vlf A°tl1l ~-ll'll's~'IT-f 

i,;"'~ ~utfcm:: 1 ~'-fr ~mr~~~ffl{Olr.ffia"~ ~~­
( m )~:~if rrr~~~?.f q'l(~fflt~" S15:Rl4fif~?.ftlq' 
ri(f~ifi~~r I f~tfUiJfitq~t q-a{q~q ~~~~ifat ~r­

Sfll~~~~~rfi{if~Aflliffi ~iii 1flf'l'm' 'ii' \T~~n~nA'fhr 
( f ) I ~Uq' fTT"1T~~~~q,f~,ifmft'8;~fll'il( 'l!ilf f)Vfif P-r~~ 
~armrsfq ll'~if'f\,fflT~ft"P-f'ffft'fcfi{U(if ~f\Tifiqr~~ I ~ 
'llfPl''NiRP{l11P1iJTdif'irmA:ir~zrffi~ srir'fi :q:~""' lll'T 1~m,117t11ta'( 11 

-Rasavivekiidhyaya SR. 
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sruti .and that perhaps did service for the tritone, but the 
madhy.ama is now openly assuming the role of a sharp 
fourth as .against the suddha-paficama. In .Nana, 
Devakri, etc., Ri and Dha take two srutis each from 
Antara and Kakali ,and become paficasruti Ri and Dha 
respectively. These again are new intervals. In Sriraga 
Ga and Ni are made trisrutis. He remarks that the 
Catussruti Ri and Dha are sanctioned by text. Putting 
all this together we find a complete revolution in theory 
and practice. 

This revolution becomes pronounced in the Svara­
me1akalanidhi of Ramamatya. Some of the old srutis had 
become obsolete in use, and so he says Acyuta Sa, Acyuta 
Ma, Vikrta Ri, Vikrta Dha, anc1 Vikrta Pa are not distinct 
from Suddha Sa, Suddha Ma,Sud<lha Ri, Suddha Dha and 
Vikrta Pa respectively. These are one and the same 
intervals in practice. His recording of the svara names of 
his time is important. Cyuta Sa ( 3rd Sruti) is called by 
him Cyuta $a<;lja Ni; Cyuta madhyama is Cyuta madhyama 
gandhara: Cyuta Paficama is Cyuta Paficama madhyama. 
The ~~abha which is identical with Suddha Ga is 
Paficasruti Ri; the Ri identical with Sadharat_1a Ga is 
Satsruti. Similarly Dha is Paficasruti and $atsruti. 
The new names of svaras indicate the use to which they 
are now put. One striking characteristic is that each note 
is now sought to be sharpened to its utmost possibility. 
$atsruti R .and D are significant as paving the way for the 
prastara of the future me1akartas. Cyuta Paficama Ma 
had by this time definitely driven the Vikrta Paficama off 
the field. The Madhyama grama becomes a tossil of th,· 
PMl ? 

Lak~mi Narayat_1a in his Sangita Siiryodaya simply 
follows the Sangita Ratna.kara. In the Ragavibodha 
we find more vikrtas introduced. Somanatha accepts the 
7 vikrtas of Ramamatya, though the Cyuta ~a<;lja Ni, 
Cyuta madhyama Ga, and Cyuta pane.a.ma Ma, are called 
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by him Mrdu ~ac;Ija Ni, etc. He mentions 8 more vikrta 
svaras, viz., Tivratama Dha-Kaisiki Ni, Tivra R 8th 
sruti, . Tivratara Ri=Suddha Ga, Tivratama Ri= 
Sadharai:ia Ga, Tivratama G=Acyuta Ma, Tivratama Ma 
=15th Sruti, Tivra Dha=21st Sruti and Tivratar~ 
Dha Ni. 

The most striking feature of the Sangita Parijata is 
the care devoted to the flattening of notes as well as the 
sharpening of them ·and the utilisation of every one of the 
22 srutis. Ahobala is unique in this, since no other author 
before or after him except the authors of the Me!aclhi­
kar.alak~ai:ia and the Sangita Sastra Sank~epa does so. 
According to him Purva Ri=Sth Sruti, Kamala Ri=6th, 
Suddha R Purva Ga, 8th sruti=Kom.ala G=Tivra R, 
Suddha G=Tivratara R, Tivra Ga=10th Sruti, Tivra­
tara G=11 th, Tivratama G=12th, M Atitivratama G, 
Tivra M=14th, Tivratara M=15th, Tivratama M= 
16th, Piirva D=18th, Komala D=19th, suddha D=Piirva 
N, Komala N-21st=Tivra D, Suddha N Tivra D, 
Tivra N=lst, Tivratara N=2nd, and Tivratama N=3rd. 
What is most noteworthy are the degrees of flattening and 
sharpening of the notes used. 

The srutis of the Me!adhikar.alak~ai:ia are thus 
enumerated by Mr. Abraham P.anditar in his Karui:iamrta 
Sagara-(0) Acyiuta $a<:lja, ( 1) Prati Suddha Ri, (2) 
Suddha Ri, ( 3) Prati Catussruti Ri=Prati Suddha Ga, ( 4) 
Catussruti Ri=Suddha Ga, (5) Prati $atsruti Ri=Prati 
Sadharai:ia Ga, (6) $atsruti Ri=Sadharai:ia G.a, (7) Cyuta 
Gandhara Ri=Prati Antara Ga, (8) Antara Ga, (9) Cyuta 
Madhyama=Cyuta Madhyama Ga, ( 10) Suddha Ma, 
(11) Aprati Ma, (12) Prati Ma, (13) Cyuta Paficama 
Ma, Cyuta Paficama, ( 14) Paficama, ( 15) Prati Suddha 
Dha, (16) Suddha Dha, (17) Praticatussruti Dha Prati 
Suddha Ni, (18) Catrussruti Dha=suddha Ni, (19) Prati 
$atsruti Dha=Prati Kaiski Ni, (20) $atsruti Dha-­
Kaisiki Ni, (21) Cyuta Ni~ada Dha-Prati Kakali Ni,. 
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(22) Kakali Ni, (23) Cyuta $ac;lja=Cyuta $ac;lja Ni~ada, 
(24) Niyata $ac;lja. 

The svaras Cyuta madhyama Ga, etc., resemble Rama­
matya's names for such notes. The intervals called Prati­
suddha Ri, etc., have their parallels in some notes with 
similar names in Govinda's Sangita Sastra Sank~epa. 
The use of Cyuta ~a<Jja, Cyuta paficama and Cyuta madhya­
ma in this modern work is noteworthy. If they were used 
as independant notes in scales, several more thousands of 
me!as will have to be added to the total of 4624 scales esti­
mated to be possible without them as madhyama, paficama 
and ~a<Jja. The use of 7 varieties each of r~abha, gandhara, 
dhaivata and ni~ada, four varieties of madhy,ama and two 
of paficama is remarkable, but the original Ms. stops in the 
madhya group of me!as. The constitution of these 
sruti me!as seems to have been inspired by the example 
of Somanatha, and both schemes are equally devoid of 
practical utility. 

In an article on 'Me!adhikaralak~ai:ia' in the Journal 
of the Music Academy, Vol. I, No. 1 are given 
the names of the notes of the Me\adhikaraj' 
lak~al).a some of which differ from those give~, 
by A. Panditar, the most important being cyuta 
madhyama-pa (also cyuta-paficama-ma) and cyuta-~ac;lja 
ni for cyuta pa and cyuta sa given in the Karm:iamrta 
Sagara. Discussing the value of the book 
the author of this article says: 'It can be easily 
demonstrated that the 24 Srutis are actually in 
use, and therefore ought to be scientifically recog­
nised, and the merit of the present work appears to 
me to lie in having done this'. If ,it is true that the 24 
Srutis are in use, the system of Venkatamakhin based 
on the 22 Srutis (with reference to whipl he explains his 
me}as) becomes antiquated and is superseded by the 
system of 24 Srutis. If the old definition of the Srutis 
equally dividing the octave is ·admitted, the two kinds of 
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Srutis will each differ from one another by about 4-5 cents. 
Moreover this writer's acceptance of the scheme of 24 
Srutis. is subject to the same criticism as Mr. Abraham 
Panditar's advocacy of the 24 Srutis, since both schemes 
contain similar errors. Mr. Panditar seems to be on more 
secure ground, because he admits the insufficiency of the 
24 srutis to express our music by further dividing the 
octave into 48 and 96 intervals.1 

Coming to the current system of svaras and srutis as 
propounded by Govinda Dik~ita, Venkatamakhin and 
Tulaja Maharaja, we find the culmination of the pro­
cess which began after Sari1gadeva. According to this 
system, Suddha Ri=7th sruti-Gau!a Ri, 9th sruti=Pa1ica­
sruti Ri=sriraga Ri, 10th sruti=$atsruti Ri=Nata Ri. 
9th sruti=Suddha Ga=Mukhari Ga, 10th sruti=Sadha­
rai;ia Ga=Sriraga Ga, 12th sruti Antara Ga=Gaula Ga, 
13th sruti=Suddha Ma, 16th sruti=Prati Ma=Vara!i Ma, 
17th sruti=Pa, 20th=Suddha Dha Gaula Dha, 22nd­
Paficasruti Dha-sriraga Dha, 1st sruti=$atsruti Dha=-' 
Nata Dha, 22nd Suddha Ni=Mukhari Ni, 1st sruti= 
Kaisiki Ni=Sriraga Ni, and 3rd sruti=Kakali Ni=Gau!a 
Ni. The illustration of the srutis in the light of ragas is 
important. Venkatamakhin's system becomes truly epoch­
making because he formulated for the first time all the 
notes current in the practice of his time into a compre­
hensive scheme of 72 Me!akartas, which stands to the 
credit of Karnatic music and has endowed it with a method 
of classification which is perfectly complete. 

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

1. If it is argued that Verikatamakhin stated that the Srutis are 24 in 
the Gt$:14a·Kriyi gita, it must not be forgotten that he admits only 22 
Srutis in the Caturda.t}Qipraka.sika, and that in the MeJaprakaraQa he 
de611es the $rutis of every svara occurring in the 19 ineJas of his time and 
for each scale he gives the total value of the svaraS' as 22 Srutis for an 
oetave.· 
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stated by Nazir Uddin Khan of Indore that 
now expounded as Venkatamakhin's existed 

41" 

before him. According to Mr. Khan this was pr ,; ·, 
the mention of the 72 Me!akarta names in 4 Dhrupadas 
composed by Bijou Naik, stated to have gone to the north 
from South India during the time of Alaudin Khilji. 
Similar data is fowid in the fragmentary manuscript of 
the work of Somanarya, in which are mentioned the names 
of the Me!akartas. As against this should be set the fact 
that in no important work after Sanigadeva till Vetikata,­
makhin, is the scheme of the Kartas mentioned. The 
material for the Kartas was available since the time, at 
least of Ramamatya, who uses Suddha Ri, Paficasruti Ri 
and ~atsruti Ri and 3 similar varieties of Dha in addition 
to the sharp fourth. B1ut though Somanatha sets a pre­
cedent in the formation of tlie Me!akarta scheme, it is not 
till the time of Venkatamakhin that the .above-said inter­
vals are employed to form the 72 Me!akartas. 

After the 72 Me!akartas had remained in tact ·for 
nearly 300 years, the scheme has been criticised recently 
as using the same interval for 2 different names of notes 
and hence it is proposed that all such scales which use the 
same notes with different names should be reformed and 
th.at we should retain scales in such a form as would do 
away with the necessity of using 2 names for the same 
note. But this argument ignores several reasons which 
justify the constitution of the Me!akartas in their present 
form. First, these notes have been taken from usage, 
which, at least, dates from the time of Ramamatya. It is 
evident that the different notes used in Venkatamakhin's 
scheme were adopted from the practice of the art and that 
they were not the fanciful creations of any individual 
theorist. The second reason to be urgep against the above 
argument is that the flattening or sharpening of the notes 
concerned is not against their nature as Vikrtas. The 
Vikrta has been defined as the note obtained by the devia-

6 
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tion from its Niyata sruti.1 Hence in the Me!akartas, the 
principle that has been adopted in the formation of the 
Vikrtasvaras amounts to this, viz., Ma is not flattened 
below its Suddha position and is sharpened to any extent 
below the Pa1icama. Ri is sharpened up to the Sadhara:t;ta 
gandhara and Dha up to the Kaisika Ni~ada. Ga is flat­
tened from the Antara position to the region of the suddha 
(and in practice even slightly below)_ and Ni from the 
Kakali to the suddha position. The usage of Vikrta 
notes sanctions the freedom of these notes to be flattened 
or sharpened within the said limits. As regards the argu­
ment that the same svara is called by two different svara 
names, it must be noted that such scales have a distinct 
individuality which cannot be destroyed even though one 
or more notes occurring in those scales are called by differ­
ent names in other scales. For instance, the combination 
Sa, Ri ( Suddha), Ga ( Suddha), Ma (Sharp), Pa, Dha 
(Suddha), Ni (Kakali), is well-known as an ancient and 
very prominent melody-type. Though this suddha gan­
dhara may elsewhere occur as a sharp Ri, the individuality 
of the scale remains indestructible. The same argument 
applies to Calanat,a. These two scales, alone are sufficient 
to afford recognition for the notes in the Me!akarta scheme, 
bearing double names. What matters in the use of such 
notes is the value that they acquire as the flat or sharp of 
a particular note and not the strict rules of unduplicated 
nomenclature. 

In Govinda's Sangita Sastra Sank~epa a different 
account of srutis is given and it merits our attention 
because of its intimate bearing on current practice and its 
difference from the theory of the Caturda:t;tc;liprakasika. 
According to the author the open string gives Sa. His 
names for the srutis can be tabulated as follows:-

1. K,asinitha in his Sangita Sudhikara gives the following definition: 

fflT: ~l!ffl~: ~ ~: ~: II 
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No.\ Names of Srutis. Names of Svaras. 

1 Tivra. (~) Ri (a) 
2 Kumudvati. (~~) Ri (b) 
3 Manda. (ir-:a:r) Ri (c) Ga (a) 
4 Chandovati. (@•<Uctcfi) Ri (d) Ga (b) 
s Dayavati. (~) Ri (e) Ga (g) 
6 Rafijani. (~;fr) Ri (f) Ga (h) 
7 Raktika. (~r) Ga (i) 
8 Rau<lri. (mfr) Ga (j) 

9 Krodha. (~'cJT) Ma (a) 

10 Vajrika. (cir-Ffil) Ma (b) 

11 Prasarit)i. (srerRoft) Ma (i) 

12 Priti. (s:ftm:) Ma (k) 

13 Marjani. (iir;§r;:ft) Pa 

14 K~iti. (~fa-:) Dha (a) 

15 Rakta. (,mr) Dha (b) 

16 Samdipini. (~~fq;ft) Dha (c) Ni (a) 

17 Alapini. (anw1fq;fi) Dha (<l) Ni (b) 

18 Ma<lanti. (ii~?a'\') Dha (e) Ni (1) 

19 Rohit_1i. (it~oft) Dha (f) Ni (m) 

20 Ram ya. (,i~r) Ni (n) 

21 Ugra. (~r) Ni (o) 

22 K~obhit_1i. (~)fl:roft) Sa. 

Prefixes appended to the notes in the above list are 
the following:-

a. Pratisuddha. i. Pratyantara. 

b. Suddha. J. Antara. 

c. Praticatussruti. k. Prati. 

d. Catussruti. 1. Prati KaisikI. 

e. Prati Satsruti. m. Kaisiki. 

£. ~tsruti. n. Prati Kakali . 

g. PratisadharaJ:].a. o. Kakali. 

h. SacUiaraQa. 
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The above classification differs from all other lists in 
the assignment of svaras to the srutis, tivra. etc.1 But like 
Ahobala, the author has included every one of the twenty­
two srutis. This scheme has the unique merit of taking 
into account all the srutis, suddha and vikrta of every note, 
e.g., ~~abha is sharpened up to six srutis and every one of 
these six srutis is called Ri. 2 

The viva.di do~a affecting 40 of the 72 scales has been 
considered not to be a defect, since the time at least of 
Tyagaraja and Govinda, in whose Krtis and Gitas the so­
called viva.di aspect is entirely ignored. Mr. K. V. 
Srinivasa Iyengar has argued vigorously against the 
viva.dis in his Ganabhaskara. 

Mr. Fox-Strangways points out that the Karnatic 
system 'merges' and that it recognises not 22 but only 16 
nominal and 12 real sub-divisions of the scale. It is 
surprising that such a keen critic as he should have made 
these remarks. The 'Merger' of the sv.ar.as, I am con­
vinced and have made evident in the 'Analysis of Ragas', is 
only partial. The identity sought to be established 
between $atsruti Dhaivata and Kaisiki Ni and so on does 
not represent the whole truth. For, taking these 2 notes as 
musical facts and judging from the manner of their usage,­
we clearly see that the 2 notes may coincide at a point, but 
their range, manipulation, and effect are entirely different. 

1. Cf. the following lines of Sarrigadeva :­
h~titi'!o.1Hil\"ol~g 1'~"111T: I 

~lffl ~ "I" ~~T ~if ~'lffl: II 

~ iiNT "I" 'llr\ffl: lffll'ifiT'I' Sl'fflftuft I 

siTRrat irr:i~m: ~r irarirrf.em: 11 

r~~ ... e~~~ m 1 

~ Uftuft {Uf~dll\1\il'§ ~ffl 11 

inrT 'ii j~uth'~ I: f.m'°t ll'fflf: ~ 11 

2, Vide Appendix I, 

-Svaradhyaya. 
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Their values as notes in the scale are distinct in spite of their 
overlapping one another at some point or other. Hence 
Western and Indian critics are not justified in saying that 
the' so-called merger is a duplication of the notes included 
in it. To argue for the deletion of such scales is inadmis­
sible and is based on a misunderstanding of the spirit and 
essence of Karna tic music. Ag.ain it is wrong to say that 
the Karnatic system does not recognise 22 srutis. This is 
to deny the truth. Every Southern writer bases his treat­
ment on the 22 srutis system. Taking 2 authors alone who 
are considered to be the most important authorities on the 
present system, vi~ .. Venkatamakhin and Govin<la, we find 
them defining even the ragas in terms of the 22 srutis. As 
regards the statement that there are only 12 real sub­
divisions of the octave, it has to be said that these .alone do 
not determine the nature of the ragas. The 16 nominal 
sub-divisions are more than nominal because they have 
each .a distinct individuality and in usage each of them 
differs from the oilier. 

The Suddha scale, Kanakangi, of the Karnatic system 
is the same as that of the ancients.1 It is to be said to the 
credit of this system, that while the Hindustani system 
adopted Bila.val as the Suddhame!a sometime in the modern 
age, in South India the Suddha scale of Bharata and his 

1 .. ... • 'ffi' .,,.... ... 
• '@~: tlff~($7 5"ffl,1'1.is ~ I 

~qargarcr ~"1+1\!cl+l4§J•U: II 

( ( f:.tt,~·llr~U ~ I 
~ «"~: ~fwf~~T: II ... "' 
~i'W!eS1«11( if-us~ Sfqi:n' irtr: 1 

0 

-CaturdaQ.c,liprakasika. 

Govinda defining Kanakambari (which accordini, to him is called Kana­
fin ·:), the Suddhamela, says in his Sailgita Sastra Sank~epa :-

'@Uij(tlff•Hfl 1rno1114(1ft:ifil I •\if~ 1Jq~{ntf lf~frff "° II 
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successors has remained alive to the present day. The 
merit of the present system is that it is a happy blending of 
the suddha scale of the Sanskrit theorists and the mela 
strm:ture as designed by the ancient Tamils. This Suddha 
scale seems to me to be more ancient than even the age of 
Bharat.a, because it is possible to link its notes with those 
of the Sa.man Chant. 

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

How :far the sr1utis are real in the practice of South 
Indian Music? Do the 22 srutis represent the substance 
of Karna tic music :faithfully? The answer is that 
without the srutis and the distinction made by them 
between the musical intervals in vogue, Karnatic music 
will not be what it is. Are these srutis equal? Mr. Fox­
Strangways -observes very truly that the sruti enters into 
music as one of three definite intervals. Just as there are 
3 diatonic intervals, so there are 3 enharmonic intervals, 
viz., 81180 (22 cents), 25124 (70 cents), 2561243 (90 
cents). He adds that these intervals as such remain 
theoretical and that they are actually sung only as incre­
ments of other larger interv:als. He is right when he 
criticises tlie view that the 22 srutis are 22 stopping places 
as being incorrect, because, as he says, artistically this is 
wrong since no 2 or 3 of these are ever sung in succession. 
He rightly defines that the sruti is not the smallest audible 
soun<i, but the accurately audible sound-that which is 
heard in accurate relationship to some other. 
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Are the srutis equal divisions of the octave? The 
above argument denies that it is so. And the numerous 
attempts that have been made to evaluate the ratios of the 
intervals represented by the srutis all go to show that the 
srutis are not equal. Rival theories have been advanced, 
viz., the division of the octave into 24, 48 and 96 equal 
intervals. The division into 24 srutis is mentioned in the 
Lak~al)a Gita in GUI)c;lakriya by V eiikatamakhin, and also 
in the Saiigita Sara Sangraha (in the Tanjore library). 
In the Me!adhikaralak~al).a, scales are formulated on the 
basis of 24 srutis. Mr. Clements in his discussion of 
Bhar.ata and Sariigadeva adds 3 more srutis to the 22 
because according to him these alone will represent tr,uly 
their music.1 Mr. C. S. Aiyar in his valuable pamphlet 
'A note on Srutis in Karnatic music' says that 3 more 
srutis should be welcome as additions to the 22 srutis ( this 
resembles the view of Mr. Clements), and that the South 
Indian ear is even sensitive to as many as 30 srutis in all. 
The latter statement is important because it indicates .the 
truth of the practice and also because it questions the 
validity of the 22 srutis. ~. 

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

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

Name of sruti. Number of sruti. Value of sruti in cents 
Tivri 1 22-70 
Vajriki 10 520-568 
Sandipinl 16 836-884 
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srutis of the grama music are no longer current is not 
acceptable because according to Mr. Bhandarkar the 
human faculty of appreciating musical intervals must 
have remained constant always. My view is that accord­
ing to popular taste emphasis may be shifted from .age to 
age in the use of intervals but that these intervals are 
fairly the same at all times, so far as regards main inter­
vals like the major tone, minor tone, the fourth, etc. As 
regards subtle intervals like srutis, Karnatic music has to 
employ ,a vast variety of them. As Mr. Fox-Strangways 
has pointed out they are not used separately, and three or 
even two of them are not used in succession. They are 
used as part of the inajor intervals which they decrease or 
increase according to the requirements of song. They 
feature in gamakas, in which the freedom of the use of 
these srutis is completely manifested. I am inclined to 
thiuk that the flattening or sharpening of each note by 
srutis is left to the choice of the singer who is only limited 
by the farthest boundary line allowed for each svara. 
Also we find in K.arnatic music that each note adopts 
srutis in Gamakas in a seemingly wayward fashion, but 
yet maintains its personality. This phenomenon is really 
wonderful. Mr. Clements in his 'Ragas of Tanjore' says 
truly: 'Modern India has inherited a wonderful system 
employing a vast number of scales capable of representing 
all shades of feeling. Equal temperament tends to 
destroy utterly this elaborate structure. The only means 
of combating this insidious enemy is to construct and 
popularise an accurate theory of intonation; I know of no 
other way to preserve the art of Indian music'. Every 
one will agree with Mr. Clements in his view, above quoted, 
that the srutis current in Karnatic music can be under­
stood only by reference to the intonation that reveals its 
individuality. In the chapter 'The Analysis of Ragas' 
the results of my experiments on the sonometer regarding 
the interV'als occurring in our music are given. All the 
figures obtained are strictly according to the theory and 
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practice of intonation as embodied in the compositions in 
each raga analysed. 

One point remains to be noticed. It is the plurality 
of srutis governing the notes in the Ragas. Hitherto 
single figures have been given by various writers as the 
values of the srutis in each raga. But it may be clearly 
seen that in each raga a note assumes different shapes 
( within the limits set by its individuality) and I have 
included the study of these variations in the srutis affecting 
the same note in the same raga. It is more or less a 
general tendency for the sruti of a particular note to 
appear sharp when that note is relinquished for a higher 
note and to appear flat when a descent is made from that 
note. Also this variation depends upon the need of the 
singer within the limits mentioned above. And gamakas 
afford a wide choice of srutis in the treatment of a note. 

Taking the suddha scale Kanakangi we find that 
Sudctha Ri takes at least 2 values, viz: 1019 and 2561243 
and Suddha Dha assumes similarly the values, 5 I 3 ·and 
128181. In the analysis of ragas it will be found that, 
owing to the requirements of melody, more than one 
interval is employed in each svarasthana, which would be 
incorrect if represented by a single sruti-value. 

Another very important factor regarding the usage 
of notes, which has not been taken notice of by theorists, 
is the illusory effect of srutis in usage. This is remarkable 
in view of the acceptance of single values for svaras. On 
the Vii:ia, which reproduces the human voice, and on all 
other instruments, in the varek prayogas MPM, NSN, 
DND, SRS, etc., the second note is never fully produced. 
It is simply approached approximately, and the hearing of 
the second note is only illusory. This is clearly demons­
trable on the Vii:ia and the sonometer. (The ratios for 
some of these notes are given in the analysis of ragas). 
As regards Sa, Ma and Pa, in these cases these are only 
approximately produced but the effect is as if those notes 

7 
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were all produced. In these cases these really may 
amount to Cyut~ Sa, M,a and Pa, respectively. These are 
not used as independent forms but are used as reduced 
notes. These may be called illusory notes and properly 
belong to the subject of gamakas but their importance as 
regards the problem of the srutis demand their treatment 
here. These illusory notes form a familiar and not 
ignorable feature of our music. 

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

H lH 8 15 -~ 11" 
j_5 8 24 ll -H Hi ~ 4,!J ill!'!! 
16 5 25 H Y5" ... Tlf 

u H l/r.8 ~o ·n 
2187 320 ·} 2,s 
::iHili in;s 'f1!5 

IH 21g, 
'flf o a 

Hi 4 1.i\8 "!f 
10 27 IS 
ti 1Il) "!J 

I- •o 117 
1!1f Ylf 

Ht H 111 
II 

H H ' H 
t 

Among the intervals given above, some occur inde­
pendently in the ragas and others either as an augment or 
decrease of other intervals or in gamakas. 

The illusory notes may be illustrated with reference 
to the diminution of normal intervals for example 
in the following vareks in Sankarabhara1_1a. S 256 
vibrations:-
s R S. R G R. G M G. M P M. P D P. D N D. 

J9 3J3 3~7 3~9 4b 4i4 
NSN. 

sbs 
The middle notes in the above groups do not assume 

their normal values, but leave the impression of sounding 
true ~o their names on the ear. 
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It may be noted that the identification of Catussruti 
Dha, with Suddha Ni and of Catussr1Uti Ri, with Suddha 
Ga, as given in 'The Music of Hindustan' by Mr. Fox­
Strangways and by Mr. A. M. Chinnaswamy Mudaliar in 
his 'Oriental Music', is not correct because Suddha Ga is 
produced on the ninth sruti and suddha Ni on 
the twenty-second; so they are clearly sharper than the 
values given by both writers by one sruti. Thougli the 
$atsruti Ri, is identified with sadharat).a Ga, ( and not 
with antara Ga as is done by Mr. Fox-Strangways, vide 
'The Music of Hindustan', p. 1841 ), and $atsruti Dha 
with Kaisiki Ni, the two notes function as Ri and Dha 
sharpened, and this is enough to distinguish them from 
the categories of Gandhara and Ni~ada. 

1. The mention of antarasandhara is probably due to an error 
in printing. 



CHAPTER III. 

The Classifioation of Ragas. 

With the development of music and the growth of 
variety in the melodies conceived and adopted in practice, 
the necessity arose for a system which would bring them 
together in a well-understood scheme of classification. 
The principles of such classification have been numerous, 
e.g., the number of notes or their quality, etc., as is evident 
from the history of the development of scales. It is 
extremely interesting to find the Pu~pasfi.tra classifying 
Sa.mans according to the number of notes used in them. 
According to it, most of the Sa.mans are sung to 5 notes, 
some to 6 notes, and 2 ( called Kauthumas) to 7 notes. 
This is remarkably like our am:Java, ~a<:Iava, and sampun:m 
classification of ragas. The next broad division of 
melodies is according to Sa<;ija and Madhyamagramas, 
which divide the jatis into 2 groups. The Gandhara 
grama is spoken of as obsolete. The jatis are also divided 
into 2 groups called suddha and vikrta. The former have 
the note after which they are named for their nyasa, 
apanyasa, arhsa and gra'ha. Their nyasa note is never in 
the tara. The vikrtajatis differ from them in these 
respects. The principle of classifying the species under 
their appropriate genera emerges when classification 
begins, and we see this principle working from the 
earliest stages of the development of the art under diffe­
rent names. This will show the absurdity of the views 
expressed by some authors that classification according 
to the 'genus-species' system was adopted sometime 
during the middle ages. 

Witli Matatiga classification expan'ds. According to 
him tlie grama is useful for the arrangement or classifi-
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cation of svaras, srutis, mt1rchanas, tanas,jatis and ragas. 
He says that the Gandharagrama given by Narada is 
obsolete. He quotes Bharata and says that 4 jatis 
employed 7 notes, four jatis 6, and others 5, ( and gives 
their names) . He says that the jatis are so-called 
because the ragas are horn of them. He cites examples 
of melody-types with four notes. He gives 7 gitis, viz._. 
Suddha, Bhinna, Gauc_ti, Ragagiti, Sadharai:ii, Bha~a 
and Vibha~a; also Durgasakti's 5 gitis, Bharata's 4 gitis 
and Sardula's Bha~agiti. Melodies are distinguished 
according to these. He gives the number of ragas as 5 
under Cok~as, 5 under Bhinnakas, 3 under Gau<;las, 
8 under Raga, 7 under Sadhara:ry.a, 16 Bha~as, .and 12 
Vibha~as. Bha~as are according to him of 4 kinds, viz: 
Mula, Sankir:ry.a, Desaja and Chaya .Asraya. These are 
established in grama ragas. Matanga says that the 
Gramaragas are derived from the 2 gramas, and from the 
Gramaragas are derived Bha~as. From these Vibha~as 
originate, and from them, Antarahha~as. A list of th.em 
with their raga of origin and definitions is given. The 
definitions of Desiragas are interrupted. 

Nanyadeva, who quotes Matanga, Kasyapa, etc., in 
his Bharata Vartika, gives important information regard­
ing dassification. He deals with Jatis elaborately in 
accordance with the standard definitions. What makes 
his contribution important is that he states in an intro­
ductory sloka that he will give the ragas originating in all 
the 3 gramas. Under the Gandharagrama he describes 
a fairly big number of ragas. He gives the equivalent 
ragas of Kapalapadas and Kamba1as. 

Narada in his Sangita MaRaran'cla 'clescrib'es the 
Gandharagrama in addition to the 2 other gramas. He 
describes the different deities of the gr!m.as. The names 
of jatis are given. He enumerates the names of Ragas. 
like Dev.agandharI, Dhanyasi, Gurjari, Bhiipala, etc. He 
divides ragas into Sampiirr,1a, Sa<Java and Au9ava; and 
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also into masculine, feminine, and neuter groups. Narada 
mentions another division of ragas into 6 male ragas and 
their wives. 

The author of the A1umapatam gives gramas as 18 
describing them as the janaka of jatis. His whole sys­
tem is very peculiar and elaborately worked out. His 
theories stand out individually, and most of them do not 
seem to be taken notice of by later authors.. He mentions 
jatis with curious names, viz., marjara, vanara, etc. He 
gives 36 Sudda ragas; among them are mentioned 
Nagadhvani, Tar.angii;ii, Abhiri, etc. The whole book is 
in the form of a discourse by Siva. Twenty-one ragas 
are given as propounded by ~~is. Then 5 ragas are given 
as emanating from Siva's 5 months. Some Salaga ragas 
are given. J anyas are given as emanating from this or 
that raga. Those that partake the Chaya of Suddha 
ragas are chay.alaga ragas. Ragan.gas are so called 
because they assume the colour of ragas. "The Bha~anga 
ragas slowly emerge when the raga is thought of." When 
the rag.a emerges as the raga goes and returns it is a 
kriyanga. '\iVhen a raga dwells near another, it is upanga.1 

Examples of each class are given. Suddha ragas are of 
the form of Siva, Salagas of the form of Sakti; when they 
merge together it is Sankiri;ia. 

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

1. (1•1"'9iil ltJtnlltc-i li(M Ill M ~: I 
<Tir ~ 'ifTN ~ ~'1 II 
'it !J ~ U!'ffi: mi4ifl«lllff ffiaf"it I 

uit \il'ffl'SN ~ -t4ita 1 •1 ra iii" Iii a: 11 

iilill1Wt41ql!lj11:f: ffl!1(Tfl«IIIIJ If~ I 

\ffllnftt1m '!~ <T'Jlifi~llffl II 
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points out that the Ragas are divided into 10 
kinds.1 The grama ragas are divided into 5 groups 
according to the 5 Gitis, Suddha, Bhinna, Gam;la, 
V esara and Sadharat;ii. The total number of Grama 
ragas is given as 30. Sarngadeva deals with the 
grama ragas which yield Desi ragas, etc. Bha~as, 
Vibha~as, and Antarabha~as, are derived from the grama 
ragas. Upangas .are given and defined as the resemblance 
to some extent between 2 ragas. Kriyangas are mentioned. 
The Janyajanaka principle is clearly established. Kallina­
tha in commenting on the ragas of his time remarks about 
the difference between the 'Me!ana' of the Janya and Janaka 
rag.as that had taken place. $a<:fava and Auqava ragas 
are mentioned by him. Bha~angas, Ragangas and 
Upangas are explained, and this group, according to 
Sarngadeva, comes under Desi ragas.2 

1. The 10 groups include respectively Gramaragas, Uparagas, Ragas 
Bhasas, Vibhasas, Antarabhasas, Ragangas, Bhasangas, Kriyangas and 
Upangas. Vide Sangita Ratnakara for their detailed treatment. 

Kallinatha explaining Umapati's threefold division of ragas states· tt1at 
suddha ragas are charming without transgressing the rules laid down in the 
sastra, that chayiilaga ragas are sweet because they assume the chiiya (like­
ness or colour) of other ragas, and that SankirQa ragas are pleasing because 
they are the result of the mixture of suddha and chayalaga ragas. In this 
connection he quotes Umapati :-

~a; q~: UT: ~ I~~~ I 

attT: ~ ;;u:r~a- 'lf~~fflq)~m: 11 

lffl'lf 9Tqqf '"'1tl'TQtqf~ff~T~T: I 

~~"lifi~ij a' "!J ~tTitctirat ili'l'T!:I;. I I 

llt§ ~qllJ \I'~ ~~I 
~ff{lt g ~ct\tdrirnffl AAtn 1{ffi: II 

2. Katlinatha quotes Matailga's definition of Ragangas etc. thus:­
UITllfl~~tilf ~~WRl'iT ~.qr I q-n-

,, ,:i1+11'EtiMI § uir1utt wyqri:n9i' ~~ t 
ti: lfif-Rrr: ~if UtJltf(ffl-t q;rr II 

lf1'ffl911(TifflrT q;r ~iff ~nT: fifi~ I 

llffilfT~ Iii~ rrt~~Tft~: II ., 

i\.fi'ltttl(lh<ljUit~ q{ filiqy (ffl: I 

lill'l"'.ff '"I' ffiIT i\1lf ~lftfflif lfiRUIRl II" ~ II 
With th~ ia to be compared the definition of Umapati. 
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.The ancient Tamil system of classification was also 
very elaborate and scientific. In the Ayappalai 4 kinds of . . 
Ya!s with 4 jatis for each, viz., Ahanilai, Puranilai, 
Aruhiyal and Peruhiyal, are given. These give 16 
jatis on the whole. In the Ayappalai 7 main scales were 
obtained by forming a scale on each of the sever.al notes 
of the Suddha scale. The Tamil works mention 12,000 
ragas. According to the Tamils the Pal) was a scale of 
7 notes, the Pal)l)iyam one of 6 notes, the Tiram of 5 notes, 
and the Tirattiram of 4 notes. 

Sarrigadhara in his Paddhati mentions that Bha~as 
are derived from gramaragas, Vibha~as from Bha~as, and 
Antarabha~as from Vibha~as. He says that the origin 
of the raga is from the 22 Srutis. In another connection 
he says that sr,utis are only 14. He gives Bhairava, 
Paficama, Nata, Mallara, Gau~Ia, and Ma!ava as the six 
well-known ragas. Then he gives a list of Asrita or depend­
ent ragas, e.g., the dependents of Bhairavi are Vangapala, 
Gm;iakari, etc., numbering 5. Haripala in his Sarigita 
Sudhakara mentions the 18 jatis and gives 36 Suddha 
ragas as derived from the jatis. He gives six Uparagas 
and 20- ragas derived from the Magrama. He also gives 
a list of Upariga, Kriyariga and Raganga Ragas. 

Lak~mi Naraya1;i.a in his Sarigita Sii.ryodaya treats 
exhaustively about the jatis but his omission of the Desi 
Ragas current in his time is disappointing. This omis­
sion may be due to a gap in the current recension of his 
work. · 

Ramamatya introduces the term 'Mela' but Kallinatha 
has already used the name Melana in the sense in which it 
bas been used in musical parlance. Govinda Dik~ita makes 
a very important reference in this connection. He says 
that the me\as in his work are defined in accordance with 
the 15 'Me\as' given in the Sangitasara of Sri VidyaraJ.1ya.1 

Hence there is reason to believe that the me\as are as old 

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

Pul).<;larika Vitthala, like Ramamatya, says tha.t all the 
ragas are derived from the ~ac;ljagrima. He gives in his 
Sadra.ga Candrodaya, a list of sixteen janaka me!a.s and 
their janya ragas. In the same work he ·~xpresses the view 
that Siva divided the ragas into three groups, vis:-

( 1 rsuddha ·which are independent ragas. 



58 THE RAGAS OF KARNATIC MUSIC. 

(2) Salaliga in which the colour of another raga is 
found. · 

( 3) Sankirl}.a which partakes the nature of the 
above two classes. He says that the Desi< ragas have been 
conceived by Hanuman as not bound by rigid rules.1 

In his Ragame!a, he deals with the classification of 
Hindustani ragas. He mentions six principal ragas and 
assigns five Ragii:iis as wives and five putras for each of 
the six ragas. In his Ragamafijari he includes the defini­
tion of 25 Persian airs. 

Somanatha's work is tUnique for the system of me\a­
kartas, which anticipated Verikatamakhin's system. The 
utility of Somanatha's scheme might have been very little 
since scales built upon microtones are practically useless. 
But it did pave the way for the present Me!akarta scheme. 
Somanatha enumerates only 23 melas as being well-known 
in his time. 

Govinda Dik~ita deals exhaustively with the system of 
Sarftgadeva. He gives only 15 scales as mel,as. It was left 
for his son Venkatamakhin to construct the scheme of the 
72 me!akartas with which begins the modern epoch of 
Karna.tic music. It is needless to say that this system 
affords the most perfect method of classifying janya and 
janaka ragas. Tu!aja and Govinda adopt the same scheme. 
Recently proposals have been made to add to the list of 
Me}akartas by the inclusion of the Vikrta paficama but 
this is not tenable since the Vikrta paficama has long since 
become obsolete and also because it would impair the con­
sonance of the keynote and its fifth which is a vital factor 
in the present system of Indian music. 

I. ffl btPfflUfll'"~ .n~infm ;\" IIJf I ' 

UtTT: Mif P-irfim: Sfl'IT: pr: \iltst•lal«I~ II 

~,.-ftr a~ ~ ~1Sirntl'ffi'SCcl '9(111fi; ~ I 
~1•11m•: ~~: 11 -e~'R.-;~ 
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Since Venkatamakhin's time, other systems of classi­
fication have also been formulated. Ahobala uses the 
term Mela simply to mean a raga. He says that Melas 
are made of Suddha and Vikrta Svaras and groups them 
into ptiq1a, ~a<;Lava and am;Iava varieties. He arrives at 
a total of 11',340 meJas which, he says, were discovered 
by him. However, he chooses to define only the well­
known ragas amongst them. In the definition of the 
ragas he describes the value of the svaras. He derives 
some ragas from parental scales. 

Among northern authors, Locana mentions 12 Raga 
Sarhsthitis ( another name for J anaka Me!as). He also 
speaks of Ragir:iis. According to Srinivasa, a me!a is a 
group of notes revealing the raga. The me!a is of three 
kinds, viz., Sampiirr:ia, $a9ava, and Au9ava. 

Hrdaya Narayar:ia classifies scales in the same manner 
as Locana. In the Raganirftpai:ia attributed to Narada, 
ten Puru~aragas with five ragir:iis for their wives, ~nd 
with four ragas for their sons each of whom has four wives 
are described. 

In the Satigita Narayarya it is said that 16 thousand 
ragas were sung by the Gopis in the presence of Lord Kr~i:ia 
and of them 180 are popular in the world. The author 
notes the division of ragas into groups of males and 
females. He also divides them into Sampiirr:ia, $a~ava, 
and Am:}ava. He does not mention the Me!akarta scheme. 
The author of the Satigita Sarar:ii notices male and female 
ragas. In the Satigita Kaumudi the same classification 
is found, and also the classification into $ac.Iava, etc. 

In the Gitapr.akasa (Oriya manuscript) the jatis as 
well as Am;tav:a, $a<:l.ava and Sampiirt;ia ragas are given.1 

1. ~~: ~fti: '!: ~: t41"((1Jif41i'il'l~: (f) I 

"~: w~(f)qr Timar <1•11«1~111'1 ~~(f) n 
--<fnimim: 
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In the Sangita Kamada the forms of various ragas are 
described and eight puru§aragas, their stri (female) 
ragas and 6 napurhsakaragas, and ragas falling into the 
three groups Sac;lava, Auc;lava and Sampuriµ are given. 

In the Sangita Kamada is given a very peculiar classi­
fication of ragas. It is said that according to Narada, 
Kai:ithagana originates in the throat, Talugana in the 
palate and O§thagana in the lips. Sriraga is called Kai:i­
thait1§ta and Madhyamadi 1s Kai:ithatalu. Dantyagana 
also is mentioned.1 

1. In the Sangita Kamada the section called Raga Si:tra begins with the 
verse 

'.Jtcrr S ~l{l"q'f~ @i6!ifi!JU~~ I 

Uffi:JJ~Tfll~ ~ ffttfff ~T ( f ~) ifi{Jc'lifl 11'. 

After '{16' ~iftfft,T'll l!Tif~~ we find the expression. 111,if c1rja 

~fifii:: i' Hence the author's name can be taken to be ~(?~)~:. 
Reference is made to ~ifto~T'll'{{ and ~'i:_Jl: 

About the gender of ragas the following observations are made:­
af'f l;Tl!iqil'i{: I 

-aro W{fo~ll' lfmrr: 11'2:1{~: I 
"' 

c(l~{i:ffifi!I{ l11{1\!'.: 1.;l'fl:fl l!'loo'iffflil.fl 11 ._ 
v:il' ~rim~~,: ~"'ir Wfit@ar: 1 

-!fri:1llf lll'rrr•lfr~ ll{.fr ~r t1~1 

UfTT~'lf!l'lJj~ I 

According to the number of Svara~, ragas are divided into the 3 groups, 
sampiirQa etc.:-

inT<iiT<r~~'t um: ;r:J{f~f;r.rr 1l'm: 1 

1'efll: ~\: ~!Jcffi IIRil: lffOO@a-: 11 

nfll: ~d~<t": ~!llfll: ffl:: ~q11'ff ll<t'rrtt , 
"' 

The following classification is noteworthy:-· 

'fiVolll' !&Oollr-i § ifTZEir illWfttltt_ I 

"19'1rn't ff!Wrrti\" ~ ft11tr (hn) ,ir.n 11 

IIT9r~lwi!T(~ W ( f) 'Tf;J i:ra.'ltl~ I 
.rtorr~ '6Viti ~''l lfiVffl'T" ( r) ol" 'll 11 
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It is surprising that the writers of Orissa do not 
reveal any trace of the influence of Vetikatamakhin's 
me!akarta system in their method of classification. 

In a work called Ragalak~ai:i,a which is in the form 
of a dialogue between Matariga and Kohala (but which 
seems to be of recent authorship) !;,a<;lava, Au<;lava, Sam­
pftrr;ia ragas are given, as also their division into Raganga, 
Bha~ariga, and Kriyanga and Suddha, Salaga and 
Sarikirr;ia . 

In the Sivatattva Ratnf1kara by King Basava eight 
puru~a ragas, and their 24 wives are given and 1'1atanga 
is cited as having enumerated them. A different list of 
6 male ragas, each having 5 ragir;iis for wives .are given and 
defined. In their definition the term raganga, etc., is used 
and the mftrchanas of the grama system which occur in 
them are mentioned by name. It is strange that this writer 
also is ignorant of Venkatamakhin's system. 

Coming to the period after Venkatamakhin, we 6nd 
that his Karta scheme is made the starting point of fresh 
methods of classification. Tnese have been constructively 
used to derive innumerable scales. Attention has been 
diverted from trying to fit well-known ragas into the 
scheme to the derivation of fresh ragas according to the 
following principles of combination. The !;,ac;lava, 
Auc:f ava and Sampftqia .are intermixed in pairs in as many 
forms as possible (i.e., eight), which gives 483 varieties 
for every me!akarta, making up a total of 34,776 janya 
ragas. Of course, from these ragas those which overlap 
themselves have to be deducted. Again Vakrarag.as can 

~(!)~"?flf~{f (!) lfillo~: I 

lfi06tl1Ellli4.+14.tll' "''~ it_fimr'fl' (?) II 

~'"" ~ ~'"- '°Pm:: (?) srinf~ 1 

~m ( f) ff'1T 'l1if ~mfl"°"': {f ) II 

(After a description of ragh;iis, the following colophon is found :­
tftr ~~ ~~ir: I 81ff8TS~ !F11': I) 

4 



62 THE RAGAS OF KARNATIC MUSIC. [CHAP. 

be combined in innumerable forms. This is practically a 
limitless source of deriving fresh scales. Another variety 
is the construction of ragas which are confined to the 
Madhyasthayi up to the Ni~ada and extend ·into the 
mandra octave. Ragas with four notes in either ascent or 
descent have also been used. In the conference of. the 
Music Academy held in 1934, a raga consisting ol only 

l 
three notes within the octave, viz., Sa, Antara Ga and Pa 
was demonstrated.1 This sort of combination opens fur­
ther possibilities in the creation of fresh rag.as of this type; 
but it remains to be seen whether these can rank as ragas. 
The introduction of accidentals in ragas and the importa­
tion o.f foreign melodies can also contribute to the number 
of extant scales. 

1. Vide Appendix III. 



CHAPTER IV. 

The Structuire and the Alapa. of Ragas. 

The music of India owes its individuality and 
character to the mode of singing called · Ala pa . By ala.pa 
our music has grown, developed and reached its present 
form. The ala.pa is a very ancient form -0f rendering 
music ,and for a proper understanding of the idea it is 
necessary to discuss the various lak~a1:ras of the raga 
which form its important features and which define its 
personality. The lak~as of the raga and the rules of 
ala.pa have been variously defined and they have all grown 
with the art and have been modified in sever.al ways in the 
process of development. And without taking into account 
these factors tne concept of the raga cannot be compre­
hended. The Raga is the bedrock of Indian music since 
every branch of music, gita, vadya and nrtya, depends on 
it. In the course of this chapter the lak~ai:ia as given by 
every important author as well as the rules and 
characteristics given by him of ala.pa will be noticed. 

Bharata gives ten Iak~ar:ias for jatis1 ( and these are 
to be taken as applicable to the ala.pa of ragas which have 
directly sprung from jatis). According to him grahas 
have the same importance for jatis as amsas. Graha is 
the note with which the jati commences. Amsa is given 
great prominence by him since the raga dwells in it. From 
it the movement of notes in the mandra and tara registers 
proceeds. It determines the anuvadi and samvadi, .and 
dwells in the apanyasa, vinyasa, nyasa and sanyasa . 

1. ~il'T"11'S6Jlll'l;,-
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Nyasa is used in the closing of the aiiga (musical piece) 
and apanyasa is the close in the middle of the anga. 
Bharata gives the number of these notes used in the jatis. 
Taragati or movement in the tara proceeds ~rom the 
amsa, and there are 3 kinds of mandragati with reference 
to arhsa, and nyasa and apanyasa. There are two kinds of 
alpatva ( or paucity of certain notes) according to 
laiighana or leap and anabhyasa or non-repetition. By 
these methods ~ac;Iava and auc;Iava are achieved; and by 
leaping over arhsa notes when they are sung in antara­
marga and by pronouncing a note only once alpatva is 
achieved. Bahutva indicates the opposite of alpatva 
and is of 2 kinds, and includes in saficara other balin 
(strong) notes. Antaramarga establishes the individu­
ality of jatis and is of 2 kinds, viz., by saficara ( or dabora­
tion) with notes which are strong on account of the arhsa 
and by the alpatva ( or minimum use) of weak notes. 
$ac;lavita is the use of 6 notes and auc;lavita of 5 notes. 

The technique of singing the ragas as embodied in 
jatis is very advanced. The jatis are to be sung accord­
ing to the citra, vartika and dak~ii:ia margas, employing 
the four gitis like Magadhi, etc. The three octaves are 
employed; the four vari:ias and an elaborate system of 
alatikaras and gitis add to the variety. Instrumental 
music is also highly advanced. Gandharva according to 
Bharata is the music of various instrt11ments, produced 
on wires, and comprises svara, words and ta.la. This is 
dear to the Gods and to Gandharvas. Its source is the 
human body,, the Vi~a and the flute. It is of 3 kinds 
according to svara, pada and ta.la. Bharata calculates the 
number of tanas ( which at his time are understood as 
names for grouping of svaras by permutation) which are 
derived from miirchanas. It is interesting to note that 
the tanakriya or the production of the tana on the string 
is of two kinds, viz., ( 1) by the pulling of the lower note 
and the smoothening of the higher note. This is called 
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pravesa, (2) 'by not touching'. This is called nigraha.1 It is 
important to note that 'tana' as applied to this kriya shifts 
the reference from the grouping of the notes in prastara 
to the quality and peculiarity of the tone P.roduced. 

Matariga is one of the most intelligent and lucid 
writers after Bhar.ata, and he discusses the problem of 
ragalak~aJ}.a and ala.pa brilliantly. He quotes Bharata's 
definition of graha. He makes clear Bharata's definition 
of ath.sa which, he says, brings out the individuality o~ 
the raga; from it the music starts; it deter.nines tara an ..:_ 
mandr.a. It is profusely used; it is the object aimed at i ':'· 
the raga. 2 ; The apanyasa is the medial pause and occur . 
in the middle of the vidarI. The vidari is of two kinds, gita­
vidari and padavidari. By vidari is meant tlie division of a 
pada; it is a division of a musical piece. In the middle of the 
first vidari the nyasa or final is applied and called sanyasa. 
This sanyasa is not a viva.di of the a1hsa. Viny;asa is the 
same as sanyasa, but is applied at the end of the pad.a. By 
these definitions he proves the truth of Bharata's allocation 
of ten lak~a1,1as for the arilsa. After defining $fu;lava and 
au<;l.ava he observes that it is not 'marga' beyond four 
notes~ He says that this kind of grouping is used among 
Sabaras, P1u!indas, Kambhojas, Vang.as, Kiratas, Bahli~s, 
Andhras, Dravi<;l.as, and among dwellers of forests. Four 
notes also occur in A vakr~ta Dhruvas. s He mentions 

1. f~T afiff:tiqf a°"ijj JA~TAl°ll'l:T'\'IIIJT I 

~,,.. ~ir ifflfl"i~lf{fil'~~~,t111u , fir!J1:11m~\\: , 
-Natya Sastra. 

2. ~ffl f.tiii'fTUf {Tlfl~~ll'ftr ltts\T: I • • • • f{ll iffSl1n'1Rf{: 
m~: 1 ~ u~ fill'f~~wm: ffl: 'i!TS~: 1 -Brhaddesi. 

· Matanga alse says that the arhsa is dominant because it generates and 
pervades the raga. ( U~ili~ ~ifT.-tfflil strwrt~ I) 
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alpatva and bahutva and antaramarga ,( which accord­
ing ro him is of two kinds) • 

Matanga says that the method of raga, ala.pa, etc., 
had not been defined by Bharata and others and that he 
would define them according to theory and practice. 
This statement is noteworthy. The raga delights 
the mind of the hearers by means of the excellence of 
svaras and varl}as and the different qualities of tone. The 
raga is adorned by van;ias and svar.as. The word raga 
is derived from the root indicating the act of pleasing. 
Matanga adds that the word raga has an etymological as 
well as a special or conventional meaning. like the word 
-pa.Iikaja.1 He mentions seven gitis which are modes· or 
styles of song, viz., Suddha, Bhinna, Gau<;li, Ragagiti, 
Sadharal}i, Bha~agiti and Vibha~a. He quotes Durga­
sakti' s gitis as Suddha, Bhinna, Vesara, Gauc;la and 
Sadharita. According to the school of Bharata the gitis 
are Magadhi, Ardhamagadha, Sambhavita, and Prthula. 
The 'great soul', Ya~tika is quoted as mentioning three 
gitis, Bha~a, Vibha~a and Anta,rabha~a; Matanga is said 
to propound Bha~agiti and Vibha~. The Sardiila school 
is said to approve of one giti only, viz., Bha~a. 

Matariga then proceeds to give Ragalak~al}as. 
According to him Cok~giti has saficara in mandra and 
tara octaves and consists of straight, sporting and 
even svaras and srutis. In the Ragagiti sportive and 

1. (tttilffl~ ~ ~ 11~1 id~: I 
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variegated gamakas which are also pleasing, even and 
issuing from the chest, and pleasing combinations of 
svaras are used. In the Raga (giti) the raga is made 
bright by the use of four var:i:ias. In the Sadharai:iagiti 
prayogas wliich are subtle .and soft, and svaras well mixed 
with kakus are used. The Bha~agiti is made of prayogas 
issuing from the body, smooth and beautiful, coloured by 
kakus, and kampit.as which are delicate, illumined with 
ma}avikakus, sportive and beautiful and consisting of 
well-controlled phrases. Vibha~agiti should be sung in 
such a way as to charm the listeners; in it should be used 
gamakas which are sportive, manifold, as well as lustrous, 
and kampitas, issuing from the chest, even, belonging to 
_tara and atitara, soft, lighted with the madhyama in the 
madhya octave, pleasing to the ear, sportive and according 
to the fancy of the singer. 

After the above definition of gitis he proceeds to 
enumerate the number of rag.as as follows :-5 Cok~as, 
5 Binnakas, 3 Gam;tas, 8 Ragas, 7 Sadhar,ai:i.as, 16 Bha~is, 
and 12 Vibha~as. Under each class he mentions ragas 
with their names. In the light of existing literature he is 
the first author after Bharata to mention ragas, and dis­
cuss their lak~ai:ias. We come across names which are cur­
rent in present day music like gamakas ·and ragas for the 
first time in Brhadaesi. He then defines the lal<~ai:i·a of 
Suddha, B.hinna, etc., which are categories anci are equal 
to the j'anaka groups of later times. According to him in 
the Suddha group the melodies are independent of foreign 
jatis and remain in tlieir own jatis. The ·suadhas seem 
to be the same as the Cok~as. The Bhinnas are differen­
tiatea in four ways, viz., 1:iy srutis, jatis, sucianabhinna 
and svaras. The Gauc;las are distinguished oy olia<;li and 
quick kampitas without resting in the ,3 sthayis. Then 
Matanga raises tlie question how the Vesaras can oe callec:1 
ragas and j.ustifies their appellation liy quoting Kasyapa 
according to wliom the application o·f the 4 vari:ias malces 
4' rlga. &id Durgasakti is quotecl as stating tliat Vesaras 
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are ragas because in them the notes move quickly. The 
Sadharai:ias partake the nature of the gitis of the fore­
going ragas and Kasyapa is quoted in support. 

Matanga asks what the difference is between gita 
and raga and answers by saying that the music charac­
terised by the 10 lak~al).as is to be called raga.1 ( Here 
we find the 10 lak~ai:ias being attributed to the raga in 
unmistakable terms for the first time). Gita has 4 angas 
or 5 arigas, including Dhruva. This is known through 
received text or authority. He quotes Kasiyapa as 
stating that Gramaragas are to be used on the stage with 
athsa, nyasa, ~a9ava, au9ava, alpatva, bahutva, 
graha, apanyasa, mandra and tara appropri'ately. Here 
we have a remarkable formulation of the factors which 
go to make up raga ala.pa which prevails up to the present 
day. The rag.as given by Matanga are all iilustrated with 
sancans. The book Brhaddesi, obviously incomplete, 
professedly deals with Desi music, and is the most import­
ant treatise after the Natyasastra. In what respects it 
advances farther than the latter work has been shown 
above. 

Matatiga gives a descriptive list of alatikaras 
whic:h adorn songs like gamakas. Miirchana etymolo­
gically indicates, he points out, swooning and increasing 
or elevating. Miirchan1a is that by which the raga is made to 
emerge prominently or conspicuously. It indicates the 
ascent and descent of 7 notes.2 It is of two kinds, vi,s., of 
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7 notes and 12 notes. The mt1rchana of 7 svaras is of four 
kinds, viz., Puri:ra, Sac;Iava, Auc;lavita and Sadharal).a. 
Pt1rl).a indicates 7 notes, and Sadharai:ia shows the in­
clusion of kakali and antara. Matanga points out that the 
mt1rchana differs from the tana in moving in ascending 
order whereas the latter is in descending order. He gives 
the different tanas of the $ac:fja and Madhyama. gramas. 
Sadharai:ia tanas are given. He makes clear the two kinds 
of tanakriya mentioned by Bharata in the following 
manner :-Pravesa produces Ri by pulling away at a note 
which is to be omitted and which is below Sa. The second 
variety of pravesa is by the smoothening of an .upper note, 
e.g., to get Ni by the loosening1 of Sa. Nigraha reveals 
another by suppressing itself ( the text here is not clear) . 
Considering the octaves used for the prayoga ofi notes, he 
says that murchanas are applied to the middle octave, with 
the aim of realising 'mandra' and 'tara'. The distinction 
between mt1rchanas .and tanas is· made for the pleasure o:f 
the singer and the hearer. Mtirchanas are used in the 
jatiragas and tanas are used to distinguish the jatis and 
ragas of the 2 gramas. The mt1rchanas of 12 svaras .are 
used to realise mandra and tara octaves. Nandikesvara 
is quoted as stating that the 12-svara mtirchanas are used 
to get jati, hha~as, tara and mandra. Matanga says that 
though the mt1rchanas of seven notes have been pro­
pounded by the .Acaryas, the mtirchanas of 12 svaras only 
are used to get the three sthanas. 

-By Vari:ia is meant singing.1 It indicates the move­
ment of singing, as is plain by the definitions. In the 
sthayivari:ia, the notes are even and without being impair­
eel or struck. In the Saficari the movement of the notes is 
the main characteristic. .Arohi and A varohivari:ias .are 
literally understood. The alankaras .. go together with 
vart:J,as. Alatikaras mean according to Matatiga adorn-
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ment. They serve the same purpose in song as jewels in 
adornment. They are 33 in number .1 All these go to show 
the higli development of raga-singing at the time in which 
Matanga lived. · 

Nanyadeva in liis Bharatavartika quotes Matatiga and 
Kasyapa in giving the lak~ar;ias for ragas. He describes 
the alapaka ana riipaka when he deals with the saficari of 
every raga. In the saficaris he gives the athsa, graha, 
nyasa, gamakas, die rasas and other important details of 
the ragas. He mentions 7 gitis and discusses them in a 
very detailed manner. He notices kakus and v.arr;ias in 
the manner of Bharata. He gives a full account of the 
tanas. He accepts 10 lak~ar;ias for jatis which agree with 
those handed down on the authority of Bharata and others. 
In giving their lak~ar;ia he quotes Devaraja, Dattila and 
Bharata. He also gives a well-developed technique of 
playing on the Vir;ia. He describes the Kapatikas and 
Kamba~as and their equivalent ragas, an<l the vocalising 
syllables used in diem wilt oe noticed later in tlie rus­
cussion of the Sathgita Ratnakara in which they are 
narrated. In the Dattila is given an account of miir­
chanas, tanas, and the 10 lak~ar;ias of jatis, varr;ias and 
alathkaras. · - · 1 ···~ "~'~'"" 

Narada in his Sangita Makaranda describes the 4 
v.ari:ias and the alathkaras pertaining to them. He also 
mentions gamakas as consisting of 19 kincls. He says 
there are two kinds of ala.pas, viz., raga alapti an<J rfipa 
alapti. Raga alapti consists of tannana, etc., while 
riipaka is called gita. (Evidentlv he meant it to tie a 
prabandha). This division becomes the sul>ject of ela­
borate classification by ~arngacleva. 

1. IIS{h!.;1•ifll{f818161(1; I liWliil<ttlaitlf ~(f11')"~ t qr 
fiilili'tii1 · ~ ~= ~,1114111\¢ m (t1<•ifi1<.; "*liffl' l(Olt""" 
•hlfi•HIWf~ 8'liffl 1lil'ftl' I -Ibid, 
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At the• time when Pirs;~deva~ was writing the aiapti 
liad oecome very extended in technique. Alapti 'accord­
ing to him is of two kinds, viz., vi~a and prafijala. This 
is again divisible into two kinds, viz., sak~ara and ·anak~ara, 
and is so of 4 kinds. These 4 varieties become 8, accord­
ing as they are sung to ta.las or not. By belonging to 
suddha or chayalaga, this again consists of 16 kinds. It 
is to be noted that all these varieties can be recognised in 
the practice of the present day. The music of the naga­
svara gives the instance of ragas played according to 
ta.la. The several kinds are explained below:-

The Suddha vi~ma alapti consists of sthayi and 
other vari;ias which are clear in all the 3 octaves, various 
alarhkaras, gamakas and ak~aras. Its graha and nyasa 
are unperceived, and its establishment is vi~ama or 
rugged. 

The Suddha prafijala alapti is endowed with the 4 
vaq1as. It shines by the suddha riti or style. It consists 
of pleasing prayogas in all the 3 octaves and of appro­
priate nyasas. 

The Salaka Vi~amalapti does not conform to the 
ntles of sthana, vari:ia and order of repetition. It makes 
use of beautiful g.amakas, alamkaras and the proper 
sthapana. 

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

Tlie Sak~ara alapti makes use of vari:ias like 'tam', 
'hamsa', etc., or the ak~aras used in playing the muraja 
( a kind of drum), or the ak~aras used in gitas or other 
ak~aras and countings. • 

The Anak~ara alapti is bereft of words. 

The Alapti with tila has the 3 grahas and the 3 layas, 
anubjiyi ( this is not explained), nyisa and apanyisa, and 
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vikrtamsa laya. A reference about vidari yati is made 
which is not clear in the text. 

The alapti without ta.la is bereft of ta.la and employs 
the 4 vaq1as. 

It is remarkable tha.t we have all these kinds of 
alapti as defined by Parsvadeva in one form or another in 
the practice prevailing now. 

Parsvadeva then refers to var]]as and alamkaras. 

In the second adhikara1,1a of his work Parsvadeva 
explains in detail the technique of alapa. His treatment 
is valuable since he takes notice of the development of the 
art in various places and as explained by Bhoja, Somes­
vara, Paramardi, Bharata, Matanga, etc. He states that 
Alapti is of 2 kinds-Ragalapti and Rtipakalapti. The 
first is explained thus. Svarapapadika is to be done in the 
first svasthana. The form of the raga in an apasthana is 
called vat~ragottha. The deviation in a note which is 
stationary and in the svasthana and where the raga is 
beautifully revealed, spoils the charm and introduces the 
colour of other ragas. That note is called jiva-svara (life­
note) or amsa or vadi which among the 7 notes reveals 
the raga well. 

Anuvadi, sarhvadi and vadi notes are to be used 
pro:6usely, more profusely and most profusely in their 
respective order. Viva.dis are to be sparingly used. This 
Uie of viva.di is interesting since it has been pronounced 
bY. different authors to be the enemy of the other no.tes). 

The pracchadana or covering of a note means the 
omission or removal of a note or the touching of it to a 
sJi«bt ex.tent. When one vivadi note is omitted it is called 
~a4ava, and when two viva.di notes are omitted it is called 
a,uq.ava. ( This is an interesting view of these terms.) 

The ·establishment of the nyasa note on the athsa is 
tbe: int sthiyin. This · · establishment is kno• ,as 
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iagavaktraka (or the countenance of the raga). The 
dvyardha notes, etc., are to be moved above this sthayin 
in any note and the raga .again established on the sthayin. 
This is the first svasthana of the alapti. From dvyardha 
the raga is to be moved and established in the second 
svasthana. The fourth note from the sthayin note is 
dvyardha. It is called devathaya. The notes between 
the dvyardha and the octave are called ardhasthitas or 
ardhaniyas. The raga is to be moved in the ardhasthita 
,and the raga is to be established on the nyasa note. When 
the raga is moved up to the dvigul).a sthayin and established 
on the nyasa note it is known as the fourth svasthanaka. 
The form of the suddha raga is made of the 4 svasthanas; 
in each sthana the notes are to be established gradually in 
the regular order, with the profuse application of 
jivasvaras and groups, ending on the nyasa note. The 
Suddha raga is thus to be established on the sthayin note. 
The flutist should develop the raga by stressing the raga 
in this manner, and the singer should make out the f Qt'Ill 

of the raga and establish it in the above manner. Ragalapti 
has 'K~etrasuddhi' and is without ta.la. By K~etrasuddhi 
is meant the purity of the raga. Because the raga is tlie 
origin of gita ( song or prabandha) it is called k~etra. 
In riipakalapti the raga is briefly developed with ta.la and 
also with titti [ ?] . By pratigrahal).a is meant the repeated 
catching of the sthayin in the rt1paka in various ways. The 
above exhaustive treatment of alapti by Paisvadeva has a 
close reseml:ilance to that of Sarngdeva but 'differs in 
sever.al respects, viz., in the enumeration of more varieties, 
in the manner of the use of vadi, viva.di, etc., an'd also in the 
introduction of new terms like K~etrasuddhi, etc. 

Before discussing the Sangita Ratnakara, which is 
outstanding because it contains a digest of the theories of 
the predecessors of Sarngadeva and guides all his succes­
sors, it is useful to take account of the contribution of Tamil 
literature to the theory of alapti . The §ilappadikaram 

10 
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and its commentaries are the most important treatises and 
practically the only books which are available now. 
Though the original and the commentaries are sepa·rated 
by nearly 1,000 years, and the commentaries reveal the 
influence of Sanskrit books to a large extent, they can be 
taken to represent together the Tamil or Dravidian 
system of music. This system has had very important 
contributions to make to the present system. In fact, the 
latter is only a development of the former. In com­
menting on the verses in Ara.t'lgerrukadai of the Silap­
padikaram, A9iyarkunallar elaborately explains alapti or 
alatti as he calls it.1 He states that when first one begins 
to sing it should be with the consonant 'M' and when the 
music is developed it is by the use of long and short letters. 
They are called accu and paral).ai. Accu is rendered with 
ta.la and paral).ai with dance. When alapti is rendered it 
is by tenna or tena, or combining them into tennatena. 
(These vocalising syllables are important and will be 

1. In this connection he quotes the verses :-
11.LJ/6 D, ~ G8fo&fa llr(!;~ ®9u6>Jw 
LJ/6(!;151 (§/xG.,~i» 11irrR,.§1-r€/srRe)lr; 
G~w@ G118G6!1w IIJJ u,r@fJll<:1u 6111T6tr p~ 
UJwef!9.j< Ge,ri»6&w (@/61})16,' 

'r§w('!J.i r§/x"118iil6.§1® <:1&rrL.tr G•~"lsiJm.§1 
r€1w(!!J,i-ti11 UJfflm~irti ,9e1Gm,,1®-1Sweg• 
16tr ~~,,. <:1611@ ,e~,,., #~tr 6'1tisr/JtLJrisil6 
Qursrr,$1 tLJtrGUJw tt/x,' 

He enumerates the sthinas and kriyis thus : 
GLJ(!;ffl/ltrQST GLDL..~frfjj}QST : G•s•w uS}~IIJJUI ll"tr&(§UI ~&(§ID ~­

e!!)&(§ID e..11©w LJ6'll)»W 11""'u.,GLDer &Bss,Q1, la,R61J)tLJaG•i.!.~rr6Vasr : &1®' 
~61> u@J~i» 116&11fAI •wJl~ui (§~611w ,ye& ~i.:@ lftr&f§ &1er &Baa,. 

Other interesting details are found in the Arumpadavurai and reproduced 
by A(jiyirkunallir; in explaining am9@••uii} Arumpadavuraiyir says: 

'{@aeu'1611f/lJQlr .f!,srr~i} &JJ&11~11 ue,Jia,o&JJtLJ (!J),tl)llw @•JD 
•uill./lD (!/)~Q/,i, ifilD/DQ/,i, r§•f)ll./UJ fiJ11auill,/w 6Ve&f11fw Gui6&6l(,i, IFu,flJl,i, 
QJ-/IUJfillJP,11,/LD ,l,reuill./ Gtri'71flJILO ufiGe<!!J LJtr(§LJtrL../¥-®ilJID/Jti6] 
Jfei«Jr .-,aQ/ ~-r•ti""'&611 fi11U~fllJ11»J~ if),i, pa •.Ba9AR~,a~ 
a*'"· ID .,., •• .,1\1.,e Qru• fJ QJ,, ... 
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discussed under Sarngadeva). There are 3 kinds of 
alatti, viz., Kattalatti, Niravalatti and Pa1:u:;ialatti. The 
first is rendered with accu as already stated; the second 
with paraIJ.ai without losing colour; the third is rendered 
solely with reference to the paIJ.. There is another 
lak~aIJ.a for alatti, viz., it is to be rendered with the five 
vowels long and short. Among the 18 consonants besides 
M, N and T, no others are used in alatti. Among these 
three consonants the Ma variety belongs to suddha, the 
Na variety to saralaka (or salaka) and the Ta variety to 
Tamil. The musical sound rising from the Mtiladhara 
becomes alatti, and is called isai and paIJ.. Because it gives 
colour to the various iyarpas, it is called isai. Because it 
is rendered in the eight sthanas (like the tongue, nose, 
lips, teeth, etc.,) and by the 8 kriyas ( equtal, pac;iutal, 
nalidal, kampitam, kutilam, oli, uruttu, and takku which 
are namea according to their meaning, and which can be 
taken to be sthayas or gamakas), it is called paIJ.. All this 
talces one by surprise because these are some of the funda­
mental factors which determine the ala.pa of Karna.tic 
music at the present day. And many of these details are 
not mentioned in Sanskrit works. The vocalising 
syllables 'Tenna tena' are remarkable for their survival 
down to the present day. Though the Sanskrit books 
recognise tennakara as an anga of prabandhas, they do not 
make it the vehicle of ala.pa as it is done by ,the Tamil 
authors1 (Cf. Sarngadeva). The initiating and the clos­
ing notes, and the sequence of sv.aras in the progress of 

1. As contrasted with the Tamil system which lays down the rule that 
ilapti is to be rendered by the syllables tenni teni, the Sanskrit texts do not 
mention any such dictum. Nevertheless, som~ of them contain valuable refer• 
ences to the letters used in the elaboration of the raga. For instance Narada 
in his Sangitamakaranda says that ragalapti consists of tannana etc. 
(<1•11l!l~%iiiifl~). His statement '{l•l«tiiofdiillfi'-'td: ~ ~ ' 
can be taken to mean that a raga, by the use of tannana, tlina and such other 
vocalising forms, is termed 'Sabda.' This is siggificant. 

Pirsvadeva refers to the letters used in the Siktaralapti (Vid, p. 71) a, 
follows:-
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song, were all made the subject 0£ regulation by the Tamil 
writers. 

The Sarigita Ratnakara deals with the subject 
exhaustively and its authority is followed by all subse­
quent writers. Kallinatha in his introduction to the Jati 
prakarai:ia points out that vari:ias and alarikaras make 
up the act of singing as much as they adorn it. Sarrigadeva 
gives 13 lak~ai:ias for jatis, which are as follows:-

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

Arhsa is defined by Sarrigadeva as the note which 
manifests the sweetness of the music, whose sarhvadi and 
anuvadi are numerous in the vidari, from which the dis­
position of the tiira and the mandra prayogas is arranged, 

ff t~ ~iiuf: afffl ij{'if~{: 11 

~at q(14«K~ II 
q ~ ~: fflJ~ ~ II 

Surprisingly enough Sarngadeva says nothing on this topic, but only 
refers to the absence of ak$aras in gamakiilapti. 

Somaniirya repeats Narada's definition of Ragalapti thus: 

'<I'll•"""'""'•=' 
In the Sangita Narayai,.a, the following interesting statement is made:-

anwfq m: •Mf•tR'li f.t\CiifiiCl<ilb1PII': \'i•l'lii'diEl~•llt· 
~"-u""'"1"1•-«-1<t11 I Defining Suddha ilapti the author says, 

"111mS'f ~r~Efi4\"(ltftl e1¥S11(1Nlfil: 1 tt't-1111'"1, '"Arm 'f11ifit•~<cl· 
"1'bT 1ffl'I' Qff ,. 

· Evidently here Hariniyaka bas quoted from the Sailaita Ratnikara, 
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which is its own sathvadi and the anuvadi of which is a 
different note, which comes in the capacity of nyasa, 
apanyasa, vinyasa, sanyasa and gr.aha, and which is the 
vadi and numerous in use. Kallinatha shows that the 
sweetness revealed by the athsa is not only that of indi­
vidual notes but of the entire musical piece, and hence the 
word 'Geye' is used in the definition.1 He points out that 
the copiousness of its use is because of its assumption of 
the roles of apanyasa, etc., and quotes Bharata's sloka 
giving the 10 lak~al)as of the arilsa. Kallinatha also brings 
out the difference between ari1sa and graha by quoting 
Mataliga who says that arilsa is the vadi alone, while graha 
can be the other 3 of the 4 va.rieties vadi, etc. Simhabhii­
pala explains that by the vidari is meant a section of the 
song, and that its two varieties gitavidari and padavidari 
will be discussed by him in the commentary on the talad­
hyaya ( which is not available) . s,arngadeva. gives copious 
usage as the invariable lak~a]).a. of ams.a. 

Taravyavastha.-Simhabhupala writes a lucid com­
mentary on the original verse treating of this lak~a]).a. The 
note which is the arhsa in the madhyasthayi is to be taken 
in the tara octave, and from it the ascent can be made up 
to its fourth note, and not above, that being the boundary. 
Below that the saficara can be made according to the option 
of the singer. Simhabhupala says that even omitted notes 
are included in the tara octave, and draws attention to 

1. The commentary on Kallinatha says:­

'~ <~~'11t' 
~~ if: ffl:(e)tt•ftd'll•ltciii(~ ~ .qqf~ q)f I 

'""<Ahwt::..--111-cfi (~ ~lll'cfi ((qdltl~~il' ~(!wii'lljiqlll'ffl ~U(lQ{­

ftil\itffld\t ffl6~~ct"<fii111'iu .. gq"ifi"'(~) A'~""'•«ct (ffr 

~ • • • • I 
In this passage Kallinatha explains that if 'amsa' is defin~d as manifest· 

ing sweetness without any qualification, its power to manifest sw~etness 
would be applicable to all svaras without any distinction. Hence he points 
out that by the use 0£ the specifying, adjunct 'iN' the am.sa's function of 
manifesting the peculiar sweetness characteristic of the different grou11ing1 
of anrali (in the musical piece) is indicated. 
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Bharata's admission of taragati till the fourth, fifth and 
seventh notes. 

Mandravyavastha.-Simhabhupala explains that 
from the arilsa of the middle octave the descent should be 
made down to the arilsa in the mandra octave, or up to the 
nyasa or the notes Ri or Dha in the mandra octave. 
Within these limits the saficara is optional. 

Nyasa is used at the close of a song. According to 
Kallinatha this note brings the song to a close by its own 
authority and independently of other factors. Simha­
bhupala writes that the song closes on or with this note.1 

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

Sanyasa.-This is a note which is not a viva.di of the 
arilsa and this closes the first vidari. Simhabhiipala 
quotes Mataliga to this effect. 

Vinyasa exists on the sides of the parts of vidaris. 
Kallinatha points out that vinyasa is the note used at the 
margin of groups of notes which are van:ias and alankaras· 
and parts of vidaris. Since the vinyasas could be any note 
which is not a viva.di, their number is not given. 

Bahutva is of two kinds, namely, by alanghana and 
abhyasa which are synonymous with vadi and sarilvadi 
respectively. Kallinatha says that l:anghana means the 
touching of a note very slightly and the incomplete mani­
festation of the note. The reverse of this is alatighana, 
i.e., producing the note in all its fullness which is one kind 
of bahutva. The other is got by the constant or frequent 
repetition of the note. 

1. •fht\lill(lll"Si-rl11 \tiilfiltf\:cqiijl,C\tlwlllil(\ '4({J ilfm: I -Kallinitha, 

11"1 tfmj1nq1&: lfrmlr '""'1l:: IPlf fnfir ~ R{l\t ~ I 
~ ~ ~ llif ~ ~ R(Rf: 1 -Simhabhilpila. 
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Alpatva is achieved by anabhyasa .and langhana 
which are the exact opposites of abhyasa and alanghana 
defined above. Anabhyasa is held to be applied to notes 
which are not arhsas and which are to be omitted. 
Sarflgadeva says that the touching of a note slightly is 
Ianghana, and is often applicable to lopya or omitted notes. 
Simhabhupala in his commentary adds that it is the view of 
some that laflghana is applied also to notes which are not 
arhsas. 

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

By $a<;Iav.a is meant a prayoga of 6 notes. Kallinatha 
says that among the 7 notes, when a note is omitted accord­
ing to the rule of lak~ar:ia, the music got out of the remain­
ing 6 notes is ~a<;lava. Simha.bhupala is of the opinion 
that this combination of 6 notes is called ~a<;lava because it 
protects (reveals by emphasis) the jatis, etc.1 It is also 
interpreted as a combination made out of 6 notes. Simi­
larly auc;Iava means a grouping of 5 notes. 

It will be found that almost all these lak~as, except 
those wnich are peauliar to the music of the jatis, are 
features of the present day music. Mataflga's assign­
ment of the 10 Iak~aJ)as to ragas remain almost intact even 
to-day. 

• 
1. 'ffll'V ~ ~~'ffi "'~'"'R ... ~c011smi111\11w11ri lftff 

' 1111111-,qiit..\\illi<C.fd' ' -Kalliniitha. 

'R, ~ "ir smli ;i~ 1t11f.ff ~~ "' '""n 'ffl: 
-Simhabhilpila, 
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In the Ragavivekadhyaya, Kallinatha begins with the 
remark that the 10 kinds of ragas derive their name from 
their characteristic of pleasing1 and quotes Matanga's 
definition of 'rag,a'. Gramaragas are divided into 5 
classes according to the 5 gitis. Among them the SUddha 
giti consists of straight and smooth svaras; the Bhinna of 
subtle and crooked notes and sweet gamakas; the Gam;li of 
deep notes witli gamakas in the three octaves and svaras 
sportive with uhati ( this a.ccording to Kallinatha indicates 
mandra notes) ; and the V esara of restless movement in all 
the three octaves, with uhati kampitas, notes in the mandra 
octave, and quick movement. The Sadharai;ia shares all 
these characteristics. These gitis have their application to 
notes and are aifferent from Magadhi and other gitis 
which ·are mainly concerned with pada and ta.la. Kalli­
natha points out that Sarngadeva has defined the five gitis 
according to the view of Durga. He refers to the gitis 
mentioned by Matanga and Bharata. 

In the second prakarat:i.a of the Ragadhyaya, 
ala.pa, etc., which are common to all the ragas are stated:: 
Sarngadeva defines that in raga.la.pa is found the manifes­
tation of graha, arhsa, mandra, tara, nyasa, alpatva, 
bahutva, ~a<;lava and au<;lava.2 Kallinatha commenting on 
this says that only the lak~ai;ias already defined have their 
application in die piece of music alluded to. This distin­
guishes ala.pa from prabandha consisting of dhatu and 

1. ~~ v;"1ft ~~~I 
For Matanga's definition, Vide Note 2. Page 65. 

2. llti\l•M(tli(IUlf "41tM"il':1~ II 

~~,ll''f~~II 

~~ t!T ~~~ff II 
Explaining the passage Kallinitha says :-

Kallinitha, 

-Sauigadeva. 

nf lf(l\li"1~1n{'lii1Rf1: ~'«Slifill'l•UiiltTIII ffl: I if ~ 
~~{U(lfl"I'~ I • • • • I ~~ fflT 1Rftr I •••• I ~ ffl:• 
~Mffl UITTffl ~pm I 
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ailgas. Kallinatha points out that by the 'abhivyakti' of 
the raga is meant the 'avirbhav.a' or complete exhibition 
of graha, athsa, etc., and not merely the manifestation of 
the form of the raga. The latter is the chariacteristic of 
alapti which is defined elsewhere and from which ala.pa 
is distinguished. The assemblage of the notes defined 
above is raga-ala.pa. 

Rupaka is the same as ala.pa, but in it the pieces or 
parts or divisions of music are separately sung. That is 
to say, Kallinatha states, the ala.pa proceeds in its entirety 
without stopping at the apanyasas. (It is a whole, and 
not divided into parts) . The same ala.pa when it pauses 
again and again over the apanyasas and proceeds thus, it 
is known as the rftpaka.1 By this we understand that 
the ala.pa was used to indicate the elaboration which gave 
the impression of the raga as a whole and the riipaka 
to indicate the elaboration of the raga in detail by the 
individual treatment of its numerous vidaris. 

Sanigadeva defines 'Ak~iptika' as made up of sva;as 
and padas, sung according to Cafica.tputa and other ta.las, 
and adorned by the three margas. The 'pallavi' receives 
similar treatment at the present day. Kallinatha states 
that this is a variety of nibaddhagita. In it any one of 
the margatalas is applied. In this is used one of the three 
margas, viz., citra, etc., and this is sung according to the 
rules applicable to jatis. The svaras sa, ri, etc., and words 
are arranged in it. Because the padas and ta.las are thrown 
up, as it were, it is named 'ak~iptika'. This is so consider­
ed by Mataliga and others. 

For some of the ragas karat;ta ia:nd vartani are given, 
and these are defined under prabandhas since they are 
variations of the latter. Sariigadeva says that according 
to Mataiiga and others riipaka is used 'only for bha~as, 

Jfl'9 •4ifii¥1R'I I 
11 

-Kallinitha. 
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vibha~as and antarabha~as. Kallinatha infers that they 
are not used in gramaragas and ragatigas. 

In giving ragaprastaras, Sarnga<leva uses different 
names £or the divisions of ala.pa. They are of great inter­
est. For Suddhasadharita he gives ala.pa and karai:ia; 
for Suddhakaisika, ala.pa and vartani ( or vartanika as it 
is called elsewhere) ; for Rupasadhara, ala.pa, karal}.a 
and again ala pa; for N artharaga two karat;ias; for Reva­
gupta, ala.pa, second and third karai:ias; and for Traval)ii, 
ala.pa and riipaka. 

In commenting on Suddhakaisika, Kallinatha quotes 
Matanga's dictum disting1Uishing 'raga' from 'gita' namely, 
that 'raga' is the combination of notes according to the 
10 lak~ai:ias-graha, amsa, etc., and that gita means 
Dhruva, etc., consisting of those svaras, and also ta.las, 
parts and four angas. 

Kallinatha makes very important observations con­
cerning the lak~i:ias of the Desi rag.as current in his time. 
(They are significant from the fact that he wrote two 
centuries after Sarngadeva. He added a list of Desi ragas 
in his commentary and he represents the art of the Vijaya­
nagar empire). According to him wherever tar a and 
mandra rules are not mentioned, the saficara is unrestrict­
ed. His remarks about the distinction between Sa<;ija and 
Madhyama grama ragas are of immense importance 

. since they explain the progress of the art from grama 
music to the music of, the present day. He points out the 
various differences between the practical and theoretical 
aspects of Desi ragas and he, 'knowing the truth about 
the views of Matanga and others', as he says, writes to 
reconcile these differences. Because they are Desi it is 
not a flaw if they do not conform to rules. They derive 
their title 'Desi' because their development is according 
to the will of the singer and their one effect and aim is the 
delighting of die minds of the people in different C01W1tries. 
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In this connection Afijaneya is quoted as saying that Desi 
ragas do not conform to the rules of sruti, svara, grama, 
jatis, etc., and that they take the complexion of the modes 
of different countries. Kallinatha says that in vadya and 
nrtya also similar saficara or elaboration at will results in 
their becoming Desi. If they are restrained hy rules, the 
gitas become marga.1 

Alapti.-Ragalapana, according· to Sarngadeva, is 
alapti or the manifestation of the raga. It is of two kinds, 
according as it pertains to raga or nipaka. Kallinatha 
very elaborately discusses the etymology of the word 
alapti and arrives at the conclusion that when 'alapana' 
indicates primarily 'disappearance' (Tirobhava) it means 
the same thing as alapti: when it indicates 'manifestation' 
( avirbhava) it is synonymous with ala pa. According to 
the context, he points out that prakatikarai:ia conveys 
the same sense as alapti: it means that the apprehension 
of the raga is possihle to some extent. Alapana also 
denotes the same thing. In other words he says ala.pti 
and alapana are synonymous and a raga, manifest 
already, is hidden by the use of a beautiful variety of 
vari:i,a, alamkara, gamaka and sthayas in profusion: 
pra.katikarai:ia indicates this 'concealment' of the mani­
festation of the raga. 2 

t. In commentin!!' on the <lrfinition of m<'laraka, a va<lva rrahandha, 
Kallinli.tha states that the exponenh of mere lak$ya (as opposed to lak$at;1a) 

were known as ~:, and adds that they we-re called ~lfr<r-'~ 
. .. .. - .. . - , ~ ~ 

hv the KartJatas ( 1~: ~ e-~Tt: 1 mi'l'<I' cllcfi 'T<f'.11'~ tffl cfiutm 

~ l). The use of the Kanarese synonym is very interesting and shows 
that the distinction between Lak~a1,1a and Lak$ya (in other words marga 
:m<I desi) was as live an issue in Kallinatha'~ time as ever. 

' 
?. 't1t11MQif¥1i(IJIR: srcfiirili{1)T ~ I 

"I' 1"f ffl1 (l•if::Q!fil~f mfl'JUIT~ II 

In his commentary on this ver~e, Ka11inatha ~ta~~:-
• , , , "i1ESQililll'lltdftM qj@N;,i,jjl'Jjij ..-fif ill ~~ ~ 

;nRf1fflr 'fflim( I • , • , 3f'Jil' Slf.itlACll(l•IEci Sl•iillifi(uirirffl ~ I t111'Sl'lliiJ­
ifi(OltlQli61'<if.c;rt \itltl1¥1"'lq': I JPII~~ mml' ii,.(~dd,Jilll.ftilllt( f~-
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Rigalapti is independent of rtipaka ( which is a 
prabhanda) . It has 4 svasthanas, which are the places 
of rest for ragalapana, like mukhacala, etc. 

That note is called sthayin where the raga is esta­
blished. Kallinatha shows that it can be one of the 7 
notes of the octave and is the arhsa svara of the raga. 
The 4th note from it is called Dvyardha and Kallinatha 
reckons it as the 4th in ascending order, including even 
a varjya note when there is one. Movement ( calanam 
which means 'display') below this dvyardha is called 
mukhacala. This is the first svasthana; movement in the 
dvyardha svara with nyasanam ( or reaching the nyasa) 
is the second. The 8th note from the sthayisvara is called 
the a.vigm:1a, and the notes between the dvyardha ancl 
dvigul).a are called Ardhasthita. Movement in the ardhas­
thita with nyasa is the third svasthana and movement in 
the dvigm:ia is the fourth. Ragalapti consists of these 
four svasthanas. 

Explaining the foregoing definitions lly ~arngadeva, 
Kallinatha says that, in the first svasthana not only the 
notes below the clvyardha down to the sthayin but also 
those below the latter are used, since the raga is not mani­
fested in a single note. By the dilana of mukhacala is 
meant tlie singing or playing of each raga with its appro­
priate gamaka like sph11rita. kampita. etc. By all this is 
indicated the singing hy beginning at the sthayin, and 
making the dvyardha the limit, using all the notes nelow 
it in whichever way is suitable and making the sthayin 
the final,' i.e., closing on that note. The second svasthana 

.i:....c.. - f' • .. .... • ... ,.. • - ,.. ... .. 

'"''""tijffi•Uti•hffl TWSI~ I tt'11¥1:ajiJiilq lli'f~ ~ ~i:aj41'1N4,.18• 
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is the same as the first except in that it includes the 
dvyardha also in the calana. The third svasthana ex­
cludes the dviguI).a and covers all the notes below it, closing 
on the sthayin. In the 4th svasthana, the dvigu:r;ia is 
meant to incLude the notes above it also. All of them are 
made use of and the sthayisvara is the closing note. 

Sarngadeva concludes ragalapti by remarking that 
the establishment of the raga ( the 'sthapana' of the raga) 
is accomplished by the limited use of sthayas, bright, 
varied and permeated hy the jivasvara or athsa. 1 

K.allinatha says that the import of the above passage 
is that by the application of the 4 sv.asthanas and by the 
11.1se of a few raga avayavas (limbs of raga) in the 
elaboration of the ragalapti, the raga is made manifest 
instantly, and this manifestation only reveals the rag-a to 
a limited extent because of the use of sthayas which 
are common to other ragas. The expression of 
the raga is only partial.9 He illustrates this 
by the following two examples :-When one Dew­
datta comes towards an assembly his personality is clearly 
manifest, but when he sits in the .assembly his form is 
concealed by being mixed with the likeness of dress, 
language, etc., of others and he is said to be manifest to 
a limited extent. Again when a pearl assumes the colouri: 
of the clifferent gems with which it is woven, its mani­
festation is said to be partial. 

Riipakalapti is executed by the ta.la and raga of the 
rupaka and is of two kinds, namely, pratigrahai:iika ancl 
bhafijani. The former consists of first rendering a part 
of ragalapti and then taking up any desired part of a pra­
bandha (riipaka), suited to the sthaya treated. Bhafijani 

1. -Eti~«l'l~Edd: ~~: S1eif1111if~: 11 

lit"icl"'l(iillffi!i~<~ ,wn,r-n ffl II '' -Sarngdeva. 
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is of two kinds:-( 1) Sthayabhafijani. This consists of 
the varied treatment of the sthaya ( or limb) of the rfipaka 
according to the value of the visranti or rest belonging to 
the padas or intermediate ( vidari) divisions of the rfipaka. 
(2) RupakahhaiijanI consists of elaborate and varied 
treatment of the entire rupaka including .all those inter­
mediate divisions or limbs of the prabandha according to 
the time measure given above. Kallinatha explains that 
the variegations referred to indicate the adoption of some 
alien Dhatu in the places of the Dhatu concerned. 
When the entire prabandha is rendered by a re­
peated use of parts in which the thayas and 
sthayas concerned are replaced by other suitable 
gamakas, etc., it is known as the riipa.kabhafijani. This 
replacement indicates the variety. In the Rupakalapti, 
K.allinatha sums up, the raga is partly manifested through 
sthaya, pratigraha and bhafijani. It is as when Devadatta, 
unmanifest in an assembly, becomes somewhat manifest 
when lie goes about on some errand, or as when a pearl, 
woven with gems of different colours, becomes manifest 
to a limited degree. 

Summing up, Sarti.gadeva defines alapti. as endowed 
with vari:ia and alati.kara, adorned by gamakas and 
sthayas, and charming by the variety of its treatment. 
Kallinatha explains that the alapti, by means of the four 
svasthanas, reveals the raga nere and there and conceals 
it, as a mai<len, adorned by varr:ia, alati.kara, etc., shows 
and hides her features before her lover. The concealed 
raga is brought out by pratigraha and bhafijani. The 
ala.pa always brings out the rag.a as a male displays hi~ 
whiskers, etc. Alapana or alapana, like a hermo­
phrodite assumes the nature of both alapti and alapa.1 

1. ~~m:ml'T •lilifiEill"l~~dl 11 

81181~~'1Qn aw.\fh1if'1iif1((1 11 -Sanigadeva, 
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In the Vadyadhyaya, Sarngadeva notices the dis­
agreement between practice and theory and observes that 
the arts are always influenced and dominated by practice. 
He lays down the rule that the regulations regarding 
graha, athsa, and nyasa only are determined according to 
sastra or textual authority. The combination of other 
notes ( Kallinatha explains them as meaning apanyasa, 
etc., including antaramarga) is taken according to practice 
and this is not contrary to sastra. The differences 
between practice and theory in Desi ragas are to be recon­
ciled in this manner in all cases, according to Sartigadeva. 
Kallinatha explains that by Desi ragas are meant raganga, 
ba~aii.ga, kriyai1ga ai1d upa1iga ragas. Only among them 
is this reconciliation allowed. Among margaraga.s like 
gramaragas, etc., lak~aI).a or theory is dominant. 

It is unnecessary to say that instrumental music had 
al that time reached a very high state of development. 
Sanigadeva treats about it in a very exhwstive manner in 
the Vadyadhyaya. Instrumental music was conside"red to 
be a complement and also an aid to vocal music. We oan 
identify many of the features of the practice of the preserrt 
day as having been in vogue then. The flutist is directed 
to present first the tanas of the raga which the vocalist is 
to sing; he is to conceal the defects of vocal music, so that 
the raga may not seem to be spoiled for the listener. By 
his skill he should manifest the raga even in apasthanas 
( those that are not svasthanas, defined already) as he 
would in the svasthanas like mukhacala, etc. Gama­
kalapa in an asthana was considered to be a deed of great 
skill. This gamakalapti was an ala.pa without ak~aras or 

• . ~-.J..-...;.. ~ ~ c:r:--. ~ 
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letters and otherwise called prayoga.1 The ViI)a was 
considered to be second only to the voice but the lutists ar.e 
taken to task by Sanigadeva for having deviated from the 
lak~a1,1a in many ragas. The mardala or drum was used 
in ala.pa. As alapti was rendered without false notes in the 
three octaves, so also on the mardala, sthapana has to be 
rendered, purely and without overlapping, in the three 
sthanas, in vilamba, madhya and druta speed. Kallinatha 
adds that sthapana otherwise is rendered according to 
ala.pa. The drummer should play on the drum in agree­
ment with the raga.la.pa, and frequently in the course of it 
should beautify it with his play. At present the ragalapa 
by the nagasvar.a player is similarly accompanied by the 
'tavil'. 

All subsequent development in the theory and the 
practice of the ala.pa has proceeded along this system 
expounded by Sarngadeva. It remains to deal with the 
vocalising syllables used in ala.pa. It is remark.able that 
while the Tamil writers give the various syllables to be 
sung in ala.pa which tally with modern practice, the 
Sanskrit writers do not give similar information 1UI1der 
this heading. So we have to make inferences with the 
data we have. One kind of ala.pa, we found, made use 
of pada and ta.la and this is a convenient group since the 
pad.as or words are clear and offer no problem. But we 
must know how the alapti without words was sung. 
Probably it was with the syllables mentioned by the Tamil 
books, because they are musical, but there is no authority 
to prove this. We find in the singing of the Kapa.ta padas 
mentioned by Sarilgadeva the syllables hau, jam, hrim, 
raum, ha.um, hum, ka, ha, kaha, and bhui:it;am or 
jhutJ.tum, were used besides the -regular words of the 

--
1. Kallinatha explaining the passage quotes: 
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song.1 Nanyadeva in his Bharata Vartika similarly d'tls .. 
with the subject. These seem to be the survivals of 
vocalising devices of the music of an older epoch. In th 
chanting of the Sama Veda we find among others the 
following stobha padas used:-

Auhova, i«;fabha, ayi«;Ia, iya iya, a, ai, hai, au, , hau, o, 
oi, hoi, voi, m6ia hum, ehiya, up, has, bibi, hi, haiuva, ye, ya, 
ha, ham, ha., hi, ya, va, ba, i, u, om, i9a, nam, sam and 
nrml).e nrml).am. 2 Some of these syllables can be seen to 
be used in the Stiladi prabandhas of the present day. In 
the chant of the Gatha.s in the Vedic period syllables like 
'hillu, hillu', 'haimaha' were used. d Coming to modern 
times interesting information in this connection is given 
by the Gitaprakasa, which may be taken to be representative 
of similar authorities. In dealing with the prabandhas 
sung to the Mal).thata.la, the author gives the following 
grouping of syllables to be sung after the sahitya, viz., 
Ai - Ai - A - ia ia - ia - a - ia - ia iya - tiya - oi - o - a - a -
a - a I I a - a. - a - i - a - a -a - o - o - a - a - o - a I a - i - ~ - o - i 
- oi - .a - a - re. These are explained by the author to be 
meaningless words used for endowing the Gita sung to a 
ta.la with grace and loveliness. The word 'Are' is also used.• 

1. t\ ~,, '1, u, ~\ (, <Ii, 11', <Ii{, !jV? !111? and also !r':i• 
2. al1ttifl - ~~ri:ir - art~~r - ~r ~r - arr - arrt - UI{ - iiti3' -

tl\3' - arr - iJITI{ - ill{ - .f\l{ - lTII{ - i - eftqr, i3'l{, -~ - fir(ir (r - {li3'<lT - ii' 
;ir • tT - t • { · f'{ • ~ - cf • ~ • I{ • i3' • arr - ~r - if~ - 8~ - -iiar -l'Uf~ • 

ffl~ I 
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Another important group of vocalising syllables used 
is dealt with in the Prabandhadhyaya by Sarngadeva. 
Among the 6 angas of the prabandha namely, svara, 
biruda, pada, tenaka, pa.ta and ta.la, tenaka is important 
in the present context.1 'Tena' is taken to express 
auspiciousness. Sar.tigadeva explains that tenapata is a 
grouping of ak~aras used in instrumental music. This 
heightens its importance. Tenakas .are extensively used 
in prabandhas. In Nanyadeva's Bharatavartika, KarJ]a­
pat,atana and other similar patas are given as well as 
tenakas. In my, opinion they have survived till the 
present day. Now they exist in the form of 'tan.am' 
singing. The tenakas used according to ta.la in praban­
dhas must have been employed in ala.pa without ta.la and 
gradually become the tanam familiar to us. To support 
this view in some places in Malabar and elsewhere and 
among vidvans of the old type who represent classical 
tradition, we find the practice of singing tanams according 
to ta.la. ,( The term 'Tena' is also used in some of the 
prevalent prabandhas). 'Tanam' .(in the modern sense 
of the term). is not mentioned in the Sanskrit books but 
the syllables given by A<Jiyarkunallar as sung in alatti can 
be combined to form the word 'tanam'. In Tamil alatti 
the syllables 'tenna tena' are used, and they resemble tena 
very closely. Putting these facts together it is possible to 
infer that the word 'tena' which is of hoarY, age 1,as been 
extended from its use in the pr.abandhas and utilised in 
ordinary ala.pa .(without ta.la); and that bY. the authoritY. 

1. 31il•lflS~fJTf.l- 1'~ a~ ~~Al ~ q~ I 
6'ilifi: q1,arit 'if ST4•"i~ ~ 11 
~il~lffllfil illf.r~Tf\Tifi 11 

{'lftftl :qr "'ift4 J111'TT ill~ II 

-,.«fflil lr.lRI" ,n~ llfll1'{~: II 
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of convention it has become converted into the syllable 
'tanam' which is now interpreted as being a transformed 
and abbreviated form of the word 'ananta'. The 
'tanam-singing' now preserves two features which have 
come down from the old theorists, i.e., it is a development 
of 'tena-singing', and the ta.la regulation of the tena now 
f ea tu res as the arrangement of the tanams in a rough 
kind of rythmic groupings. 1 

Haripala, the next writer to be considered here, in 
his Sati.gitasudhakara g-ives the limhs (avayavas) of 
jatis as 15. They are as follows:-

1. Even Venkatamakhin sticks to the old definition of 'tana' as indicating 
the elaboration of note~. His definition of the 'Suddha tana' as expressincr 
one single ra~a. anrt of 'kiita tana' as manifesting the identical aspect of a 
pair of ragas is intere~ting. He writes as follows:-

,, ~S~ ffl-f: ~~~: I 

l'fliff ft¥fT ~: ~if ffl ~ II 
r.t~cfi(l•i¥il'!IIIT+locll"ij\(i~~ lf: I 

fl~~~: ;sem-.r: fl~ II 

~ m~m,mut~ R'ffl: II " 

The author of the Sangita Kaumudi (circ. 1900 A.D.) states that the 
Rag-alapanam i~ to be rendered hv beginning in the madhya octave, and then 
proceeding to the tara octave. Next the saficara is to be carried on in the 
madhya and mandra octaves and finally in the madhya octave. The Bhavas 
and miirchanas appropriate for the r1iga as well as the three kalas, vilamba' 
madhva :md druta shoul<t he used. 'Tahanam' (the popular term for 'tanam' 
accepted by the author) is explained thus:-

i!TGUtr ~ ~ ~~ ij~il' =q II 

if"''1lir mf.li ~ ~qiirfit ~~ifit:_ II 
~ if"~ ;ii~~fflllfT II 

llloiiflcclf+idt~ ifl'IJ~ p: p: II 

~r~ ~ m11rart&r ~d-n: 11 

l'f"'t(f.llil'!:\ '<I' ~ fflft' ~"": II 

~ l'fl'if ~ m1: ir q1~tf,qfa: II 

ffl\T:r-RJ1fTat ~ iRf: ~Ill ' II 
The tahanam (tanam)is"to be sung in the 3 (ictaves by the frequent use of 

the word 'ananta' (a name of God) with the aid of the letter a, in the madhya 
kiila. The proper bhavas and miirchaniis of the raga should be expressed. 
This method is common for the 32 ghanariigas (enumerated by the author). 
This definition serves to explain what is at present rendered as 'tiinam' (or 
colloquially 'tahanam'). 
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Graha is the note sung at the commencement of the 
song. Athsa is the same note sung repeatedly. Haripala 
differentiates the graha from the athsa by the plurality of 
the use of the latter; and while the form of a graha is 
single, i.e., whereas it is confined to one note, the athsa's 
forms are numerous. The nyasa note returns after 
repeatedly touching its upper note. The apanyasa note 
maintains the colour or form of the raga which is rendered. 
The viclaris .are met with in the middle of the nyasa and 
the apanyasa. When the athsa is used only two or three 
times it is known as alpatvam; when the athsa is used m.any 
times it is known as bahutvam. Graha and apanyasa, he 
says, are of the same form. The singing of the higher 
notes is called tara, and the singing of the lower notes 
mandra. Sa<;Iava is the use of 6 notes, au<;Iava of 5, 
khai;i<:fa of 4, ardhakhai;irja of 3, and kusa is the use of 2 
notes ( this is also spelt in the original as krsa, which 
seems to be right as indicating the small number). ~ The 
vaq1as and 33 alankaras are mentioned by Haripala. The 
4 kinds of notes are interpreted with reference to the raga. 
Va.di is used plentifully in the place of the note ( svaras­
thana). The sathvadi is that which does not break or 
mar the raga. When a note is used in agreement with the 
raga but which is found in another raga it is anuvadi. If 
a note mars the rag.a which is rendered it is called viva.di. 
'1Vith the foregoing account is to lie compared tlie 
definition of Sariigadeva. 

According to Sartigadeva the note which is profusely 
used is vadi. Two notes separated by 12 or 8 srutis are 
sathvadis. Ni and ga are viva.dis of other notes or of ri 
and dha. The other notes are anuvadis.1 Simliabhiipala 

1, ~ 1Jwm <l'f -qq,(od(•TI"I~: II 

~If: ~ ff' ffll' F-\•iillAtf.l,c1~.ft II 
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in his commentary explains that the vadi is synonymous 
with the arhsa and that this brings out the individuality of 
the raga. He points out that Matanga and Dattila 
separate sarhvadis by 13 and 9 srutis, and that they may 
be taken to include the sarhvadi srutis also and that hence 
the two views are reconcilable. Discussing the use of the 
sarhvadis, he gives several instances to show that when a 
note is the arhsa in a song its sarhvadi can take its place 
without injuring or marring the raga. He points out that 
Matanga gives the notes separated by two srutis as 
viva.dis. According to Simhabhtipiila the state of vadi, 
sarhvadi and anuvadi is destroyed by the viva.di. He 
explains that the al11l.1vadi establishes or fulfils the raga 

. which emerges by means of the viidi, etc. Va.di is com­
pared by Siirngadeva to the ruler of a kingdom, the 

- ~arhvadi to his minister because it supports the former, the 
viva.di to an enemy, and the anuvadi to the servant as it 
suhserves the king, and the ~inister. M.atanga's expla­
nation of the terms is given by Simhabhtipiila ( as shown 
above). 

According to Siirngadeva the regular ascent and 
descent of 7 notes is _Jmirchanii.1 These are 7 for each 
gr.ama. Tiinas are murchanas with 5 or 6 svaras. The 
complete and incomplete mftrchanas by being permuted in 
irregular order become kfltatanas. The method of 
calculating their total number is given. Simhabhtipiila 
points out that the mftrchanas are used in the jati ragas 
and bha~as, etc., and that the tanas are used to get the 
difference of the jati ragas as between the two gramas. 

To return to Haripala, he quotes Trwnburu as stating 
that the miircliana is the smoothness of the srutis. This 
can be interpreted as the soft intonation of the srutis or 
the smoothness of their effect on thE! ear. Haripala also 

1. ~ ~'Tt ijC(tj-,lill(lt~r<mlVA;. II 
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quotes Kohala as saying that the miirchana makes the 
mind of the singer and the listener bathe in the nectarean 
lake of the raga.1 The names and forms of the 
miirchanas, he says, are not repeated by him as they are 
of fixed form and have been described by other authors. 
What is striking- here is that the definition of the miirchana 
shifts the emphasis of the term from a grouping of seven 
notes to their musical effect. By miirchana we mean 
to-day the colour of the rag-a as emhodied in a prayog-a 
and not so much the number or mode of ascent or descent 
of the notes. To-day we do not mean by the miirchana 
the reg,ular ascent ancl descent nf seven notes in a rag-a. 
This is noteworthy. The ascending order of notes alone 
according- to Haripala is called tana. These definitions 
are peculiar to the author. -

Lak~minaraya:i:ia in his Sati.g-ita Suryodaya follows 
~arftga.deva in defining miirchanas and tanas. He gives 
the murchanac; of the Gii.nrlharag-rama al~n. Among 
tanas besides ~ac;lava .and am;lava he gives arcika, samika, 
and sv,irantara. The varnac; anrl aJ::uikaras are men­
tioned by him as well as the 13 lak~ai:ias of the 'jatis 
accoraing to ~arftgadeva. 

In the Gitaprakasa the excellences of song are given. 
Graha, laya, yati, manam, etc., are mentioned. The music 
originating merely on the notes is called Dhatu. Mattt 
indicates the sahitya. The author calls the sweetness of 
the raga obtained ( on tlie strings) in the 3 9ctaves by the 
name 'Raga Ramyam'. He mentions suddha and vikrta 
jatis, and he is to be understood as implicitly accepting the 
jatilak~ai:ias. For ragas he mentions arhsa, lopya­
svaras, etc. 

Ramamatya in his Svaramelakalanidhi does not deal 
separately with ragalak~at.:i,a, but makes mention of a few 

1. ~~ "fRl. 41.il!Nt( "': 11 
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lak~ai:ras in a verse which can be translated thus :-'AU 
the Desi ragas originate from the $acJjagrama. In these 
(Desi) ragas, because they are Desi, the graha, arhsa, 
nyasa, mandra, etc., and the division into ~a.9-ava, aU<;lava 
and pftn;i-a may, or may not ocour ( i.e., they are not 
governed by any fixed rule) . 11 Nevertheless he gives 
the definition of a number of uttama, madhyama and 
adhama ragas, following the theory and practice of music, 
as he says. In giving the lak~ai:ras of ragas he does not 
mention anything beyond graha, arhsa and nyasa. A 
peculiarity of the ragas is that the, majority of them have 
~ac;lja for all the three lak~at:ias. We .are left to infer 
that, since the apanyasa, vinyasa and sanyasa are not 
mentioned, these were not looked upon as important and 
that these were not given the same authority as in the 
'grama' music of the jatis. But such indispensable and 
easily definable lak~at:ias like the alpatva, bahutva, 
tara, mandra, etc., might have been given for the ragas. 
This lack of completeness in definition we find in almost 
all of the writers of this and subseqt11ent periods. 

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

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

bfrU'TTaJ ~t: ~l.iflllif~: I 

l(ffl(Rml~r~t•m~~r: 11 

~ 8~ri'rs llllfrff if ~f.ff ~ I f 

In Mr. S, Narayanasami Aiyar's edition of the Svaramela-kalinidhi, 
nstead of t11t1\: in the second line of the above quotation we find ~:. 

'l_Vfflf can be admitted to be the better of the two expression,, 
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bahutva, ~ac;Iava, and aucjava. He quotes Sartigadeva in 
support and adopts his definitions of alapti and prabandha. 
In defining his ragas he tries to give besides graha, athsa 
and nyasa, the copiousness ( bahutva) or otherwise of 
notes, etc. And in a separate chapter, by the use of the 
remarkable notation of his invention he h'as tried to 
ilLustrate the saficaras of a number of ragas. These 
definitions, since they give an idea of the gamakas also 
used, are superior to those of other writers in completeness 
and exhaustiveness. Most of the ragas defined by him 
have for nyasa sa; some have for nyasa ga, ri, dha, etc., 
some have sa for all the three lak~al)as usually given. 
He says that in every raga are found the graha which is 
found at the commencement of the song, the athsa which 
is copiously used and the nyasa or the final. He considers 
that therefore these lak~at:tas alone are enough to define 
the raga. Compare with this the importance attached to 
every one of the 10 lak~t;tas in a prior age. His treat­
ment of vadis, etc., murchana, tana, varr,1a, and alankaras 
agrees in principle with that of Sartigadeva. 

The same can be said of Pui:i<Jarika Vitthala's treat­
ment of murchana, tana, varna, alankara, etc. The three 
lak~ai:ias gr.aha, etc., are given for each raga. He defines 
alapti as adorned by varr,ia, alankara, sthayas and the 
variegated use of gam.akas, etc. He says ala.pa is well­
known as manifesting graha, nyasa,m.andra, apanyasa, tara 
au<;tava, ~aq,ava, purl).a, madhya and aths~(lO lak~at)as). 
R.agalapana is the clear exhibitj.on of the forms of both 
of them (viz., alapti and ala.pa). It is of two kinds 
according to raga and nibaddha. That which is independ­
ent of vastu is ragalapti. This is explained according to 
the 'sages' (and agrees with Sarligadeva's account). 
R.agilapti is endowed with the four svasthanakas. If the 
vidaris are separated distinctly the a.la.pa is called 1}iaya. 
Nibaddhakalapti is endowed with the ta.la and raga of 
the vastiu. It is divided into pr.atigrahat)ika and pra-
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bhafijanika ( defined according to the Ratnakara) ., The 
raga's sarhsthapana or establishment is to be done by 
charming and very brilliant sthayas, subtle and varied 
svaras, and pervasive with the power of the lifenotes or 
arhsasvaras. 

Govinda Dik~ita marks an epoch. He takes us for­
ward and gives a turn to the theory of the ala.pa which has 
profoundly influenced the foundation of the .art and we 
feel his influence af the present day. He has given in the 
Satigita Sudha a masterly exposition of 'the limbs' of the 
raga ( ragatigas)' viz: ak~iptika, ragavardhani, vidari, 
sthayi, vartani and muktayi. These limbs can be describ­
ed as an elaboration and expansion of the alapti of the 
Ratnakara in terms of the music·al practice of his time. 
Dik~ita has built on the theoretical structure of the old 
authors. He deals with tanas, alankaras, vari:ias, etc., 
all on the lines of the Ratnakara. This reveals that the 
system of the Ratnakara was not a dead-letter at this time 
because its principles were still active. In fact, Govinda 
Dik~ita even goes to the extent of an exhasustive treatment 
of jatis and other ragas pertaining to the 'grama' group. 
He mentions the 13 characteristics of the raga and deals 
elaoor.ately with them.1 In his definition of the ragas he 
devotes great attention to the employment of these 
lak~ai:ias. For instance, the nyasa, graha, and arhsa notes, 
the vadi' and sarhvadi, the derivation of the ~a·c:tava by the 
mention of the lopya svara and similar details are clearly 
given in the definition of the lak~ai:ia of the ragas dealt 
with by him. Besides these, the treatment of the 6 an.gas 

1. Govinda Dik~ita says that the j~tis defined by him and the ragas 
derived from them possess the following 13 Lak~aQas :-Graha, arilsa, tara, 
mandra, nyasa, apanyasi, sanyasa, vinyasa, bahutva, alpata, antaramarga, 
$lidava and aucjava. • He defines alapa thus :­

lltf~~ffH~~tat i'q~lf oq1q;ac,EM"4(~ I 

ffllT '1Rr"11Nillfiil<l(at ~=it,,..ll .. "'15'"'11..,'ii..,.C"'"i'-'fl1( II 

~ a4 fflfflffS(~: ~ "'li¥1~fl;l~i I 
13 
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of the raga, whicli figure prominently even to-day, is 
remarkable. The use of dialectical names in describing 
the ragas for example, ya<;lupu, muktayi, etc., is signi­
ficant. His definitions of the saficara of ragas are re­
markable for their completeness and precision; he ex­
plains every detail in the singing of each raga. 

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

( 1) Ak~iptika.-In defining this he says that the 
raga is first thrown up (i.e., revealed) by this anga or 
limb and is hence oalled 'Ak~iptika'. He adds that this is 
proper. This anga is popularly known as ayitta. 

(2) Ragavardhani.-The raga which has become 
manifest in the ak~iptika is developed (literally increased). 
It is popularly called ya~lupn. Some call this by the name 
Karal).a. 

(3) Vidari fias the function of dividing 2 raga­
vardhanis. The 2 vi<laris are known by the names ya.<;lupu 
and muktayi. 

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

( 5) Vartani.-The collection of the tanas of differ­
ent notes abide in this. This is also called the makari:t;ii 
according to lak~ya. 

(6) Muktayi.-The raga is brought to a close in 
this anga. This is well-known as Muktayi.1 

1. artf'lTll'iiir-tli;r f.f~lfrirt um~f;r fifft~ , 

e1rflliR•1-
en~ti@ ~ S(W{I{ ft ~lq-{Tf!:ijffiifif iffll m:"I' ~it:_ I 

~~Ra~""qi('of ~r~m™ftl~ a~u~irrtR, 11 ~,~-
~rf~flJ<lip:if '~ ~ U'T'1I' '(f;i: f.lilflfSifll'ffl 11 

~r urrcr~~ffr f~qq =q ~ 1Jlq1~1111: 11 

~~;rrf~r-rq ff ifi~ il'i(UI lfdi:ff 11 
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', 

"' Govinda gives the definitions of -50 ragas ltM-fti' 
ence to these angas. He def ends the use of the ialectical 
terms like Muktayi, etc., since they are synony ~-~ 
the standard terms of theory. It is very instruct1 o 
follow his definition of ragas, and to give an indication 
of his treatment, his description of Naga is explained 
here. The Ak~iptika for this raga begins in tara sa, des­
cends to madhya ri, from there regularly ascends to tara 
sa by the use of the desired number of tanas, and closes 
on tara sa. The Ragavardhani begins on the madhya pa, 
ascends to tara pa, comes down to ma, uses tanas, and 
ends on madhya sa. The vidari goes up from the madhya 
ma to taria ri, descends to madhya ri, and after the render­
ing of tanas ends on sa. This is otherwise called muktayi, 
and resides within the Ragavardhani. The second Raga-

-vardhani ascends to the tara ma, goes up to the tara ni, 
comes down to the madhya sa, .and after the singing of 
various tanas ends on madhya sa. The vidari of this rises 
from the madhya ma to tara ga, comes down to mad\iya ri, 
and again using tanas ends on tara sa. The ~agja sthayi 
begins on tara sa, goes up to tara ni, and after the singing 
of 10 tanas severally on ~agja, r~abha, madhyama, pafi­
cama and ni~ada, by including every previous note 
and excluding every higher note, and by arohat)a 
and avarohat)a, ends on tara sa. The pafica-

~-
"T UIJ~~'lrllf~~r;;r~q-rftroo ~ I 
lflt!!l"'rfit fim fcf~~ ¥t1~fu l11'Tfr""ff ~r: 11 

"1f"1-81TU ;z{RR<R ~ ijJi11JUJ ~tffil: "E~ll'fTili{. I 

"°".gl~~~T ffl UfR1f ~~11;. II 

iUam.<l(IOl!llt( "Tm ~ff ff;J iJ ri~ I 
ffl i§,Jifi iNlftuiR~TSTTftr ~~~ II 

··---- ... ~ U'1 ffl (t•Plll"ltq P ~ 'R~ I 
9'~ .. I ~: ~ l~fikillf fJl<T~ II ~T. 
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masthayi (beginning on madhya pa), madhyamasthayi, 
r~abhasthayi, and madhyama~ac.Ijasthayi (in all of which 
12 groups of tanas are mentioned) are described accord­
ing to similar principles. Each sthayi begins and ends on 
the note after which it is namea. The vartani begins un 
the madhya sa, goes up to tara ni, comes down from sa,, 
and after the gradual singing of tanas ends on madhya sa. 
This is otherwise called makarii:ii. The nyasa starts on the 
tara ri, descends to madhya ri, goes up to tara sa, and 
using tanas gradually ends on tar.a sa. So also in every 
other raga we find all these limbs treated. More than 
one 'Sthayi' is usually given; in many cases they are 3 in 
number, in some 4. For Mukhari S sthayis are given. 

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

As regards vadi, etc., vari:ia, alankara, miirchana, 
etc., Venkatamakhin accepts the principles already esta­
blished. He admits 10 lak~a:i:ias for ragas, according to 
Matanga and others, viz., graha, arhsa, mandra, tara, 
nyasa, apanyasa, sanyasa, vinyasa, bahutva, and alpata. 
He defines all of them in accordance with the traditional 
definitions. It is interesting to note his definition of 
nyasa, etc. Nyasa is the final of the music, it brings the 
raga to its final close. Apanyasa marks the intermediate 
closes of tlie raga. Sanyasa is the final of the first division 
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of the song. Vinyasa rests on the edge of the limbs of the 
raga like the gita-khai;ic;la or a section of music in a whole 
piece. He quotes Bharata ,as saying that in elaboration 
the sanyasa and vinyasa are inherent in the apanyasa 
note. So they are not defined in giving the ragalak~ai;ia ; 
and the apanyasa. also -is not defined, probably because· the 
author intends it to be used in the light of lak~ya. 

Venkatamakhin devotes one prakarai:ia for discus~ 
sing ala.pa, which he popularises in the form expounded by 
his illustrious father. He says that the ak~iptika is 
always at the commencement of the ala.pas. It is other­
wise called Ayittam. His explanation agrees with his 
father's that the ak~iptika casts up and manifests the 
raga. After this the Ragavardhani is rendered, otherwise 
called yac;Iupu. This rears the raga which has emanated 
from the ak~iptika, and hence so-called. It is also known 
as karal)a. Then the vidari known as muktayi is sung. 
Because it divides the first ancl second Rag.avardhanis it 
is catted the vidari; it is to be understood in this se~se in 
its subsequent applications. Then is to be sung the second 
Ragavardhani. It is popularly caJled the second yac;lupu. 
Its vidari is the second vi<lari. Then the third raga­
vardhani and the third vidari are rendered; this may or 
may not be sung in some contexts. Then is sung the 
sthayJ. The sthayi means that note on which the tana is 
established. First the madhya.-~a<;lja-sthayi, beginning 
on madhya sa and going up regularly to tara sa, is sung. 
In the sampuri;ra rag.a these form 8 notes, in the ~ac;lava 7, 
in the audava 6, and' on each of these notes 2 tanas are to 
be sung. When a pair of tanas is sung on a note, the 
notes above it are not taken, but only the notes below it, 
down to the mandra in ascending and descending order. 
The vinyasa or close should be on m~hya sa. In avaroha 
or descent, the same rules hold. Two tanas are to be sung 
in tara sa, and two in tara ni ; pa and ma. are not to be 
touched; when pairs of tanas are being sung on ga, ri and 
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madhya sa separately, the lower notes are not to be 
touched. Accordingly in ascent too the lower notes are 
not to be taken. In aroha the foregoing notes are not to 
be included; in aroha and avaroha two tanas are to be sung 
to each note. In the first tana their exit should not be 
made, but only the touching of the note. In the note of 
the second sthana, a momentary pause should be made and 
then the tana is to be finished. These are the rules for the 
madhya-~a<;lja-sthayi. In the same manner those notes 
among the sv.aras from madhya ni to mandra sa which are 
acceptable should be made sthayis; then by way of ascent 
8 notes with reference to each of the sthayi notes ·are to 
be taken, and their foregoing notes are to be touched. 
Similarly i~ the mandra notes, 4 tanas each in ascent and 
descent should be rendered and the nyasa made on the 
sthayi notes. This is said by Venkatamakhin to be the 
traditional practice. After finishing the sthayis they are 
to be supplemented by the vardhani. This is popularly 
known as 'makari:r:ii'. This commences on the mandra sa 
and the nyasa also is in the same note. Then the fourth 
Ragav.ardhani and its accompanying vidari are to be sung. 
This is the alapalak~a:r:ia common to all ragas. Venkata­
makhin adds that this definition of ala.paw.as made by him 
in the 50 raga-ala.pas given or rendered by Tanappa. It 
may be added that though the details of this elaborate 
raga-alap.a-lak~ai:ia is not widely known among the 
practical exponents of the art, the influence of tradition 
and practice has been strong enough to preserve on the 
whole the main features of the above defined lak~ai:ia. 

Verik.atamakhin supplements his definition of ilapa 
in the t}layaprakarai:ia of his work. According to him, 
in thiyas any note of a raga can be chosen as the sthayi as 
is suited to the raga, and four tanas are to be sung in aroha 
on £our notes ahead of the sthayi, according to the r.equire­
mem of the raga. Similarly four tanas are to be sung in 
a.varoba. The nyasa is to be on tpandra~agja; the ya4oPu 
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of the thaya or makarii:ii and muktayika are mentioned. 
After giving this lak~ai:ia common to all thayas, V etikata­
makhin alludes to the thayas composed by Tannappa­
carya,sekhara described as 'q~~ ~Jifili.' for all ragas in 
accordance with this definition. 

The most important treatise written in Tanjore after 
Vetikatamakhin was the Sat'lgita Saramrta by Tu!aja 
Maharaja. He follows Vetikatamakhin in every respect. 
He defines the 10 lak~ai:ias of ragas in the same manner as 
Vetikatamakhin. His verses on the nyasa, apanyasa, 
etc., are identical with those of the Caturdai:i<;liprakasika. 
He can be said to have propagated and popularised the 
system of Govinda Dik~ita and V etikatamakhin. He 
gives the saficara of each raga in elaborate detail, and the 
description affords very interesting and instructive 
reading. His method is as follows. He gives the graha, 
arhsa, and nyasa ( which are sa in many ragas) ; he says 
whether the raga is sampuri:ia, ~agav.a or augava, whether 
it is vakra or otherwise, and whether it is upanga, ragaftg.a, 
etc. He supports his definition by quoting prayogas from 
thaya, gita, sfi!adi, the udgraha and muktayi, ( of compo­
sitions), etc. He quotes the names of1 the sthayis used in 
thaya. He mentions, in some cases, the exclusion of 
~ac,lava and auc,lava tanas, also the langhana of a note 
wherever it occurs, and the groupings of notes which are 
copiously used and characteristic. His name for saficari 
is svarag.ati. He explains the me!a from which each raga 
is derived. He is most thorough in his method of 
explaining raga.la.pa. It can be said without exagge­
ration that Govincla Dik~ita, Venkatamakhin .and Tulaja 
can be regarded as die three piltars which support the 
structure of modern Karna.tic music in its theoretical and 
practical aspects. • 

Govinda, the author of the Sarhgita Sastra Sarhk~epa 
which explains the ragas ourrent at present with surprising 
faithfulness, can be assigned to the first half of the 19th 
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century, because his information shows no trace of the influ­
ence of the Trinity mentioned above, at least as regards 
the details in the nomenclature of ragas and it is reason­
able to believe that he attempted to embody in his work the 
names and lak~al)a.s of ragas which had somehow lost 
their connection with the rules laid down by the 
school of Venkatamakhin, but which had become widely 
accepted and popular. The argument that Govinda's 
system was older than Verikatamakhin's does not seem to be 
right, because Govinda Dik~ita, Venkatamakhin and 
Tu1aja were not expressing in their works their private 
views but they tried to describe the art as it prevailed in 
the courts that they adorned. They can without contra­
diction be taken as authorities representing the art of their 
times. When they set themselves to the task of writing 
a text-book it was with a view to treat the system as a 
whole and as a reality, and hence they would not have 
omitted to refer to Govinda's system if it was a rival 
school. Govinda in fact takes notice of other views than 
his. So there is clear historical evidence to show that 
Govinda must have written his book sometime in the 
beginning of the 19th century, and he remains an autho­
rity at present who cannot be ignored because the views 
advanced in his book have influenced the practice of 
Karna.tic music for nearly a century and more and still 
retain their influence. Govinda is to be understood as 
accepting the 10 lak~i:ias of the raga, and for his ragas 
he mentions, only the graha, athsa and nyasa ( which as 
usual are represented in most cases by sa), both in the 
defining slokas and git.as. 

Some other authorities may now be discussed. In 
the fragmentary rescension of the Na.1tyacii<_lamai:ii by 
Somanarya, a writer later than Somanatha in date, the 
graha, mfi.rchana, aroha, avaroha, saficara in the 3 octaves, 
ayuta, pratyayuta, e<_lupu, c;talu, thaya, udgra:ha, muktayi, 
and kampita are all mentioned in this confused order in 
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connection with raga.la.pa. The author says that the 
singer should know vadi, sathvadi, etc. He defines 
miirchana, alatikaras, etc., and also sthaya. The text is 
not accurate throughout and the interpretation follows it. 
Kriya is the ascent and descent of 7 svaras. As the tara 
srutis are sharp they should be omitted. The commencing 
mandra svaras a.re sthaya. The singing of 2 notes in 
the tara is svara. Ahata, ay.ata, pratyah.ata and anahata 
are not clearly defined. Kampita is said to mean the quick 
saficara of notes in 3 registers. E<:Iupu is at the sthana 
where the notes are prolonged. The sweet pervasiveness 
of notes is mukta. The 10 excellences of song given in 
the Naradasik~a are mentioned and attributed to 
Sarrigadeva. 

Ahobala deals with murchanas ( which he classifies 
as of 7 notes, ~ai<:Iava and au<:Iava), vaq1as and alarikaras 
and the 5 gitis. He defines 'rag.a' as a pleasing combi­
nation of notes. In the definition of ragas he mentions 
graha, athsa, and nyasa, the lopya notes, the particular 
kinds of gamakas and murchanas used, and the sru.tis of 
the notes used. 

Basavappa in his Sivatattvaratnakara gives an account 
of alarikaras. He defines the raga as the peculiar struc­
ture of tones, adorned by svaras and v.aq1as, and delight­
ful to the hearers. He mentions the jatis. In describing 
the ]ak~ai:ia of ragas, he gives their graha, a1nsa, nyasa, 
murchana, the notes omitted and accidentals which a.re 
included. ' · 

In the Sangita Sarai:ii the anibaddha form of mu.sic 
is called alapti which is in its form alapana. Alapana 
reveals the raga without ta.la., through huthkara and tena, 
etc. The author q1UOtes Harinay.aka as saying that alapti 
is sung by one wno lcnows gamakas rand the octaves, etc., 
with varQ.as and alankaras and is given variegated treat­
ment. Alapti is of 2 kinds according to raga an'd riipaka. 
Nil>addha is sung to Dhatus and arigas, It is of 3 kinas, 

14 
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via., suddha, chayalaga arid k~udra. The first consists of 
alapa, dhatu and angas; this is called prabandha. Because 
the suddha is nibaddha, what distinguishes it is alapa. 
By the alapa is meant the presentation of the whole (raga) 
with tala and words with meaning. According to the 
author the vadi note is copiously used, and makes the raga 
prominent; 'it determines that a certain raga is such and 
such'.1 'The sarhvadi is equal to the paficama or the 
madhyama of the vadi. G and N are vivadis of R and D. 
The remaining notes are anuvadis. Notes are of 3 kinds 
according as they are graha, arhsa, or' nyasa. Again they 
are of 3 kinds according as they are graha, arhsa or 
anam4a. Graha is at the beginning of the song. Arhsa 
and n)'isa are defined as usual. Mtirchana is defined as 
emaa,ati,ng from the grama, and it is called 'mtirchana' 
wherein the effective application of the note establishes the 
raga. 2 The mftrchanas of all the 3 gramas are given. 
Tanas develop the mtirchanas. Thus everything is said 
to be contained in the mtirchanas. The ragas are sai_d to 
delight the mind in the 3 worlds. 

The Sangita Kaumudi which belongs to this group 
repeats that the 'anibaddha gita is the same as the alapas'. 
In the Kavi Cintamar.ii it is repeated that in a miirchana, 
svaras by 6eing intensified ('mtirchita', i.e., applied 
effectively) enter into the state of a raga.1 Tanas are said 
to be the same as mtirchanas distinguished by being suddha 
and applied in ascent. The definition of the Sangita 
Sarai:ii that a raga is that which delights the minds of the 
dwellers in the three worlds is repeated. In the Sangita 
Narayai:ra, which is one of the most important books of 

1. ~ ~ aft~ ~ wr: Sl11~ lfRli u~aiwr: 1 

~ ~S~T~fa- ~alif ilium I 

2. ffl: ~iffl ~ U"T"f 'Sf~'f I 
~ ,nins: ~ IIT1fij~ II 

3, '1'tr ~ ii_f(n v;1r flffl sntf: ffPn ~ .. ~ 

. . -El•lldEl(ili: 
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this group, the definitions of the vadi, etc., murchanas, 
tanas, graha, arhsa and nyasa are repeated. The defini­
tion of the raga given above is attributed to Bharata and 
others. The graha, athsa, nyasa, mandra, etc., for ragas 
are given. 

Taking the group of North Indian writers ( circ. 
17th. century), we find that Locana mentions nibaddha 
and anibaddha (and calls the former ala.pa; the text is 
not clear here) . Srinivasa Pa1.19ita mentions the mftr­
chanas for ragas, also varjya notes, udgraha, sthayi, 
saiicari, athsa and nyasa, etc., for his ragas. 
Hrdayanaraya:r:ia in his Hrdayapraka's.a says that 
nyasa brings to rest the raga or tana, and is 
a pleasing note. Tanas are pleasing notes which 
are 2, 3 or 4 in number. Five or more notes make 
a raga. When nyasa and arhsa are not defined, 1?ac;lja 
stands for them. The charming effect of notes in ascent 
and descent is called mftrclhana.1 Among modern writers 
Kasinatha defines sathvadis and vadis in their accepted 
sense. Vivadi is varjya, to be omitted, and spoils the 
beauty of the raga. In some ragas, the viva.dis 
are also touched slightly, and this the author says 
is not objectionable from the Desi point of view. Accord­
ing to him the ala.pa is the manifestation of graha, arhsa, 
mandra, tara, nyasa, apanyasa, alpatva, bahutva, 
~acjava, and aucjava. It is of 2 kinds, viz., raga and 
rftpaka. In these respects Vi~i:i.usarma agrees with him. 

Modern theorists of South India base their treatment 
essentially on the system propounded by the Trinity headed 
by Govinda Dik~ita. Mr. K. V. Srinivasa Aiyangar in 
his Gana Bhaskara deals with the subject exhaustively. 
According to him some works aefine alapti to be a brief 
treatment of the raga, and ala.pa as .el'aborate treatment. 
He mentions Venkatamakhin's ak~iptika, the four Raga­
vardhanis and vidaris. In all this he fallows the method 
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of Venkata,m.akhin. In addition he gives the duration of 
of the first Ragavardhani as 20 minutes, of the second 
Ragavardhani as 10 minutes, of the third Ragavardhani 
as 5 minutes, of the fourth as 2½ minutes. The idea, a 
contribution by the author, is obviously that the time 
allowed for each of the items should be gradually diminish­
ed, and the treatment intensified in proportion. The 
author also mentions that there is another method called 
sthayi-saficar.a. This is of 2 kinds, viz., arohat].a 
sthayi and avarohat].a sthayi. The former proceeds from 
madhya sa to mandra sa and back to madhya ri. Thus 
every one of the 7 notes of the madhyasthayi should be 
made a 'sthayi' note and saficara based on it similarly. If 
similar development is rendered in avarohaJ:ia order, it is 
called avaroha saficari. We saw that the principles of 
these sthayis were discussed by Govinda Dik~ita. The 
author adds that Bharata propounded a kind of makaril;ti 
called ala.pa, which, according to him, is .akfo to a variety 
of the second and third Ragavardhani. 

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

The term "miirchana" has now been extended in 
connotation by popular usage and is taken as representing 
the entire "personality of the raga". This is explained 
by Mr. Popley thus :-" All the characteristics of the raga 
are embodied in its miirchana or 'that' which are the 
names now given in the South and North respectively to 
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the raga basis expressed in the notes. The athsa and also 
the peculiar sequences and grace notes of the raga are 
shown in this, which incliudes both ascent and descent. It 
includes all the essential facts about the Raga". It will 
be seen that this moder.I\ acceptance of the significance of 
term is not contrary to that of its definition by Matariga 
and especially by Koha!a. It will be remembered that in 
the 'grama' music by 'mftrchana' was understood a group­
ing of notes employed to bring out an aspect of a 'melody­
type', but it was not taken as expressing ,all the features of 
ther raga as now. 

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

qfSffl tq{i:tfq~,g ~iii{qai~1tRm 1 

~cfi'r ~~'ij~f ~ {f'l: fifiNoT ~~: II 

This definition is acceptable even now. According 
to current theory, the raga usually consists of five, 
six, seven or more notes of the octave, with or without 
accidentals, in either the ascending or descending order or 
both, in regular or irregular sequence ranging from the 
keynote to its octave. The order of this sequence is a 
most essential feature, subject to wh1ch the svaras of the 
raga are strung together in innumerable combinations. 
These combinations must always be such as to bring oµt 
the melodic idea which constitutes the raga: this is 
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achieved by the repeated emphasis on one or more notes, 
or one or more phrases which always keeps the spirit of 
the raga before the mind's eye. Exceptional saficara, the 
demarcation of octave-limits and other features are deter­
mined by their power to preserve and develop the indi­
viduality of the raga. The notes of the raga cohere in the 
interpretation of its personality by means of the device 
known as the gamaka. The gamaka assumes an infinite 
variety of form in its function of expressing the various 
srutis revealed by each note as it occurs in the scheme of 
the melody of the raga. 

A general estimate of the development of the 
technique of the raga may be made here. In the Ratna­
kara we find it developed in a very advanced form as is 
demonstrated by the, use of var1_1as, alankaras, miirchanas 
and a complex variety of gamak.as and the variations of 
tempo. In the alankaras used, we find an abrupt mixture 
of mandra and tara sthayis. This is suited for instrumen­
tal music, and would be easy for vocal music if it is in slow 
speed. The alankaras offer a rich variety of svara­
combinations. Some of them are striking in their possi­
bilities of depicting various rasas. Some of them are 
appropriately named after their motion, e.g., iirmi or wave 
has a wavelike movement. Miirchanas and tanas 
supplied the warp of the music in the shape of innumer­
able patterns of ·svar,a groupings. The emphasis laid on 
the vadi-sathvadi relationship is noteworthy. The fixing 
of the tara and mandra limits is again notable in contrast 
with modern practice, which takes more freedom in range, 
though in some exceptional cases like Punnagavarali, 
Kurafiji, etc., the limits are final. The other lak~~ 
were also important in the singing of the raga. But these 
gradually came to be regarded as subordinate, and only the 
graha, amsa and nyisa are mentioned from the time of 
Rimimitya. The point that all these are 'sa' in many 
cases prob~ly indicates that their significance ha,d rather 
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waned. At the present day the nyasa is in almost all cases 
the ~a<;lja, and the arilsa is not defined by artists as one 
note. There are musicians who assign more than one 
arhsa to some ragas. But this seems to point to the 
significance assumed by what are called 'miirchanas' 
which consist of prayogcis which stand in the same 
relationship to the raga as 'arilsa'. Now whole phrases 
take the role of the single note occurring as arilsa, though 
often it is found that one note helps to bring out the 
features of the raga. more emphatically than any other. 
Though instrumental music has been responsihle in 
bringing about changes in the practical lak~ai:ias, vocal 
music has been also actively influencing the 'Raga'. Down 
to Vetikatamakhin's days we find free use made of the three 
octaves in gitas and songs, which is only possible of pro­
duction now-a-days on instruments; but now the range of 
music is confined, in compositions and the singing of ragas, 
to two and a half octaves at the most, i.e., the mandra, the 
madhya, and the tara octaves, the last up to the pafi~ama. 
On instruments the tara octave is also freely used. The 
inclusion of foreign scales, many of which resort to 
accidental notes, had been going on throughout the course 
of the history of Karna.tic music. The tendency of 
masters like Tyagaraja has been to appropriate Desi 
melodies and even Western airs to the system of Karna.tic 
music if they felt that this would enrich the art., e.g., 
Tyagaraja's songs in Hamir Kalyal)i and Yaman Kalyai:ii, 
Pratapavara}i, Supo~ai:ii, etc., and Dik~itar's songs in 
HindoJa and Hamir Kalyar:ii, etc. To-day the magnifi­
cent structure of Karna.tic music rests upon a foundation 
which is built on an elaborate system of principles evolved 
during centuries of the development of melodic music. 
And the Riga system of South India has a place among 
the noblest contributions ever made •by human genius to 
the world's culture. 



CHAPTERV. 

Gamakas and the Embellishment of Song. 

The idea of grace is inherent in all music. G1'ace or 
gamak.a, through the refinement of sound, adorns song. 
It makes all the difference between a plain and a pleasant 
note, and by endowing a note with beauty makes it elo­
quent in music. Melodic music, consisting of a succession 
of notes as it does, has to make its 'appeal through the 
ornamentation of these single notes, and therefore has to 
subsist almost entirely on the use of grace. Even har­
monic music employs grace wherever necessary. Gamaka 
has been defined by Sarngadeva and others as the orna­
mentation of a note by shaking it. But evidence from 
their works can be cited to show that the idea of gamaka 
is more extensive than the connotation of this definition; 
it has been used to convey the idea of beautifying a note 
not only by the shake but by any other means which seem 
to be efficient or aaequate. For instance by the ·adjustment 
ana .control of the voh.tme of a singTe note it can be made 
to a.ssume different shades of colour, and these effects can 
be, and have been legitimately classed under the category of 
gamakas. This has a bearing on some methods of classi­
fication whicli have recently been propounded such as that 
mentioned by Mr. Fox-Strangways in "Tli.e Music of 
Hindoostan". He says that for practical purposes gamakas 
on stringed instruments can be classed under two cate­
gories, viz., the glide and the deflect. But, besides this 
being confined to instrumental music, this classification 
does not take into account, the grace effects which can be 
got out of a note, though the manipulation on the instru­
ment is stationary and confined to the note, i.e., a gentle 
prolong"ed tremor in the svara, which cannot strictly be 
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classed under either the slide or the deflect. The classifi­
cation of gamakas is much more complex in vocal music. 
This complpexity in the nature of gamakas, as used in 
vocal and instrumental music, has been noticed and 
exhaustively treated in Sanskrit treatises on music. 
They offer an abundance of material on this SiUbject as well 
as on others. 

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

15 , 
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Vinata, Vyutkrama, Samprasarai;ia, Abhigita, Udghita, 
Nighata, Vrddhij etc., show how many different devices 
partaking the nature of one or the other of the Gamakas 
which are well-known to us were used in the chant of the 
Samaveda. We find the Udghata (the raising of a tone) 
and Nighata ( the sinking of a tone) which were employed 
in different kinds of transilient motion .and V rddhi ( the 
stress on a note) are quite frequently resorted to, in 
musical practice in our own day. Apart from evidence of 
this kind in the chant of the Samaveda, we find in the 
various sik~as, which deal with the laws governing the 
chanting of the Vedas, much materi'al which has a close 
correspondence with the gamakas aealt with by Sarft· 
gadeva and others under the heading "Sthayavagas". 
For instance, Kf~I)avami Sra.utin, in his famous edition of 
the Samaveda, quotes the "Sik~a" .as saying, tha.t in the 
morning the Veda is to be chanted with the notes of the 
chest, in the manner of the growling of a tiger, in the 
noon with the notes of the throat similar to the notes of 
the bird Cakra, in the third service, with the notes of the 
he·ad, i.e., the tara register. This register, whose tones 
resemble the notes of the peacock, the swan and the cuckoo, 
is to be used always. These directions evidently have a 
strong resemblance to the Sthayavagas, which were evol­
ved later. The sik~as give numerous references of this 
kind. The Yajfiavalky.a Sik~a lays down rules regarding 
the nature of the tones to be produced while chanting 
var,ous words of the Vedas. We note only the tone effects 
without reference to the context of the words in the follow­
ing instances. The sound of the notes is to be like the 
roaring of a lion, or the thunderclap or the noise of the dun­
dubhi heard from a deep lake. It is to be like the noise 
of a cloud in a gorge during the mohth Bhadrapada. Some 
words have to be pronounced in the manner of monkeys 
jtitnping from branch to branch in a tree. Some other 
words should be like the kissing of a child by its mother; 
others · shcmld resemble the blooming of plants on · a 
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mountain's sides, some words should be pronounced like 
the panting of those that carry heavy loads or like the 
notes of an amorous cock or mare or woman. Others 
should resemble the still flight of kites which draw in their 
wings dazed in mid-air, or the carrying by a tigress of her 
cubs in her mouth without hurting them, or the g.ait of an 
intoxicated elephant. Words should be intoned in a sweet, 
clear, and distinct manner without being tortured and 
should be coloured as the japa flower which resembles the 
red ruby. In the Narada Sik~a 10 excellences of lay and 
religious music are defined which have a stronger 
resemblance to sthayavagas than the previous references 
from other Sik~as. According to the N iira.da Sik~ii, Rakta 
means the oneness of the notes of the flute and the Vii:iii; 
this indicates according to the commentary, the sweetness 
got by the agreement of the music of the two instruments 
and of the singer. Puri:ia is the result of the fullness of 
Svaras and Srutis. Alankrta transfers what belongs 
to the throat to the chest and the head, i.e., ador_ns by 
change of register. Prasanna indicates clarity of music. 
Vyakta is akin to this. Vikr~ta is the increase in the 
volume of the tone. Slak~i:ia indicates the observance 
of the rules of vi!amba, pluta, high, low, etc. Sama is 
akin to this. Sukumiira consists of the soft pronunciation 
of words, and the squeezing out of indistinct words. These 
good qualities of singing Later multiply themselves into 
scores of vagas in musical treatises of a subsequent 
period. 

Though the employment of gamaka in music is plain 
epough it is a long time before we come across the term 
gamaka in Sangita literature. Bharata does not use the 
word gamaka in his Niitya Siistra. He definesPathyagui:ias 
( the good qualities of dramatical speech) as consisting of 
7 notes, 3 Sthanas, 4 Vari;ias, 2 Kakus and 6 Alankaras. 
Of these kaku is a singnificant term and occurs under 
gamaka, in later literature. Bha.rata says that out of the 
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three registers in the voice and the vii;ia, issues forth the 
svara or kaku. This is of 2 kinds, Sakatik~a ,and 
Niraka.Iik~a; Bharata gives the octaves in which these 
occur. Alatikara is of 6 kinds, viz., ( 1) Ucca, this is a note 
of the head in the Tara Sthayi, used in instruments, for 
accosting one at a distance, for· representing wonder, etc. 
(2) Dipti is in the region of the head, and is Tar.atara. 
( 3) Mandra is in the chest ( 4) Nica belongs to the chest 
and is Mandratara (5) Hnva is svarita ·in the throat (6) 
Vi!a,mbita is a Mandra note in the throat. The various 
emotions that these express are also given. Bharata also 
mentions the Kaku which is Ucca and Dipta and when the 
kaku which is Mandra and other similar kakus are to be 
used in a drama. For instance, he says that Vi!a,mbita 
Kaku is to be used to depict humour, love, and pathos. 
These kakus have characteristics in common with Sthaya­
vagas; it is noteworthy that the moods they express arc 
enumerated in detail. 

Bharata enumerates the four vari:ias and the alati­
karas which belong to them. These alatikaras have a 
special importance besides their value ·as beautiful group­
ings of notes. It lies in their power to adorn notes or 
groupings of notes, just as these are adorned in gamakas 
or sthayavagas. There are many alankaras which would 
naturally fit into the scheme of sthayavagas without 
disturbing their character, and it seems that they fulfilled 
the function of these gamaka varieties in an age when 
these had not been elaborated as a separate category. A 
study of alatikaras is very interesting from this point of 
view, and only a few examples are noticed here, just to 
bring out their similarity to sthayavagas. "Pre:tikholita" 
moves forward and returns. 'Mandra' is elaboration in 
the Mandra register. The Alatikara produced by the 
(!bstroction of the air in the throat is called 'Kuha~a', and 
so on. In the Sa:tigita literature of the age of Bharata 
great importance is attached to the topic of alankiras, 
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which obviously played the part of gamakas in music. In 
the Vayupurat;ta several alarikaras are mentioned. Dattila 
treats vart;tas and alankaras in his work. It is interesting 
to find him defining the 'Bindu' as an alarikara which 
stays long on a note, then leaps up to a tara note like a 
flame and returns. According to him, when the notes of 
the chest, throat and the head are shaken by three srutis, 
they are known as Kampita, Harita and Recita 
respectively. 

Among authors who came after Bharata, Narada in 
his Sarigita Makaranda and Matariga in his Brhaddesi 
mention gamakas though they do not enumerate any list 
of them or seek to define them. Along with the idea of 
gamaka, the expression 'g.amaka' was perhaps being slowly 
evolved. Narada in dealing with alarikaras says that he 
will describe 19 gamakas but their definitions are missing 
in the existing recension of his treatise. Matariga freely 
uses the term gamakas in the definition of ragas and gitis. 
As in so many other respects, he is the writer who .gives 
the most important information on this subject between the 
time of Bhamta and Sarngadeva. According to him 
Rag,agiti consists of beautifol groupings of svaras adorned 
by gamakas which are lovely and graceful, of variegated 
colour, pure and bright, produced from the breast, and even. 
Here probably he is ref erring to the various kinds o-f 
gamakas that he knew. His description of Sadharat;ta 
gita is even more interesting. It consists of smooth and 
subtle combinations of Kakus and Svaras well connected. 
Again Bha~agiti consists of delicate combinations, 
coloured by Kakus, endowed with Ma}avi Kaku which are 
shaken, tender and splendrous, .~nd rich with beautiful 
passages. Vibha~a giti, according to him, should make 
ample use of different gamakas which are pleasfog to hear, 

' smooth, ilLumined, shaken, produced in the breast, even, 
soft, emanating in the tara and atitara registers, and in the 
Madhya lit by the Madhyama. All these go to show that 

··at the time when Matailga was writing the function and 
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significance of gamakas and kalw.s had become well 
understood, and these came to be freely used in music. 

Nanyadeva, among the commentators of Bharata's 
Natya Sastra, mentions gamakas by the following 
names :-Sphurita, Kampita, Lina, Tiripa, Andolita, 
Ahata and Tribhinna.1 The manuscript of the commen­
tary being very faulty, a free rendering of his defini­
tions is given here. Sphurita illiumines every note. 
The Kampita shakes the note in all the three octaves. 
Lina indicates the relinquishing of a note and the joining 
of it to another. Tiripa is very quick in tempo and is 
applied to Sarhvadi notes. Andolita means the swinging 
of a steady note. Ahata beats all notes quickly again and 
again. Tribhinna, is difficult to render, is in quick time, 
the notes being illumined from the Mandra to the tara 
octave, and in that register is loudly sung. Tlie most 
striking features of Nanyadeva's account of gamakas is 
that he gives their total number as seven, and that he has 
defined as well as enumerated them. 

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

According to Parsvadeva, when a. note produces the 
colour of srutis other than those which are its own, it is 
known as a gamaka.1 He gives the number of gamakas 
as seven. Sphurita is equal to an anudruta in speed, and 

1. •111 ........ (1) ~ lfiif 1Jli'l\1J~ I ' 

- llfi,m *°' flfh•zfl8tt ( RtfoUr«\ ~ f) Iliff II 
11m .. M'ri 'II •liiifiiii'f (f) Qlfl I -;nlllfn: 

2. t<ir4!il(4iliitt'1'f 9flif ~«Ill'( I 

.-m 91(tir '"'41'S~ ~: II 



V.J GAMAKAS AND EMBELLISHMENT OF SONG. 119 

in it the srutis shine in the ascending order. Kampita is 
the shaking of the notes, in a speed double that of a druta. 
When a note softly merges into another note, in druta speed, 
it is called Lina. Where the Srutis whirl in the form of 
an eddy, it is called Tiripa. Ahata proceeds in ascending 
order, beating the note that goes before it. When notes 
are swung in laghu speed it is called the Andolita. 
Tribhinna touches all the 3 octaves without pausing and 
assumes the characteristics of all these octaves. He says 
that gamakas are usefi\11 in bringing out the characteristic 
features of a raga .. 1 

In the second adhikarai:ia of his book, Parsvadeva 
gives many lak~ai:ias which were found in the practice of 
his time and which were defined by Bhoja, Somesvara, 
etc., in the Bha:t:i<_lika bha~a. He treats sthayas very 
exhaustively. Sthay.a is according to him the state of 
notes when they are blended together with gamakas or 
any foreign raga. 2 He gives an important list of sthayas, 
many of which become specially important because· they 
bear vernacular names. Some of them are left without any 
definition. Vena is a sthaya where raga-elaboration is done 
by strange notes. Gati is a collection of notes which is 
sweet in music and seems to exist only by Srutis. Jayi is 
established in the place of a similar note. Anujayi 
exceeds the established order by a note. Oyara almost 
always is used in ascending order. Vali, like a group of 
waves raised by the wind, is a group of srutis emanating 
from a good voice. V aha:t:ii consists of the shaking of 
srutis in the octaves like Mandr.a, etc., and belongs to 
the chest, throat and the head. Vahai:ii is of 
2 kinds :-A vilapti and Sita Sita: It is again of 2 kinds 
Khutta, in which the notes seem to enter in ·and shine, and 
Utphulla in which notes shine by goicg up. The Vali is 

1. (i•licliiftci!l;pl ft 'l'fllif <T'l'Sft ~: I 
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also to be similarly understood. In Qala ( or Qhala) the 
sruti moves quickly like a round pearl on a ground of 
crystal. In Prasara ( or pasara) the note is sweetly and 
softly extended to another note. In lalita-gaQha the note 
softly reaches the tara sthana. Proccaga!«;lha proceeds 
gradually from a thick to a soft note. In Apakhalla tlie 
note moves in the mandra octave very sweetly. Nissara<;la 
goes very smoothly to the highest reach of the tara octave 
and falls down to the mandra. Langhita leaps over 
another note and partakes the nature of ahata a little. 
Svaralanghita is the same, but leaps over an interval of 
2 or 3 notes. Durvasa is difficult to produce and consists 
of the joining of tara and mandra. In Petthi (patho, 
pettho) a phrase which has been already used makes its 
appearance again. Phelli (phella-lo) proceeds in ascend­
ing order, and in it 'a note pushes against its neigh­
bour with force. In Mo9amo~li the notes are lifted and 
divided up in descending order. Gumphagumphi is made 
up like a garland with seven different prayogas used con­
tinuously and together. In practice this is known as 
Gunthagunthi. In Khacara the note proceeds into the 
tara register with force. When a thaya is mixed charm­
ingly with gamakas it is known as Gar;iacethaya. In 
Tarahara the thaya consists of notes which are shaken by 
a quick ahati or beat. In Tattavar;ia .a very delicate alapti 
is superimposed on the gita in the thaya. In Savidari the 
alapti which is prominent by its rhythm, consists of 
separated notes and is without support. In Bhrama­
ralilaka the note is very sweet and goes from the tara to 
the mandra octave and again upward. Kalasacethaya 
remains in the rag.a already begun and is sweet. Citta 
cethaya signifies the rendering of the thaya in a penetrating 
manner according to the state of the listener's mind. 
When the thaya is endowed with K·alitll).a Kaku, pathos 
and the qualities of raga, or when it is contrary to the mind 
of the listener it is known as' Karur;ia thaya. In Gita­
cethiya, the thiya is rendered by afapti\ Jo<;tiyacethaya 
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redoubles again the excellence of a prayoga and is difficult 
to render. Sariracet}laya produces a brilliance in the 
voice sportively. When the notes reaching the tarasthana 
end with sweet sound it is known as Sadacethaya. (In 
an these definitions the word thaya seems. to be used as a 
corrupt form of "Sthaya"). Kartari means the loud and 
rapid sounding of the wire with four fingers of each hand 
separately. In Ardhakartari the right hand looks like 
scissors and the left hand renders Koi:iahati. In Nakha­
kartari the wire is struck by four fingers of the right hand. 
Kuru!ey.a indicates the srutis generated in the very quick 
and sweetpla.ying of Labuthakkuli. When the muddayam 
of the flute (known in lak~ya as Muneyam), is produced 
vocally it is known as MukuFtam. These consist of a 
plethora of gamakas which are difficult to render. What 
in musical terminology is known .as tara and mandra is 
popularly known as Uccanica. When 'a note commencing 
with sphurita touches the tarasthayi it is known as 
Nirukhayi. When the Sthana or octave is made clear it is 
lekakhayika. Nirata signifies the use in a]apti which is 
crooked and which is rendered by the control of breath. 
Nigiti forcibly re-establishes a developed thaya by a copious 
use of tanas. Vattuc;la consists of prayogas in the Mandra 
sthayi ( the definition in the original is not clear) . The 
same is called Parivac;Ii when it reaches its end without 
a gap. Evasam ( called Esruta in lak~ya) proceeds refre­
shingly. The thaya without baisiki is known as Uttnii:i<lu­
lam. Very rapid movement in music is known as Bahila. 
Adhikam captivates the listener by proceeding sportively 
and leisurely. Murakhuc.f.a (in lak~ya "Atimukha") is 
a thaya in which the music does not have its full comple­
ment of notes, When a rare o<;lc;lavai:ia occurs in a riipaka 
alapti it is called N apayi. Bharai:iiffi consists of the ful­
filment of the raga in riipaka or alapti; its contrary is 
known as Harai:iam. Sanagita ( da ?) indicates sweetness 
in music and nikara<;fa its opposite, Bliajavai:iam means 

16 . 
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the manifestation of the raga with a good voice. 
Nijavai:i,am indicates the movement which is not 
hampered by breath. The rendering of Koma1a Svaras 
(or delicate notes) is called subhava. Holava pleases the 
mind by swinging the raga. When the charm of a raga 
'and all its colour partakes the nature of Desi, it is called 
Riti. The mixed colour resulting from the fusion of ragas 
is known as Anukarai;ia. Dharai;ii is rich with the wealth 
of foreign srutis from the tara octave ( the definition in 
the original iSI not clear). The catching and releasing of 
of a note is called Dharimelli. Vivandhayi is the rich 
variety_ of notes. Mitthayi indicates the extreme sweet­
ness of sound. The brilliance of -a full blown note is called 
Gitajyoti. The throbbing of a note resembling hakara is 
Hompha. Kala is sound diminished in volume. Cha vi is 
of a tender colour. Kakus are of 6 kinds. Rag.a Kaku 
brings out the native lustre of a raga. It is of great 
importance and is called Bha~a. Svara Kaku brings out 
the effect of individual notes. Des.a Kaknl introduces into 
a raga the complexion of a foreign raga. When the nature 
of another raga is found in a particular raga it is known 
as Anyaragaja. It is also known ·as Uparaga Bha~a, and 
popularly as Thaya. When the genius of a singer is re­
flected in a raga it is known as K~etra Kaku ·and Yantra 
Kaku is found in the Kinnari, the flute and the Vii:ia . 
. When a smooth tender note is bent easily without effort 
it is known as Namana or Nava:i:ii. When the limb of a 
raga occurs in another raga it is known as Arhsa. This 
is of the following 7 kinds. The arhsa of a janaka raga 
is Kara:i:iarhsa. The athsa of a foreign raga is Kary­
arhsa.. The ams.a of secondary categories is Sajatiyamsa. 
Sadrsa.rhsa is similar in two different ragas. Visadrsari1sa, 
as applied to different ragas, stands in the relation of 
viva.dis. Madhyastharagamsa is like the athsa called 
Desa. Athsari1sa is the occurrence of a foreign amsa in 
a particular amsa. (It is to be noted tl\at Parsvadeva's 
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treatment of Kakus and amsas is similar to that of 
SarngadeV'a. In fact the whole of the treatment of this 
subject by the two atuthors has close kinship) . Ghatana 
is like the creation of .a craftsman-artist. Akramal).a 
catches a note and makes it dominate over other notes 
which ·are heard. The crookedness of a note resembling 
the zigzag pattern of a streak of lightning is called 
Vatikayi. Kalarava is the sweet emanation of notes. 
Dev.adhvani is like the chanting of vedas. Ahata is of 3 
kinds, viz., upward, downward and transverse. Avatir­
I).aka is the descent of music from Tara to Mandra like 
vocal music. Bok.ala indicates Sthayas small in form. 
Sukarabhasa seems e.asy to be rendered though really it is 
diffioult. Ucita is that after which Kha.ca shines ( the 
text is not clear) . Buc;l<Jayi is the development of alapti 
in both a relaxed and an intense manner. Baisiki is the 
grouping of the notes in the lower reaches of a raga in a 
suitable manner and is of 3 kinds, viz., without shaking, 
partially shaking and shaking completely. The definitions 
for the Sthayas Handupayi, Svasthana, Avasthana, 
Apa,sthana, Kat,1~lharat,1e, Ghanatva, Du~karabhasa and 
Asadharat,1-a are missing in the text. 

Sarngadeva, the greatest theorist of the medieval age 
after Bharata, differentiates between four qualities of tone, 
_viz., Kha.hula which is born of ~apha, smooth, sweet and 
beattttiful. When it is heard as a full and strong note in 
mandra and madhy.a it is called acjilla. Nara.ta is a deep 
note in all the J octaves, and is born of pitta. Sarngadeva 
says he had formulated Bomb.aka, which is sapless, hard, 
high in pitch, thick and· produced by vata. Their mixture 
produces the mixed varieties of which numerous examples 
are given oy him. These distinctions in the quality of tone 
form an important feature of gamawas. 

Sarligadeva defines the gamaka as the shaking of a 
note which pleases the mind of the hearer. Kallinatha in 
commenting on this definition says that this characteristic 
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of sweetness will alone make the tremor of a note a 
gamaka.1 Sarligadeva enumerates and defines fifteen 
kinds of gamakas, 2 viz:-

I. TIRIPA. 

II. SPHURITA. 

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

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

1. The ~amaka is defined as follows :-
~ ifi;1fl illlifi: .er!<I!'if'«U~f«: 11 -Sarngdeva. 

~~ ~~ifil' f.rfft~if f.Jiiq~ il'iifitil'fii-!1'(, I 9(.q'lf 

fil~fq ~ ff'llli~ ,qr~ 11 -Kallinatha. 

2. ~f'er~ifiiqt~iifau~: 1 

5"§qj~ firi{q: qM1ilfa: 11 

~ 5~imi(fl-« ~al' i:ra: I 

i(trr~it;r ififilffl qir;jj fit'J: 11 ... 
'lfr~ ~~ ~fffl: I 

~~car!'ffi°4ffcl~T'J:~~ 11 

~,Ctjl ~! ~f~lfl~(: I 

~ ~ ~fi{qf'"'AJ: ifiUa«f'lfi: II 

ffli!lf'l'Jfl~ ~1Tm' im: 1 

Q'!ftm: \=f ff ~'\'fil' If: ~U~f~ II 
ifi•tll('i9<( ~ ~cf II~ I 

l«illlll'l<•ii.tl('( ~ ll'~Q'.. II 

ijQliji(Gi(;'!_tlr &fkil 'litilif iffl: 1 

ffltutf eitlolil'ffil -rrfi!iJ ~: II 
tint t.~llffl'f •too t¥m: 1 

aref {it'ft) ~ "'AIIPf! 1'tftl': ~~Rd' II 
-Prakir,.iaklidh;yliya; San1ita Ratnlkata, 
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III. KAMPITA. 

IV. LINA. 
V. ANDOLITA. 

VI. VALL 

VII. TRIBHINNA. 

VIII. KURUJ;..A. 

IX. AHATA. 

X. ULLASITA. 

XI. PLAVITA. 

XII. GUMPHITA 

X.111. MUDRITA. 

XIV. NAMITA. 

plain enough to be clearly 
understood. 

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

This is executed in Druta speed. 
The tempo of this is laghu. 
The tempo of this gamaka is 

irregular. 

This indicates a thick note P1:Nt 
duced continuously in all M .. " 
3 sthanas. f ~Ll 

This is the same as Vali, 'ut 
differentiated from it bybe1~ 
a soft knotty guttural sound. ' 

This strikes the preceding notes 
and returns to its origin. 

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

This is a shake which is a ptuta 
in tempo. 

Tlie deep, restive and cfiarming 
sound of the huthkara is indi­
cated by this. 

is the gamaka produced by the 
closing df the mouth. 

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

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

. ' ' (. -· 
Before examining the sthayavagas, an estimate of 

Sarngadeva's contribution on the subject may be made. 
Sarngadeva leads all succeeding theorists in this respect 
as in others. Later writers look up to him as their autho­
rity on the subject. Considering the contribution of his 
predecessors, Sarngadeva might be said to have given 
authoritative and exhaustive expression to the quintes­
sence of the theory and practice in this respect of his 
own days and of earlier times. But his definitions of 
gamakas are limited by the fact that they are rather 
descriptive than analytical. In describing gamakas, stress 
is laid on their duration. In fact this is the only charac­
teristic which Wei are enabled to know with a fair amount 
of ·accuracy. But the actual use of the gamakas is not 
illustrated with the aid of svaras either in the text or the 
commentary. This neglect of the need and importance 
of employing notation to convey an exact idea of the 
graces resulted in the lack of completeness and precision 
in the defin1tions wliich are otherwise valuable and com­
prehensive. ( A form of notation is employed in the 
Ratnakara to illustrate ragas, etc., but is not used in the 
exposition of the gamakas) . And Sarrigadeva, unlike 
Somanatha, omits the explanation of how the graces are 
produced ip instrumental music, i,e., on the ViI;li and thus 
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fix their forms. So we are left with descriptive notes 
mostly explaining the different impressions created by the 
gamakas on the hearer's mind. 

The stress )aid on the duration of gamakas is a 
valuable contribution of the Ratnakara to the definition of 
this complex theme. The time values of the gamakas are 
definitely fixed and so faf1 their nature is made definite. 

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

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

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

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

(2) Gamakas differentiated according to their 
tonal quality, vi:J :-

(a) Varieties which have reference only to 
vocal music, i.e., the Gumphita, the 
Mudrita and the Kuru!,a. 

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

--:..= 
( 3) Gamakas differentiated according to the order 

of the svaras they govern, e.g., Ahata, 
Ullasita and Tribhinna. 

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

( 5) Gamakas distinguished by the time of their 
duration. Sarngadeva gives the time value 
of only .a few gamakas, e.g., Sphurita, 
Lina, etc. Can all the gamakas be limited 
in respect of their duration? It would 
seem that not all of them can be formed by 
the hard and fast rule of time value, since 
at least a few gamakas would shape them­
selves according to the exigencies of song. 
Hence there is justification for a separate 
group of gamakas distinguished by the 
extent of their duration. 

STHA Y AV AGAS.-As has been observed alre.a<fy, 
Sarngadeva says that the \farious forms of the Misra 
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gamakas are made manifest in his exposition of Sthaya­
vagas. He defines Sthaya as a limb or part of the raga, 
and Vaga as denoting gamakas.1 Kallinatha explains 
that vag,as are gamakas employed in the limb of a raga 
which is called a sthaya; the limb or avayava of a raga, 
being a collection of some notes like the Arilsa. and others, 
resting or basing itself on any one among the Nyasa, 
Apanyasa, Sannyasa. or Vinyasa notes. Gamaka is 
dialectically known as Vaga. 

The Sthayas are 96 in number as enumerated by 
Sanigadev.a and are divided into the following four 
groups:-

!. The ten well-known and distinct Sthayas. 

( ~~~r: llfu~r ~ ~tlPm) They are:-
( 1) The Sthayas of Sabda. (~;~~zr) This indicates 

a cycle of Sthayas each commencing at the 
tone where its predecessor ended. 

(2) Of J;)hala. (~~zr) This indicates throbbing 
movement like that of a pearl. 

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

( 4) Of Vahani. (c11:;t:) The Vahani is either an 
ascending or descending or Saficari shake. 

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

1. ~tl'l\41111"44. ,tJP.t) lttlff IT"1li ~ II 
11 
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another division of the Vahani into two 
va.rieties :-

(a) Khutta [~r (~mt)] in which the notes seem 
to penetrate into this Sthaya. 

(b) Utphulla (~r~~1) in which the notes gush 
forth from it upward. V.ali which was 
defined among gamakas has the same 
varieties as this Sthaya. 

(5) Of Vadyas.abda. (·n~~~~1.1) In this sthaya 
the raga is rich with the sounds of instru­
mental music. 

(6) Of Yantra. (-t~~1.1) This sthaya is mostly 
found only in the playing of Y,antras 
(Instruments). 

(7) Of Chaya. (m1.1r~:) Sarngadeva says that 
Chaya is Kaku, which is explained by 
Kallinatha to be a modification of sound. 
The following kinds of Kaku are defined:-

{ a) Svar.akaku. (~~.iiil~) This is the effect of 
foreignness produced in a raga, owing 
to the excess or deficiency of srutis. Ex­
plaining this passage Kallinatha shows 
how the Svarakaku is got by deviating 
from the number of Srutis fixed for 
each note by giving the following illus­
tration. When $a<;lja, ( consisting of 4 
Srutis) falls short by 2 Srutis it gives the 
impression of Ni~ada, and when 
Ni~ada ( composed of 2 Srutis) appro­
priates 2 of the srutis of $a<;lja and 
assumes 4 Snutis on the whole it is con­
ceived as $a<;lja. Also in the case of 
other notes, the impression created by 
such tonal modification is known as 
Svara Kaku. 
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.( b) Raga Kaku ( ~ifiTf) expresses the 
native colour of a raga. 

(c) Anyaraga Kaku (at~~m~) imports into a 
raga the complexion of another raga. 

( d) Desa Kaku (~~Ti) expresses provincial 
characteristics. 

( e) K~etra Kaku. (~stcf.J1i) The body is known 
as K~etra and the varied and peculiar 
characteristics of each individual give rise 
to this Kaku expressed in numerous 
forms in ragas. 

(/) Yantra Kaku (~~rJ) is produced on 
Y antras like the Vii:i,a, the flute, etc. 
Those Sthayas are of Chaya which 
acquire a foreign colour in the manifes­
tation of a cha ya (complexion), not be-
longing to them. · 

( 8) Svaralai1ghita. (ffi~~) This consists of 
frequent leaps over many notes in the 
middle. 

(9) Prerita. (~~) In this Sthaya notes are 
pushed forth up and down as well as tr.ans­
versely. 

( 10) Tik~l).a. (cft~) In this the notes of the tara 
octave sound sharp with the strength of all 
their srutis. 

II. The 33 well known and mixed Sthayas 
(S'l~S'(~~~: Jffll:(T: ~'WIT:) 

' 
Kallinatha explains that these differ from one another 

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

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

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

( 4) 0 f Nada. ( ;rro~) In these the tones are £ult 
and resounding. 

(5) Of Ohvani. (".f.r:) Here the notes are sus­
tained and considerably prolonged. 

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

(7) Of Rakti. (~lffi:) These abound in sweetness 
and charm. 

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

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

(10) Of Athsa. (~)The Ava~ava of an alien 
raga in a particular raga is called arhsa. 
This is of seven kinds. Kallinatha explains 
that when a group of notes forming a limb 
of a particular, raga is inserted for the sake 
of effect in another raga, it is technically 
called arhsa. This is not the same as the 
well-known note arhsa. What is the differ­
ence between a Kaku and Athsa as defined 
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in a raga? By Anyaraga Kaku is meant the 
chaya of a raga belonging to it but strongly 
resembling that of another raga. Arhsa 
means that a phrase, though not belonging to 
a particular raga, is borrowed from another 
raga: like jewellery and made to adorn the 
former. The 7 kinds of Arhsa are:-

( a) Kara9arhsa . 
( b) Karyarhsa. 
( c) Sajatiyarhsa. 
( d) Sadrsarhsa. 
(f) Visadrsathsa. 
(g) Madhyarhsa. 
(h.) Arhsarhsa. 

Cf. Parsvadeva. 

( 11) Of Avadhana. (atcr'cfT~'l) These can be 
perceived by the mind by its own action . . 

(12) Of Apasthana. (att1~~r;i~) When a full and 
rich note emerges ·at its place without effort, 
it is known as Svasthana. When it rises 
as a result of special labour, it is called 
apasthana. The Sthayas of apasthana 
originate in apasthana. 

(13) & (14) Of Nikuti (~a:) and Karut;ia. 
(ffi\011'.U:) 

These are named ·according to their etymo­
logical significance. 

(15) Of Viviahatva. (Iii~~~) These consist 
of a series of phrases remarkable for 
variety and charm. 

(16) Of Gatra. (~) These subside within 
the body after having made a sharp sound. 

(17) Of Upasarna. (a4\liiEq) In these a tran-
quil effect is produced. 
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( 18) Of Ka1:u;Iarai;ia. (ifi1q-1,ur,~:) Sarligadeva 
says that these are well-known; the music 
of these sthayas is easy and fluent, sweet 
and tender, impassioned and is made gradu­
ally very thin. The final treatment is evid­
ently what is known as pianissimo in 
Western music. 

(19) Nirjavananvita Sthayas. (~rf.-cJa) These 
are at the commencement of the note. 

(20) Ga<;lha. (m~') This is released in a dilatory 
manner. 

(21) Lalita Gac;lha. (~f~rnG) This is the same as 
the above characterised by smoothness. 

(22) Lalita (•) is sportive. 

(23) Lulita (sf~cr) is smooth and shaking. 
(24) Sama (~if) is without rapidity or slowness. 
(25) Komala(citiit?) is true to its sense, i.e., tender. 
(26) Prasrta (~a) is stretched out or extended. 
(27) Snigdha (~i'rl) is bereft of roughness. 
(28) Uk~a ( "i~) is luminous. 
(29) Ucita (~f?.rn) is self-explanatory, i.e., appro­

priate. 

(30) Sudesika (~i~ftrcti) is loved by scholars. 

(31) Apek~ita (atqfare) issoughtafterforthe 
completion of a previously rendered sthaya. 

(32) Gho~a (~) is pleasing in a Vali, Vaha( ?) 
and Vahani, and is very loud in the Mandra 
Sthayi. 

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

III. The twenty distinct Sthayas. ((iiidtRil:r 
~\IRlrifcflu1lft.lom 1) Kallinatha remarks that thoug~ the~e 
do not differ from the Sthayas already expla.med in 
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distinctness it must be noted that this list is not so very 
well-known as the other. The Sthayas are:-

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

(2) Of Ak~ara9ambara. (aJ~~~t~) In these 
a prominent display is made of syllables or 
letters. 

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

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

(S) Pralambita. (i;f~fl;;ra) In this sthaya the music 
moves like the swinging about of water in a 
half-filled ja.r. 

(6) Avaskhalita. (aictR<r~c1) stumbles downward 
from the Mandra with speed. 

(7) Tratita (~,fGa) pauses long at a svara, 
reaches the Tara octave like fire ·and returns. 
(Dattila's Alati.kara Bindu is identical in 
definition.) 

(8) Sampravi~ta (~sr~l!I) denotes a loud note in 
avaroha, similar to the above. 

(9) Utpravi~~ (~~2) is the same as the above 
in aroha. 

(10), (11) & (12) Nissarai;ia (f.:r:lfHor) flows 
out; Bhramita (wflrn) is swung round or 
revolved; Dirgha Kampita (~~) 
is a prolonged shake., 

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

(14) Alambavilambaka (:att8A1f6ie..itilfi) is quick 
in the beginning and ends in vilamba 
(slow) style. 
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(15) Trotitaprati~ta.. ('Jt'r~) Taking 
"Tara" and "Mandra" this sthaya first tears 
either of the two as with a bill or beak and 
then seizes the other. 

( 16) Prasrtakuficita. (11,a«if~a') This 
sthaya extends and contracts its form. 

( 17) Sthira (fttR) is the shake applied to the 
Sthayivarl].a. 

( 18) Stha)'ltlka. (ttn~) The disposition of this 
sthaya consists of pausing again and again 
on one or two or three notes. 

(19) K~ipta (Am) is extended upward. 

(20) Stik~manta (~ltT~) becomes minute 
towards its close. 

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

( 1) Of Prakrtistha (~~"~~) in which the 
tone shines of its own accolid bereft of 
Dhrti, Bhrti, etc. 

(2) Of Kala (oii~~r:) in which the notes are made 
thin. 

(3) Of Akramarµ. c~j,ti+tOi~) which are exceed­
ingly admissible. 

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

(5) Of Sukha (I~) which yield joy. 

(6) Of Cali. (i;nil:) Cali is known as Jakka 
which gi~es the name to these Sthiyas. 
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(7) Of Jivasvara. (iif\'q~cJ,~~) Arhsa is called 
Jivasvara and is predominant in these 
Sthayas. 

(8), Of Vedaldhvani. (~~;t:) In these the notes 
are like the sound of the Vedic Chant. 

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

( 10) Sithila (f?ilfq~) is languid and relaxed. 

(rt) Avaghata (atcJl;{G) is difficult of execution. 

( 12) Pluta ('$r) is extremely slow. 

( 13) Rage~ta (,y)rg) is what is desirable for the 
completion of a raga .. 

( 14) Apasvarabhasa (~q~Jl=lre) looks like a false 
or unmusical note. 

( 15) Baddha (,,r~) denotes a suppressed or para­
lysed sthaya. 

( 16) Kalarava (lifi~cJ) Sthayas abound in sweet 
sounds. 

(17) Chandasa (~~) is liked by skilled persons. 

( 18) Sukarabhasa (§<li~llfij') means a sthaya 
which seems to be easily executed but is 
really difficult to render. 

( 19) Samhita. (~mt) approaches the mandra 
octave from the tara like the sound of a 
bell. 

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

(21) Antar.a. (:aR,) The definition of this 
in the original is not expficit. Probably this 
indicates the Sthay.a used intermediately 
between others. 

(22) Vakra (IPfi) is tortuous but easily rendered. 
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(23) Diptaprasanna (~sreit) is rendered in the 
Tarasthayi. 

( 24) Pr.asannamrdu ( Sfijitfi~) is soft in tone and 
easy. 

(25) Guru (~q) is heavy. 

(26) Hrasva (iiJ~cf) is diminutive or small. 

(27) Sithilaga<)ha (1~f~{?ifTG") is relaxed and 
again tightly pressed together. 

(28) Dirgha (~~) is prolonged. 

(29) Asadharal)a, (arer1:1Rur) This is easy and 
very musical becaJuse of the excellence 
of tone or voice ; this belongs to one category 
and is not common to all. 

( 30) Sadhar.al).a (6Tl:1Rur) resembles all categories. 

( 31 ) N iradhara ( frl~Nr~) does not demand 
Vaha.ni, etc., for its execution, i .. e., is inde­
pendent of others. 

( 32) Du~karabhasa (~~~llr~) is easy but seems 
diffiault to render. 

( 33) Misraka (fll~<li) is defined to be the result 
of mixture. Sarngadeva says that 'the 
misrakas' are of endless variety and that 
only a few of them .are given in order to 
give a general survey of their nature. A 
Misra is named after a particular sthaya if 
that is predominant; if that occurs as often 
as others, the Misra has a composite name, 
e.g., Tiripandolita, Linakampita, Kampi­
tahata., Tiripasphurita, etc. SarJ:igadeva 
mentions 36 of these and adds that others 
of this kind are to be reckoned in a similar 
manner. 

The contribution of Sartigadeva is as great in this 
subject as in others. His treatment is comprehensive and 
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thorough; it has the uinque characteristic of having been 
influenced by the views of his predecessors, many of whose 
works are not available now, and of being considered as 
the standard by subsequent writers. 

Sarngadhara in his Paddhati says that gamakas are 
of seven kinds, vi:=. 1 Sphurita, Kampita, Lina, Stimita 
(probably Tiripa), Andolita, Ahata and Tribhinna. 1 It 
is surprising that Sarngadhara takes no notice of 
Sarngadeva's classification of gamakas but follows 
Nanyadeva and Parsvadeva. 

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

Lak~minfirayal)a's work, Sangita Suryodaya is of 
special importance since it was written in the heyday of 
the Vijayanagar Empire. He gives the excellences and 
defects of sound mentioned in the Ratnakara. He defines 
gamaka as the shaking of a note which charms the ear. 
All the 15 kinds of gamakas enumerated by Sarng.adeva 
are given by him. Theit definitions are the same. 
Lak~minarayaf)a also gives the names and definitions of 
the 96 Sthayas of the Ratnakara, besides the vagas given 
therein. 

Ramamatya in his Svaramelakalanidhi does not treat 
the subject of gamakas, but only mak"es a reference to 
their use in singing. 

1. ~ lifiTJ1ffl ~ ~ftt"1;:;t1~t1ilf~ I 

ffrt\'f ftrlfifilt ~ 111f'fi R~ '1i"1£ ti 
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Pul).qarika Vitthala in his Sadragacandrodaya merely 
reproduces the account of gamakas given by Siriigadeva 
in the same order. For Ratnakara's Gumphita he gives 
the name Humphita. His definitions are the same as that 
of the Ratnakara. A brief account of Sthayavagas based 
on tfie Ratnakara is given. 

Somanatha is one of the most important writers 
after Sarilgadev.a. His treatment of the subject is 
striking, and he improves on Sarilgadeva himself 
by employing an efficient system of notation to illustrate 
gamakas. Basing the exposition on the technique of 
VIQ.a-playing he explains the use of various gamakas with 
reference to different Ragas. This is an unique feature, 
which specially distinguishes his work and which we miss 
in the most famous of the authors of later times. His is 
the first work to explain the topic with reference to the 
playing of the Vif,la. The names of the gamakas are all 
new and coined by him, though many of the graces can be 
identified with Sarangadeva's. But there are some graces 
which can be called original contributions like Parata, etc. 
At least they are not mentioned in older works in such 
clear detail and defined with such precision. As regards 
the notation employed, it might be said that in this as well 
as in the Prastara of Me1as a rare type of originality is 
revealed by Somanatha. In the light of existing data, he 
is the first writer who invented an elaborate system of 
notation, capable of expressing some of the most complex 
gamakas. An elementary form of notation did exit 
previously and Sar.ailgadeva employed it in the illustration 
of Ragas. But there is no proof to show that that system 
expressed gamakas. The expression of gamakas was 
exactly what was achieved by Somanatha's notation. But 
curiously enough Somanatha makes no reference to the 
gamakas or Sthayavagas of the Ratnakara, but deduces 
the use of g.amakas from the technique of the playing on 
the Vif,la. In his commentary he speaks of Vadanabhedas 
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pn>minent among which are twenty. These, according to 
him, are the most popular among gamakas like Tiripa, 
Sphurita, etc., and Sthayas, and prominent in Desi music. 
Most of the names are coined by him so as to be 
explanatory of the technique of the Vii:i,a. The varieties 
are:-

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

(2) AHATI. 

(3) ANUHATI. 

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

• 
This belongs to the same class 

as Pratihati but differs only 
in technique. A note is pro­
<:luced by a single beat, and 
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(4) AHATI. 

( 5) PIJ)A. 

(6) DOLANA. 

by a quick movement of the 
finger revealing the pre­
vious Svara. The resulting 
sound resembling huthkara, 
is the characteristic of this 
gamaka. 

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

This is produced by touching 
with force a note with the 
"stomach" of the finger 
and instantaneously reveal­
ing the foregoing note by a 
dexterous movement. 

This consists of akar~at_1a, 
vikar~at_1a, agamana and 
nivartana. · By this 1s 
meant the pulling of the 
note to a particular point 
( of the octave), pulling 
away from the octave, the 
leading of a sruti towards 
another, and releasing that 
note from that point to it8 
former position. Soma­
natha explains tliat witli a 
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_(7), VIKAR$A 

(8) GAMAKA. 

(9) KAMPA. 

single ghata a note is to be 
stretched to its utmost 
limits, so as to reach the 
boundary of its srutis and 
even beyond, and gradu­
ally to be resolved into the 
note from which it started. 

is the same as Dolana with 
the difference that there is 
no returning to the' starting 
point. It is arrested in a 
state of progress. 

The repeated application of 
dolana is gamaka. By 
one stroke dolana is to be 
executed slowly three or 
four times. The use of the 
term gamaka is note­
worthy inasmuch as it 
signifies a category or 
species, and not a genus as 
in the Ratnakara. It is 
here the proper name of a 
particular grace and this 
has to be distinguished 
from the connotation of 
the word gamaka as under­
stood at present. No time 
value is given. 

This is, produced by shaking 
the note twice or thrice and 
executing the whole within 
one-fourth of the time 
taken by a dolana. This is 
produced l>y a single beat. 
Th'us Gamaka anti Kampa 
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differ chiefly with regard 
to tempo. 

(10) GHAR$A~A. This is produced by a single 
beat revealing other notes 
rapidly. After the stroke 
by ghar~ar.ia the preced­
ing or succeeding notes are 
manifested. This is a glide. 

_( 11). MUDRA. A note is struck, and by the 
power of that stroke its 
preceding note is revealed; 
the~ by fixing the finger on 
the original note the other 
note is hidden or muffled 
and this muffling is denot­
ed by mudra. This differs 
from anuhati in the fact 
that the latter results in a 
deep sound as the effect of 
the quick movement of the 
finger. This difference is 
pointed out by Somanatha 
in the commentary. 

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

(13) NAIMNYA:. This results from a strong 
beat. The wire seems to go 
down by the forcible pluck· 
ing. 
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(14) PLUTI. 

(15)_ DRUTI 

(16) PARATA. 

(17) UCCATA. 

By pulling eight notes are got. 
By one stroke and pulling 
the string, eight notes are 
produced in quick succes­
sion. The commentary ex­
plains that it is a lengthened 
form of ghar~ai:ia. 

is quick playing with the aim 
of getting notes other than 
the initial svara. 

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

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

(18) & (19) The two kinlds of NIJATA:-

(,a) The Nijata of Parata. By this is meant the 
gradual descent of the extended note (by 
the loosening of the wire) to the starting 
note, e.g., the resolution of Ri, etc., in Sa. 

( b) The Nijata of Ucc~ta. This consists of the 
gradual descent of the grace from gandhara 
to ~a<;lja by the same .process as indicated 
in (a). 

Both kinds of Nijata, according to Somanatha are to 
be executed Dy one single stroke on the wire. How­
ever according to lak~ya, he observes in some 

19 
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places there occur 2 beats, the second coming in the 
middle of the grace. 

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

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

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

The next outstanding treatise is the Satigita Sudha 
of Govinda Dik~ita. To Govinda Dik~ita belongs the 
credit of building on the foundations supplied by Sari1-
gadeva. In fact we owe to his tremendous influence the 
continuity of tradition which links together the basic 
principles and the fundamental factors of the system of 
Sarngadeva and the Karna.tic music of the present day. 
Govinda Dik~ita's definition of gamaka is the same as 
tha.t of Sartigadeva. He quotes with approval the defini­
tion of gamaka by Parsvadeva. He enumerates the fifteen 
varieties, which, it is important to note, he says, was in 
accord with contemporary practice. The definitions of 
the various gamakas are akin to Sarngadeva's. Gumphita 
is called by him Humphita. Dik~ita deals with vagas and 
the 96 Sthayas, according to the school of Matatiga and 
others, as he says, in detail; he enumerates them in the 
same order as the Ratnakara. In fact the whole topic is 
freely paraphrased from the Ratnakara. Taking the 
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treatment of the subject as a whole, Govinda Dik~ita 
might be said to have popularised the system of Sarii­
gadeva which, it is essential to note, was in agreement with 
the then prevailing lak~ya. 

Venkatamakhin defines gamaka as the charming 
shake of the note, and adds .another definition which is 
virtually a paraphrase of Parsvadeva's definition.1 He 
mentions all the 15 varieties of the Ratnakara: Vali 
according to him consists of the shake of notes which move 
in a crooked manner with irregular velocity. The Vali 
when it becomes straight is called Kuntla. Otherwise his 
account of the gamakas is the same as that of the 
Ratnakara. He does not deal with Sthayas or Vagas. 
He cites the gamakas as propounded by Bharata and others, 
though in the current resccnsions of the Natya Sastra the 
gamakas are not mentioned. 

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

( 1) KAMPIT A. This means the production 

(2) PRATY.AHATA. 

of a pair of notes by two 
beats. This explains only 
the mode of producing 
the gamaka, for which no 
time value is given. 111 
these respects it differs 
from the Ratnakara. 

A pair of notes is produced 
by a single beat. The 

• 
1. ffl~ IP'f) lf1l'lfi: 6;1tJ:~"<ltl'-""'1:: II 

ffl"'wml' ~ ffl•I ti., q I ii A.j I ll'flirf'tr I 

ffl1IT ~~ '11Ai: qfWH~t1: II 
-Venkatamakhin. 
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( 3) DVIRAHATA. 

(4) SPHURITA. 

(5) ANAHATA. 

(6) TIRIPA. 
... 

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

This is explained as a repe­
tition of a stroke on a 
single note ( Both num­
bers two and three are 
defined in the manner of 
Somanatha's Pratihati 
and Abati, from which 
they may be derived. It 
is important to note that 
these gamakas are pecu­
liar to and characteristic 
of the Vil).a, though they 
are capable of being dis­
tinctly produced vocally.) 

This denotes tht production 
of a pair of notes by a 
single beat in the manner 
known as fortissimo. Em­
phasis i~ laid on this 
characteristic. The Rat­
nakara gives time value 
for the gamal~a but 
Ahol>ala does not. 

This is the nof:e produced 
after die beat. This is 
descrioed as oeing mild 
(Santasathjiia) by rea­
son of its softness. 

Tlie time value alone is 
given. The definition is 
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an exact copy of that of 
the Ratnakara. 

(7) GHAR~A!:JA. 

(8) AVAGHAR$A~A 

(9) VIKAR$A~A 

(10) SVASTHANA 

This results from produc-
ing or touching eight 
notes from the starting 
svara. This is the same 
of Somanatha's Pluti. 

is interpreted in the same 
manner as ghar~a,:ia . 
This probably means the 
ghar~ai:ia -in descent. 

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

extends forward and re­
treats to the original 
starting point. 

( 11) AGRASV ASTHANA starts on a note, goes back­
ward or down the octa VC' 

and returns to the start­
ing point. 

( 12) KART ARI. This is an important grace, 
consisting in the produc­
tion of a VarQ.a with 
'.aepha. This has ref e­
rence to the whirring 
noise in the turn given to 
a musical phrase. 

(13) VAHI is produced in order by the 
middle and £orefingers. 
Th1s definition is some-
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(14) SPHUTA. 

(15) NAIMNYA 

(16) J)HALA 

(17) MUDRA 

what vague and the refe­
rence· is evidently to the 
Vii:ia. 

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

corresponds to Somanatha's 
N aimnya hut is rather 
vague. Ahobala says 
that this occurs when one 
note overcomes another. 

pervades two notes. The 
ex.act nature of the 
gamaka is vague. Sarn­
gadeva defines it in a 
different manner. 

is stated to he a variety 
of Humphita, a.nd is not 
defined separately. 

Ahobala is not bound by the classification of Sarn­
gadeva. He seems to base his definitions on the strength 
of practice and to borrow some terms and concepts from 
Somanatha. They agree when they illustrate graces pro­
duced on the Vii;ia. Ahobala has to his credit a number of 
graces which can be called his own contributions to the 
existing number. 

Somanary.a ( whose date is later tlian Somanatha's) 
in his Natya Cti<;lamai:ii gives much valuable information 
(which however is fragmentary). He mentions Ayuta, 
Pratyayuta, ])ha.tu, Kampita, Ahata, and Pratyahata. For 
some of these the definitions are lacking. Kampita accord­
ing to him is quick movement in the three Sthayis. Where 
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the notes are elongated it is called E<;lupu. f.)halu pervades 
'the long and the short and the three' ( according to the 
text) ; the notes in the middle are called agra. Tht! 
charming expansion of notes is called Mukta. Sarrigadeva 
is quoted as giving the following excellences of musical 
rendering :-Clearness, fulness, lustre, beauty, adornment, 
evenness, colour, softness, richness of tone and sweetness. 

Basavappa Nfiick in his Siva Tattva. Ratnakara 
enumerates the 15 kinds of gamakas found in the Sangi ta 
Ratnftkara. He deals with alai1kara.s, but not Sthaya­
vagas. His adoption of the classification of the Ratnakara 
throws light on the practice in his time in the Kanna~la 
country. 

Passing on to the group of Oriya works of 
the 18th century, we find the Sarigita Sara:t;ii 
enumerating only seven kinds of gamakas in all, viz. 
Kampita, Sphurita, Lina, Tribhinna, Tiripa, Ahata and 
Andolita. Kampita is the shake of the note wit~ Druta 
speed; Sphurita is one-third of a Druta in Tempo. The 
shake is of charming tone. Lina is of Druta speed. Tri­
bhinna is of restless gait and moves in the navel, heart and 
throat. Tiripa is like the gentle sound of the drum. It is 
one-fourth of a Druta in speed. Ahata beats its fore­
going neighbour and returns. Andolita comes to a rest 
in laghu speed. From the text ( which is not very clear) 
the author is to be understood as stating that the well­
known division of gamakas into 1 S kinds suffers from the 
defect of overlapping. 1 

The account of gamakas in the Sarigita. Narayar:ia 
is the same as in the Ratnakara., But the author adds 
that gamaka, which consists of a slight shake of the 
Svara, is of 7 different kinds owing to the difference of 

• notes. The explanation is that the gamakas are of 7 differ-
ent forms based on the difference of the seven notes. The 

l. ~ ~s: (f) '"'~ q'-IJ.\ll'lffl ~ ~ fflTI8VI' (~ f) 
~11:. 1 e1fn1edu1; 
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author adds that this classification is found in the Narada 
Sathhita, but says nothing more to eluddate the definition.1 

In the G,ita Prakasa, Gamaka is defined as .usual. 
Gamakas are devided into seven kinds based on the seven 
Svaras. They are:-

( 1) Tripaficaka (thrice the Druta is speed). 
(2) Sphurita (same speed). 
( 3) Kam pita ( twice the Druta) . 
(4) Lina (Druta). 
( 5) Andolita. ( Laghu) . 
( 6) Tribhinna moves in Druta speed in all the 

three sthanas. 
(7) Ahata strikes the foregoing note (it is called 

Antra in the text, probably a mistake). 
n1e gamakas are to be practised at dawn, during 

singing and also standing in water.2 

Locana Pa.t).<;iita in his Ragatarangii:i,i refers to graces 
as Kampita and others and for their treatment refers the 
reader to his Raga Sangita Sangraha ( which is not avail­
able at present) . 

Srinivasa Paw;Iita, in his Ragatattva Vibodha dis­
cusses the subject minutely and makes references to the 
playing of the V.iJJ.a. He defines gamaka as the characteris­
tic property of the excellence and distinction achieved in 
execution. Gamakas achieve beauty out of it and hence 

1. fififw, ~ .~ 'Nlli: ~~ fflNT ~ \ltft!R~ \laslliii<I 
\fflfl~: I ~ § ill(i:(6"-tllllf (!is;, I 
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are so called.1 The steady note resulting out of the contact 
of the right hand fingers with the wire attains exclusive­
ness, without shake, etc. If a note resembles humkara it 
is humkrta. A note is born of one throbbing movement, 
its throbbing being perceptible and imperceptible with 
many notes in the middle, and it again emerges clear when 
the chin is placed ,at the region of the heart and the voice 
gives forth the sound 'hum.' When a note, though pro­
duced at a high pitch, goes to a low pitch, and when it is 
produced in a low pitch with imperceptible middle notes, 
emanating as the result of a gentle stroke, it is known as 
cyavita svara. The cyavita notes are so called because 
out of them rises a falling motion. The voice is also to be 
known by the throwing up of the mouth; ( the definition in 
the original is not clear). When a note fades and 
expands, it is known as Udgha,r~aJ_la. Avaghar~aJ_la is to be 
known similarly from pr,actice. In Vikar~ai:ia a 
foreign note is drawn at a particular spot. The over­
coming of the note by the finger is naimnya. Purvahata 
is named after the kriya that is meant by the expression. 
In Hatahata two notes are sounded at one and the same 
place. Hata. and Tarahata are indicative by themselves. 
Tiripa exceeds others by one fourth of Druta. By Sruti 
and time values these are thus distinguished in different 
ways. When at a spot a note is struck twice it is 
dvirahata. By arohai:ia and avaroha,i:ia, it (the gamaka) 
is differentiated in two ways. In J;)halu the Kriya of the 
left fingers overpower two notes and go up or down. 
Anahata indicates what occurs over the stroke. Sphurita 
gamakas are soft and are otherwise called Santasamjfia. 
(According to Ahobala, Anahata 'is called Santasamjfia). 
Mudra is not separately defined, since it is a part of 
Humphita; ( the same statement is tfiade by Ahobala). 
This is because Mudrai:ia of the Sangita Ratnakara which 
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is the equivalant of Mudra has the same quality as the tone 
of humphita. 

Hrdayanarayai;ia in his Hrdayaprakasa gives the 
same definition of gamaka as Srinivasa Pai;i<;lita and refers 
the reader to other (standard) works for information 
about 'Humphita'~ etc. 

King TuJaja's Satigita Saramrta has an intimate 
bearing on the practice of the present day. He gives the 
usual definition of gamaka and also repeats Parsvadeva's 
definition. He freely paraphrases the definitions of the 
Ratnakara, generally explaining them and sometimes 
improving on them. He repeats after Vetikat,amakhin 
that the 15 gamakas are defined according to their treat­
ment by Bha,rata and others. He says that Qhala is 
mistaken popularly for Tirapa, and that this is a fallacy 
because Qhala has been aefined by pftrvacaryas as the 
throbbing movement like that of .a pearl. His definitions 
of Kampita, Lina, Vali, Tribhinna, Kurula, etc., are 
similar to Sartigadeva's. He defines namita as a 
gamaka descending down into the Mandra. He .deals 
with Sthayavagas ·after the manner of Sartigadeva. 
He gives 10 Asankiq1as, 33 Satikin.ias and adds that in 
the same way other sthayas have been defined by Bharata 
an,d others and that these are not dealt with by him for the 
sake of brevity. He follows the Ratnakara closely. 

Coming to treatises of the present .day we have a few 
standard works written in Sanskrit as well as in the verna­
culars. These derive their authority from ancient works·, 
tradition as well as practice. Among them, the following 
are important. 

Kasinatha (a North Indian writer) in his Sangita 
Sudhakara enumerates only 10 varieties of gamakas, viz., 
Tirupa, Sphurita, Lina, Andolita, Vali, Ahata, Ullasita, 
Humphita, Ghar~ai;ia an<f Misrita. '.All are oefine<.t 
according to the Ratnakara except Gliarfar:ia whicli is 
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described as the production of several notes by one single 
gentle stroke. Misra is a variety got by admixture. 

Vigm Sarma (North Indian) in his Abhinavaraga­
ma.fijari gives the definitions of both Sarngadeva and 
Parsvadeva. He however says that the gamakas have 
been stated by Bharata and others to be 15. 

The Catvariri1sacchata Raga Niriipai:ia ( attributed 
to Nar.ada but which appears to be modern work) men­
tions the traditional varieties of 15 gamakas. 

In the Sangita. Kaumudi ( South Indian, written in 
Sanskrit, 20th century) 10 different kinds of g.amakas 
only are describec'l1 and a large number of vernacular texts 
follows this classification. The gamakas are:-

( 1) Arohai:ia, which is a grace embracing notes in 
ascent. 

(2) Avarohat:i-a covers descent. 
( 3) :Qhalu, e.g., sp, sm, sg, etc. . 
( 4) Sphurita proceeds in the order sr, rg, gm, mp, 

etc. 
(5) Kampita is like ppppp, mmmmm, etc. 
(6) Ahata progresses like ss, rr, gg, mm, etc. 
(7) Pratyahata like ss, nn, dd, etc. 
(8) Tripuccha consists of graces like sss, rrr, 

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

( 10) Miirchana consists of uses like srgmp'dn, 
rgmpdns and so on. 

(These are noticed by Mr. K. V. Srinivasa 
Aiyangar in his G_anabhaskara where he 
points out that arohaJ:ia, avarohru;ia and 
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miirchana are not gamakas since they lack 
'kampa', i.e., are not shaken). 

In the Sangita Kalanidhi, Tacciir Singrachari and 
his brother give the same 10 varieties of gamakas as the 
Sangita Kaumudi, with the same definitions. (These 10 
gamakas are defined identically in "Sangita Vidya 
Darpa:gam' by V. Naidu, in "Samgita:mrtanidhi' by 
M. Pillai, and in 'Bharata. Sangita Prabodhini' by 
Johannes, all publications in the vernacular.) 

In the Ganabhaskara Mr. K. V. Srinivasa Aiyangar 
defines the 15 gamakas given by Sarngadeva in the light 
of modern practice. From this point of view they are 
important. Tirupa .according to him stops at a note, 
presses it down and reveals the colour of the next note. 
In Kampita the note is moved without bringing in the 
colour of neighbouring notes. In Sphurita a note is 
repeated, and in the repetition the lower note is faintly 
heard. Lina stops .at a note and merges the sound into 
that of its neighbour. .Andolita stops at a note for four 
or five Ak~arakalas, pulls the note straight and reveals the 
next note faintly. V.ali is got by pulling the wire at a note 
and producing the next notes. Tribhinna is proclucecl 
by placing the finger at the same time on three strings ( of 
the Vi:ga) and sounding three notes. This is common on 
the Vi:ga. In Kurula from a note another is produced 
with force; ND, PM, is played N, sD, nP, dM. Kurula 
also means the production of 2 or more notes oy one strol<e 
from one note. .Ahata is called ravajati; when descending 
from one note to another if the next note is subtly revealed 
it is Ahata. Ullasita is zaru; it is of 2 kinds, ,z)iz., ekkuzaru 
and diguzaru. This consists of gliding over intermediate 
notes when going up or down from one note to another. 
Pia.vita halts at a note for the period of a few matras and 
brings out the colour of the neighbouring notes. Gumphita 
is also called Humphita, producing the souna 'hum'. 
Mudrita is defined ~$ the sound produced by closing the 
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mouth. Namita is got when the notes are moved in such 
a way that their tone is diminished and made subtle. 

Mr. Subbara.ma Dik~itar in his Sangita Sampradaya 
Pradarsini deals with the 15 gamakas of the Ratnakara 
with exhaustive reference to the technique of the playing 
on the vil).a. He considers that Lina, Andolita and Pia.vita 
are only varieties of Kampita. Under Sphurita he brings 
Pratyahata, Under Ahata he gives Ravai and Khandipu. 
Vali, according to him, can be applied to one, two or 
three notes. Under Ullasita he mentions ascending and: 
descending Zarus. Under Kurula he mentions 2 varieties, 
viz., odigimpu and orika. Tribhinna is explained solely 
with reference to the Vil).a. Taking the whole of his 
explanation into account, we find that the definitions do not 
agree entirely with the definitions of tfie Ratnakara in a11 
cases. In many cases we find the delinitions are exten­
sions of the original meaning of the terms and 
have reference to the Vil).a. Mr. Dik~itar's definitions 
and the definitions by others based on his may 
find support from prevalertt usage and tradition pertaining 
tO' Vit:i-a-playing. In this connection we have to note that 
in the Vadyadhyaya,, Sartigadeva elaborately deals with 
the various methods of playing on the Vit:i-a, which accord­
ing to him can be considered alankara.s. Similar to these 
are the gamakas of the Vit:i-a mentioned in the ancient 
Tamil treatise Pinga~a NighaI)ltu which are as follows:-

Kalittal, Summai, Kambalai, A!ungal, Silaittal, 
Tuvaittal, Silambal, Irangal, Imi!dal, Vimmal, Irattal, 
:8ngal, Ka~aittal, Ta!angal, Karan.gal, Araral and Isaittal. 

These are called the several qualities of tone got on 
the wire of the lute and are remarkable for their variety. 
Otherwise the gamakas are not explaiped in the available 
Sangita literature in Tamil. The 5 Jatis into which the 
22 Srutis have been divided also bear names like Dipta 
(i.e., illumined), etc., which seem to have some affinity 
with those of the above list. · 
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The gamaka has come to occupy a vital place in our 
system of music. It is not simply a device to make melodic 
music tolerable, and it is not its function merely to beautify 
music. It determines the character of each raga, and it is 
essential to note that the same variety of gamaka appears 
with different intensity in different ragas. The function 
of the same gamaka in different rag.as varies subtly and 
establishes all the fine distinctions between kindred melo­
dies by an insistence, which is delicate but withal emphatic, 
on the individuality of their constituent notes. The 
gamak.a makes possible the employment of all the niceties 
in variation of the pitch of the notes used and is there­
fore of fundamental importance to our music. If the 
personality of any raga is to be understood it cannot be 
without appraising the values of the gamakas which -
constitute it. 



CHAPTER VI.· 

The meaning of the ragas. 

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



160 '!'HE RAGAS OF KARNAtIC MUSIC. [CHAP. 

day. This fact has been recognised by even Sri 
Tyagaraja who has composed a song in this raga in­
voking the Deity to awake from sleep. But it must be 
understood that a raga cannot be labelled as expressing 
one particular rasa alone. The power of a raga to express 
different complex emotions is. brought out in the com­
positions of Tyagaraja and others. The same raga 
is employed in the rendering of different rasas by 
Tyagaraja. In the Rama Nataka of Arm)acala 
Kaviraya, Madhyamavati is employed to express anger, 
joy and also the narration of the rout of RavaJ].a's forces. 
To express grief through lamentation such different ragas 
as Anandabhairavi, Kambodi, Ahiri, and Bhupala, are 
used. Such examples are innumerable and can be quoted 
by reference to the works of Gopalakrg1a Bharati, Kavi­
kufijara Bharati, Sri Narayar:ia Tirtha, etc., whose works 
are operatic in form and hence afford valuable material 
for study in this connection. The nature of emotional 
experience should be correctly understood in order to 
appreciate its expression through a raga. Mr. F. Howes 
says that emotion is rarely experienced pure ( i.e., as pure 
fear, pure anger, etc.). "The complexity of the experience 
of the civilised adult is such that he rarely experiences any 
of these crude (primary) emotions in a pure form. Far 
more frequently two or more emotions are aroused simul­
taneosuly and blend to form secondary and tertiary emo­
tions. These primary and derived emotions are blended with 
one another and modified in a hundred ways. Sometimes, 
an instinct may be aroused pure but more frequently our 
feelings are blends of several instinctive emotions." The 
raga has in it the power of expressing all this complexity of 
emotional experience. It is wrong to say that a raga 
possesses only one psychological property. An infinite 
variation in the expressive power of a raga can be effected 
by the use of suitable gamakas, adequate intonation, 
emphasis and rhythm. Allied to this topic is the genetic 
theory of the raga, advanced ( vide The Hindu, 
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December, 14, 1934) by Dr. R. Va·idyanathaswami, 
Reader in Mathematics, The University of Madras. He 
says that the raga must be looked upon as '.a form created 
by a psychic movement of self-expression and moolded 
into shape by the operation of inevitable aesthetic laws'. 
He calls this the genetic theory of the raga. His view is 
that the 'raga may be considered as the complete musical 
expression of a single definite mood or as the total musical 
functioning of a definite mental being'. We are not here 
concerned with the other aspects of the theory. But it 
seems that the mood of the raga is more easily understood 
than expressed. Music expresses through suggestion, and 
not through direct speech. The ragas a.re eloquent vehicles 
of emotion with a limitless but inarticulate power of ex­
pression. A genius bends them to his purpose and makes 
them carry his message. 

21 



CHAPTER VII. 

The Analysis of Ragas. 

Prefatory note.-The aim of this chapter is to define 
the lak~aJ.la, as embodied in standard compositions and 
texts, of the most popular among the ragas that have been 
recognised as belonging to the system of Karna.tic Music. 
Among the authorities Ve1i.katamakhin and Govinda ( the 
author of the Sangita Sastra Sarhk~epa which may be said 
to represent the school of Tyagaraja) are taken to be the 
foremost. The evidence of compositions is treated as a 
fundamental factor in the definition of the lak~aJ.las. 
Among the thousands of rag.as that are obtained as a 
result of permutation in the Me\akarta scales, only 
those that are well-known ·and seem to be specially import­
ant from the points of view of different authorities and are 
embodied at least in Gitas are considered here. This 

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

· The athsa, graha and nyasa alone are mentioned in 
111ost of the lak~aJ,lagitas and slokas. But they lack an 
air of reality, because in almost every ca,se one single note, 
viz., Sa is given as representing all the three. As regards 
the Athsa, as has been pointed out already, one note is not 
always sufficient to represent the character of a raga; only 
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a group of notes is able to do so in almost every case. 
Hence it seems advisable to take the Arhsa as indica,ting 
a characteristic phrase. ( Kallinatha has admitted this 
interpretation in his commentary) . The Arhsa is also 
given as a single note whenever textual authority and 
practice warrant such usage. The Graha is, according to 
modern practice, usually any note of the arohat:ia or the 
avarohat:ia of a rag.a. The Nyasa is always the $ac;1.ja. 
No distinction is now made between Apanyasa, Sannyasa 
or Vinyasa. These were distinguished in Grama music; 
for instance, Sannyasa was the final of t ht first Vidari, but 
in modern practice, practically no difference is ma.de 
between the first and subsequent vidaris, so far as the rules 
of their structure go. Hence all these terms mean only 
the notes on which intermediate plirases in a song end, 
and these can he any one of the arohat:ia or avarohat:ia. 
Hahutva and alpatv.a play a vital part in current music and 
Bahutva and alpatva play a vital part in current music and 
Mandra limits are also significant and a number of rigas 
are assigned a definitely fixed range within the madhya and 
mandr.a octaves, e.g., Kurafiji, Punnagavarali, etc. 
$a<;lava and au<;lava are constituted freely in accordance 
with the spirit of the raga; so also antar-amarga, which 
has lost its old significance a.s applied to grama music. 

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

V. -Venkatamakhin. Mr. Subbarama Dik~itar 
(SD) has admirably explained his lak~at:ia,s in the Sangita 
Sampradaya Pradarsini. 

G.-Govinda, the author of the Sangita Sastra 
Sathk~epa, ( The gitas attributed to hiPl are also included 
in this group). 

T.-Tulaja (For many of the ragas he gives the 
equivalents in grama music.) 
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GD.-Govinda Dik~ita. 

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

RL.-Raga Lak~a1,1a ( from a manuscript of 
Tanjore, Published in Poona.) 

SK.-Sarigita Kaumudi ( A work in Sanskrit, of 
recent composition, dealing exhaustively with raga­
Iak~a,1,1as. Hanuman is made the exponent.) 

RV.-Raga Vari:ia Ninipai:iam (A fragmentary 
copy in the Madras G. 0. Mss. Library. The Saficaris 
given are classical.) 

SV.-Sarigita Vi~aya (A fragmentary copy found 
in the G. 0. Mss. Library, Madras.). 

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

The vibrational values of the notes as they occur in 
the different ragas .are given under each heading. The 
figures are based on the prayogas of the standard com­
positions, ·and were derived by observations on the sono­
meter. Every care has been taken to render them as 
accurate as possible having in view the capacity of the 
instrument. 

The names of the 7 notes are denotea by their initial 
letters; a capital letter is assumed to indicate a long svara. 
The number of the vibrations of the sv·aras noted are 
given with reference to the keypote Sa 256 vibrations 
per second. It must be remembered that often when a 
note ascends to another which is situated higher, its sruti 
value is slightly increased, and when it descends to a lower 
note· this value is slightly decreased; and also that fre­
quently in a slow 'V arek' proy.aga covering two notes 
( which are consecutive or otherwise) the second note is 
not completely reached ( vide Chapter II, Svaras and 
Srutis). 
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The me!akarta ragas are given their current names 
and are reckoned by their serial numbers. Under each of 
them, the name given by Venkatamakhin is also noted. 
The Graha, Ari1sa and Nyasa are Sa except where other­
wise stated. 

Piiri;1a or 'Sampiiq1a' means regular; 'Vakra' is 
irregular; 'Varjasvara' is an omitted note. 

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

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

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

( iii) Number of vibrations of the sva.ra in Kampita. 

This Kampita is assumed to represent the simplest 
form of the gamaka applied to a note, i.e., the note is 
shaken in a leisurely and prolonged manner without 
touching either of its adjoining notes"' With this gamaka 
the maximum peri~d of pause is possible on a note. As 
contrasted with this gamaka is its variety which touches 
or seems to touch the .adjoining note. 

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

N,o. ( 1) KAN AKAlilGI. 

Venkatamakhin gives the name ~anakambari for this 
raga. According to him the G and N are omitted in 
ascent. N is V.akra. Under this definition of the raga 
he describes Mukhari as also omitting G and N in ascent; 
he states that it is Sampiiri;ia and consists of Suddha 
Svaras. He describes Mukhari Mela as one of the 19 
popular Me!as of his time, and identifies it with the Sudcllia 
scale of Bharata and Sarngadeva. Accordingly, S, M arid 
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P, are of four srutis, N and G of two srutis, and Rand D 
of three srutis. This establishes the fact that the original 
Suddha Svaras of the Sanskrit texts are still alive in the 
Suadha scale of Karna.tic music. 

Govinda in his Sarigita Sastra Sarik~epa gives a 
somewhat different defif!ition. He describes Kanakangi 
as consisting of the seven Suddha Svaras which are Ptirna 
in ascent and descent. This qualification is common to all 
his definitions of Me!akartas. But like Verikatamakhin 
he makes the Aroha of Kanakarigi Vakra-Samptirl)a 
namely S G R G M P D N D S. The avaroha is Pur:r:ia. 
In the gita, however, both the aroha and avaroha are called 
Sampt1n:1a. (This prayoga seems to be supported by the 
evidence of Tyagaraja's songs in similar scales). This 
scale is called in the gita 'Me!adhikara Kanakarigi'. This 
name is repeated in S.V., and in R.L. In them, excepting 
omissions, the names by which the melas are well-known 
are given. All the modern names of the 72 scales are 
mentioned in the Drupadas attributed to Bijou. Naick. 

(It may be pointed out that Govinda uses Venkata· 
makhin's n'ames of Me1akarta but in the body of the 
lak~a:r:ia sl,okas gives the popular names as opposed to 
Venkat,amakhin's. But Verikatamakhin's names are given 
in a corrupted form, e.g., En·adyuti for Phenadyuti, 
Rtipyanaga for Rtipavati, Vasantabhairavi for Vati­
vasantabhairavi, etc. Thus Venkatamakhin's names as 
reproduced by Govinda of ten lack their mnemonic 
syllables.) 

In its unalloyed ( Suddha) form Kanakangi takes the 
following values :-S=l, R 1019, G=75l64, M=4l3 
P-=312, D=-513, N 2251128, S (Octave) 2. These repre­
sent the srutis in terms of intervals which are well-known 
at present, and also other intervals derived from these. 
The ratios, if strictly based on the values of Suddha 
Svaras, would be:-
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Sa=l, R 25122, G=27l22, M 31]22, P-35j22, 
D=l9I 11, N 20111, and Sa (Octave) 2. (These 
Svaras ao not seem to differ from those employed in the 
chant of the three Vedas). This easily shows that the 
identification of Catussruti R with suddha Ga and 
Catussruti D with Suddha N is not quite correct ( vide 
Chapter II, Srutis and Svaras), because the values of these 
notes fluctuate round the absolute values assigned to them, 
though in some phrases the above identification occasionally 
holds good. Sometimes R=16I 15 or 2561243 and D 815 
or 128181. 

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

s. R. G. M. P. D. N. s. 
I. 256 284"4 300 341·3 384 426·7 450 512 

II. 273·6 287·9 409·6 432 
269·7 404·4 

III. 273·6 287·9 341 ·3 409·6 455 
to to to to to 

287-9 300 345·6 43l 460·7 
IV. 284·3 307 352·6 432·1 454. 

Group IV indicates the vibrational values of the 
Svaras produced in strict .accordance with the Suddha 
Scale. 

No. (2) RATNA1VGI. 

(a) Sampuri:ia in ascent and descent; Me1adhi­
kara-G. 

do. do. do. -RL and SK. 

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

(b) R. G. M. D. N 
'- _, 

I. Same as those f;;; No, ( 1 J. 455·1 
II. do. do. 460·7 

III. do. do. 455·1 
to 

466'2 
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No. (3) GANAMORTI. 

(a) Sampiiq1a in ascent and descent-G, RL and 
SK; called Ganasama Vara.F by V according to whom 
Sama Vara!i is sampuq1a. ( But in his gitas generally 
the notes supposed to be affected by Vivadido~a are given 
Varja-Vakra treatment.) 

(b) R. G. M. D. N. 
______ .,,.. ____ _, I. 479·9 

Same as those for No. ( 1). II. 486·0 

No. (4) VANASPATI. 

III. 479·9 
to 

491·5 

(a) Sampuri;ia in ascent and descent-G, RL and 
SK. Named 'Bhanumati'; SarnpurI_la-V. 

(b) R. G. M. D. N. 
'-·---v----' I. 426'7 455·1 
Same as No. 1. II. 432·0 460·7 

III. 426'7 455 
to to 

435·5 469·3 

Ne. (S) MAN AV AT!. 

(a) Sampurrya in ascent and descent-G, RL and 
SK. 

Named 'Manorafijani', samptin;ia; Ga is vakra 
in ascent.-V. 

I 

(b) R. G. M. and D. N. .._ ___ ___ _ _, 

Same as for No. ( 4). I. 479·9 

II. 486 
III. 479·9 

to 
491·5 

No. (6) TANAROPI. 

(a) SampiirI).a in ascent and descent-G, RL and 
SK. 

Named 'Tanukirti'; Dis vakra in descent.--V. 
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(b) R. G. M. D. N. 
I. 455·1 

Same as for No. (5) Same as for No. 3. 
IJ. 460·7 

466'2 
JI I. 455 to 486. 

No. (7) SENAVATT. 

(a) Sampt1n:1a-G, RL and SK. 
'Senagrai:ii'; Ma and Dha are vakra-V. 

(b) R. G. M. D. N. 
I. 27.3 303·3 341·4 409·6 

Same as for No. ( 1 ). 
IL 269·7 307·2 404·4 

284·4 312·9 426·7 
III. 269·7 297·5 341·4 409·6 

lo lo to to 
284·4 3(17 2 349 4.22. 

No. (8) HANUMATTOI)I. 

(a) Sampurr:ia-G, RL and SK. 

'Janato<;li'; defined as To<;li, piirt:ia, sung in the 
evening. V has Komala Ri and Dha; Nyasa is Dha 
and athsa Ga-A. Under this me!a 'Suddha To<;li' which 
omits Pa in ascent and descent is given as a janya by G; 
A's 'Marga To<;li' and RL's To<;li a.re the same. Now 
practically no distinction is made between the two varieties 
of 'To<;li'. In the saficari given in RV, Pa is very sparingly 
used. 

(b) R. G. 
I. 273 303·3 

II. 266"7 307·2 
2o9·7 297·5 
284·4 312·9 

III. 269·7 303·3 
to to 

287·9 330 

M. 
341·4 

• 

341·4 
to 

345·6 

D. 
409·6 
404·4 
399·9 
398·5 

409·6 
to 

444·6 

N. 
455·1 
460·7 
464·1 
459·1 
469·3 
455 

to 
469 
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JANY AS OF TOI)I (i) BHOPALAM. 

(a) s r g pd s-s d pg r s-G. 
do. but ·assigned to Karta No. (9)-V. 
Omits ma and pa, and belongs to Bhairavi 

me!a-G.D. R and L are Komala; g is arhsa. 
Saficiiri : g p d s r g r s s d p g p g r g r s d S 
etc.-A. 

RL and SV agree with G. 
(b) R. G. D. 

404·4 
409·6 
,399·9 
404•4 

I. 269·7 303·3 
II. 273 307·2 

301·7 
III. 269·7 303·3 

to to 
287·9 310·7 

(ii) ASAVERI. 

to 
426-7 

(a) g and n a.re omitted in ascent and the descent 
is regular. 

s r m p d s-s n s p d m p r g a-G. 
Born of 'Garuri' me!a; in ascent g and n are 

omitted-A. 
Derived from To<,li Me!a; in ascent g and n 

are omitted-RL. 

Derived from 
Tocji Meta. 

s r m p d s-s n s p d p G r s-SK. 
s r MP d S S n-d d P mg g r S-SV. 

(b) 

Omits g and r in ascent-V. 
R. G. M. D. 

I. 273 303·3 341"4 409·6 
IT. 269·7 307·2 404·4 

284·4 
III. 273 409·6 

N. 
460·7 
455·1 

455·1 
to to to 

278 449· 3 469 

(iii) PUNNAGAVARA{-1. 
(a) Piin;ia in ascent and ldescent; 'madhya raga' 

meaning that the 'tara' octave is not reached. 
s r gm p d n-n d pm gr s n-G. 
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Its range is from mandra~a<;Ija ni to the dha 
above-V. 

'This is the embodiment of sound' ; sam­
piiri;ia in ascent and descent; N S R G m P P D-d p M 
GrssN-SV. 

RL and SK agree with G; RV gives a good 
saficari. The raga assumes the Catussruti R in phrases 
like gr gm p. 

(b) R. G. 
303·3 
307·2 

D. 
404·4 
409·6 
426'7 

N. 
45.:d 
460·7 

I. 269·7 
II, 266·7 

2n 
284·4 
2<J6'7 III. 

to to 
284·4 310· 

(iv) DHANYASI. 

(a) s g m p n s-S n d p m g r s-G and RL. 

(b) 

n s G m p N S-n d p m g r s; classed un~er the 
20th Me!akarta-V. 

Omits r and d in ascent, and consists of sud­
iclha svaras-A. 

Belongs to 'Sri raga me!a' and is bereft of r 
and d; 

Dis an aU<;lava. (This classification is akin to 
Venkatamakhin's)-G.D. Govinda Dik~ta's 
definition is repea.ted by Tuµija. 

The following saficari is given in R.V.-S n 
s-n n d n s n n id d p-n n s-n s g g r-S 
g r m g g r r s-n s g g m g m p-m p d­
m d p d-m p m p-g m p n n d n d-p d d 
-mp p-etc. ' 

R. G. 
I. 273 307·2 • 

II. 269·7 303·3 
III. 266·7 307·2 

to 
273 

to 
317 

D. 
409·6 
404·4 
399·9 

to 
409·6 

N. 
460·7 
455·1 
455·1 

to 
464·1 
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(v) AH/RI. 
(a) Sampuri:ia vakra in ascent and sampO.rr;ia in 

descent. 
S r s g m p d n s--S n D p m g r s-G. 
Classed under the 20th me!a. by V. The notes 

of the raga are : 
s rs gm p d n s-S n D p m Gr s. 

Govinda Dik~ita' s definition includes several of 
the raga's current aspects. According to 
him, Sa, ma, pa an1d dha for this raga are 
suddha; ri is pafica.sruti ; ni is kakali; ga is 
sadharai:ia. 

According to Tu!aja this is a T.akka Bha~a, 
and derived from Bhairavi Me!a; puri:ia, to be sung in the 
evening; in the ascent and descent the notes occur in vakra 
combinations. He gives the saficari: M g r s-n s r r S­
g g r g m p d d p p S-S n d d p-m p d p p m g r s n S 
etc. 

RV gives: m p n s n s r-n s m g m p-g m n 
d p, etc. 

RL agrees with G; SK classes the raga under 
the 14th me!a with the saficara :-S r s g m p d n s p n s­
s n D p Mgr s. 

The current Iak~ai:ia of the raga includes all 
the features noted above ; suddha ri and dha, sadharai:ia, ga 
and ni predominate; sharp ri antd dha, antara ga and 
kakali ni are accidental notes. 

(b) R. G. D. N., 
r. 21.~ 307·2 409·6 460·7 

II. 266'7 303·., 404·4 455·1 
269·7 320 _ 426'7 479·9 
284·4 324 432 486 
287·9 

III. 269·7 307 409·6 460·7 
to to to to 

i~7 322 435 419· 



VII.J THE ANALYSIS OF RAGAS. 173 

No. (9) DHENUKA. 
(a) Mefadhikara and sampuri:ia-G; called Dhuni 

bhinna ~a.c;lja by V. 
(b) R. 

I. 269·7 
II. 280 

III. 269·7 
to 

273 

!ANYA 

G. 
303·3 
311·1 
303·3 

D. 
404·4 
409·6 
404·4 

to to 
320 426 

(i) TAKKA. 

N. 
486 
479·9 
479·9 

to 
491 

(a) Riis varja-vakra in ascent; s gm pm d n s­
S n d p m g r s-G and RL. 

Assigned to the 15th me!a by V who defines it 
as omitting ri in ascent, anld ni in descent, with a meagre 
use of pa in both. Its safirara is given by Mr. Subbarama 
Dik~itar .as S g m d cl n d S or S g m p m g m d n s-S d 
m g r g s or S n d m p m g m r g s. 

R and D are koma]; D is omitted in aroha-A. 
15th me!a; pis meagrely used; in ascent and descent distant 
notes are combined; saficari :-M g m r r g m d d N S-n 
d mm r gr r gm S-s mp n gs m etc.-T. 

(b) R. G. D. 

J. 269·7 303·3 404·4 
II. 273 307·2 409·6 

III. 266·7 303 399·9 
to to to 

280 311 409"6 

No. (10) NATAKA PR'IYA. 

N. 
455.1 
4(i0·7 
455 

to 
464 

(a) Sampuri:ia-G, RL and RS; Called 'Natabha­
rat,1am' by V who says ri is omitted in ascent and Dha is 
vakra in ascent and descent; SD's saficara is given as 's g 
m P n d n s S-S n d n P n p m g g r r s'. 

(b) R. and G. D. 
Same as for No. (7). I. ,426·7 

II. 432 
III. 426·7 

to 
455 

N. 
455·1 
460·7 
455·1 

to 
469 
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No. (11) KOKILAPRIYA. 

(a) 'SampiirJ)a'-G and RL; according to V, ga is 
omitted in ascent. 

(b) R. G. anu D. NI. 
Same as for No. ( 10) I. 486 

Nio. ( 12) ROPACATI. 

(a) 'Sampiiri:ia'-G; according to V, ga dha and 
ni are successively omitted in ascent, and dha is vakra 
in descent. 

(b) R. G. and N. 
Same as for No. ( 11) 

No. (13) GAYAKAPRJY A. 

D. 
I. 455·1 
II. 460·7 

435·5 
440 

(a) 'Sampiiri:ia-G; V calls this 'Hejjajji' raga, 
which omits ni in ascent. His name for the scale is Geya­
Hejjajji. 

(b) 

JANY AS: 

R. 
I. 273 

If. 

G. 
320 

D. 
409·6 

N. 
450 
449·4 & 436·8 

(i) HEJJUJJJ (1a) omits n in ascent-G, RL & SV. 
GD describes this as a mela with antaraga and the rest 
suddha svaras; Tu!aja gives the same lak~at_1a and observes 
that from this me!a 'Hejjajji' and other ragas originate. 
He gives the phrase D n d d p m-g m p Id D S. 

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

(ii) JUJAV Ail. 
(a) Riis varja-vakra. Saficara: s m g m p d n s­

s d n d pm g s-G; RL names it Jujahu!i or Siujaskavali 
with the same saficara with descent as s n d p m g r g s; 
SV gives the Saficara: s M g M p D n s-d N d p p M g S, 
naming it Jujahuri. 

(b) Svara values same as for No. (13). 
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N. 
III. 450 to 455 · 1. 

(iii) KALGAI)A. 
(a) s r g pd n s-s n d pg r s-G. SV gives the 

saficara: Sr Gp p D NS-Sn DP p GR S; it is named 
Kalanga<;Ia in RL. 

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

No. (14) VAKU{JABHARAf:IAM. 
(~) Sampuri:ia-G, RL, and RS; V gives the me1a 

the name 'Vati Vasanta Bhairavi' and ·adds that 'Vasan­
ta Bhairavi' uses pa sparingly. Tulaja gives the same 
description under the name Vasanta Bhairavi, and adds 
that in a.scent the phrase s r g m does not ocaur and in des­
cent pa is omitted. 

(b) R. G. and 1"'. 
Same as for No. ( 13). 

N. 
J. 455·1 

II. 460·7 
474· 

III. 455·1 to 469. 

N,o. (15) MAY.-IMAJ..AVAGAUI)A. 
(a) Sampuri:ia according to G, RL and SK. V 

gives the same lak~a,i:ia. Tu!,aja repeats it but adds that in 
ascending from madhya to tara ~a<;lja ga .and ni do not 
occur regularly, e.g., d s s r-s r m g r-m p d s S etc. 

(b) R. G. D. N. 
I. 273 320 409·6 479·9 

II. 269·7 324 399·9 486 
284·4 404·4 491·5 

426-7 497·6 
III. 266-7 J20 404·4 479 

to 
284 

!ANYA RAGAS. 
(i) SAVER!. 

to 
337, 

to 
426 

to 
486 

(a) s rm pd s-s n d pm gr s-G, RL, SK; Veti­
katamakhin defines this as puri:ia, ga and ni being omitted 
in ascent, and sometimes used as trisruti notes ( which is 
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still true); classed under 'Gurja.ri me!a' as an am;tuva by 
omitting ga and ri-GD; T agrees with V; RV gives the 
phrases :-d n d p d-r s r g s r s-r g s r m g r-S g r 
g pd n d p n d etc.; A omits ni altogether, but otherwise 
agrees with G. 

(b) R. 
I. 273 

Il. 266-7 
269·7 
~84·4 
269·7 III. 

to 
273 

(ii) GAUiA. 

G. 
no 
307·2 
324 

320 
to 

324 

D. 
426·7 
399·9 
409·6 
404·4 

404·4 
to 
426 

N. 
479·9 
486 
406 

460 
to 
479 

(a) D is varjavakra in ascent and descent; s r g m 
r m p n s-s n p m g m r s-G and SK; RL gives s r m p 
n s for ascent; V says it is ~alc;lava by omitting D, and uses 
G irregularly:-s rm p n s-s n pm r gm rs; A says it 
omits G and D; GD says it is ~~<;lava by omitting dha 
and has for amsa ni and ri; Tu!aja's treatment of ga is 
significant and illustrated in the saficari: r m P n s r g m r 
r s s n p-p m r s-S R G M R R .S etc. 

(b) R. G. 
I. 266-7 320 

II. 269·7 324 
273 

III. 266-7 

N. 
479·9 
486 

479·9 
to to 

273 491·5 
(iii) BAui1. 

• 

(a) Sr g p rl s--s n d pg r s-G, RL and SK; V 
defines it as omitting ma, and without ni in ascent. SD 
says that ni is sparingly used in ascent; according to GD 
ni is omitted but ma is arhsa; Tu!aj.a calls it Bahufi and 
defines it as $a<;1.ava by omitting ma: the phrase p d n s in 
ascent is rare according to him. 

(b) R. G. D. N. 
I. 269·7 320 409·6 479·9 

11. '173 32'4 
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Ill. 269·7 32v 
to to to 4 .. \ 

2" "o ~6 :: J .. , .... \:, 
(iv) NADANAMAKRIYA. 

(,a) Sampun,:ia in aroha and avaroha. 'Ma~ 
raga'. Saficara: Sr gm pd n-n d pm gr s N-G; RL 
defines it a.s sampftrr,:ia .and vakra and gives the saficara:­
S r g m p d p n s-n s n d p m g r s and an Andhra reading: 
s r g m p d n-n d p m g r s n; V describes it as piir.r,:ia; it 
is adorned by m, and omits gin ascent .according to Aho­
bala, who gives the phrases s Ms r gm M gmp d n d d pm 
p m p MM-S r MM; Sampurr,:ia, has antara ga and not 
sadharar,:ia ga-GD; in arohar,:ia and avaroha the mftrcha­
nas are not irregular-T; V, T and GD call it Nadarama­
kriya. 

(b) 
I. 

II. 
111, 

R. 
273 
269·7 
269·7 

to 
273 

(v) MECABAUJ..I. 

G. 
320 
307·2 
320 
to 

324 

D. 
409·6 
404·4 
409·9 

to 
426·7 

N. 
479·9 
460·7 
479·9 

to 
491·5 

(a) s r g pd s-s n d pm gr s-G. RL identi­
fies this with the Andhra reading, and in an alternative read­
ing includes ni in ascent; sampftrr,:ia and without ma and 
ni-V. T calls it pt1ri:i,a and gives the phrases: r s d r s­
d s r G-r g d d p p m m g g p d S-n d p M p d n d p m 
g r S r s n. 

(b) R. G. D. N. 
Their values are the same as No. (15). 

(vi) REGUPTI. 
(1a) Sr g pd s-S d pg r s-G, anid RL which 

ca11s it Revagupti; V gives the sam~ definition; T says it 
is auqava by omitting ma and ni. 

(b) R. G. D. N. 
I. 213 · 320 4()1)·6 -179·9 
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(vii) MALAHARI. 
(a) S r m p d s-s d p m g r s-G and RL and V; 

-do-in avaroha the flow of notes in complicated and 
dense T. 

(b) R. G. 
I. 273 320 

(vi¥i) MANGAJ;,AKAISIKA. 

D. 
4C9·6 

N. 
479·9 

(a) ri is varja vakra in ascent. Sa:iicara: s mg m 
pmD n s-Sndpmg r s-G. RLgives Smgmp dn s 
in ascent. 

(b) R. 
I. 273 

( i.t") P A/)1. 

G. 
1320 

D. 
40~·6 

N. 
479·9 

(a) s r m p n s-s n p d p m r s-G. RL names it 
also as Paha9i. V defines it as ~a9ava, omitting ga and 
using dha irregularly; in ascent dha is leapt over-T; 

(b) R and N. 
I. 273 479·9 

(.t') GAURI. 
(a) Sr mp n s-s n d pm gr s-G. According 

to V cyutapa.ficama is also used. SD gives the saficara 
'S r m p d n s-s n d p m p m g r s,' and remarks that 
cyutapaficama is used in descent. 

(b) R. G. D. N. 
I. 273 320 409·6 479·9 

(-t"i) SINDHURAMAKRIY A. 

(,a) S gm pd n s-s n pd pm g s-G. (Under 
this name T defines an uttariftga meta) . 

. (b) G. D. N. 
I. 320 409·6 479·9 

(.t'u) GAUJ;,IPANTU. 
(a) S r g rm p d p n s-s n d p mgr s-G and SK; 

V describes it as sampurJJ.a, and without g and.din ascent; 
T says it is a Bottabha~a, Piin;ia and in Aroha g and d are 
omitted and the descent is regular. RV gives the phrases: 
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Dpnsrs-nsrgrs-nsrmgrs-rmpmdp mp­
pm pd n d p-m p n s r-s r N d pp d M G r-DMG r-
r r gr s. 

(b) R. 
I. 273 

II. 

G .. 
320 

(~ii) SAURA$TRA. 

M. 
341·4 
345·6 

D. 
409·6 

N. 
479.9 

(,a) S r gm pd n s-s n D pm gr s-G and RL. 
According to S. K. the saficara is 's r gm p D n s-s n d n d 
pm gr s'. V says that it is sampun:ia and uses occasionally 
paficasruti dha, which is true to modern practice, which 
almost exclusively uses the sharp d; the Kaisiki ni is an 
accidental note; RV gives the phrases: S g r s n s r s­
n s d n s r-n d n s r s-S S d p m g r-p n d p m g r etc. 
T classes it under this me}a anld says the notes are regularly 
and irregularly applied. He gives the phrases: s r s n D p 
-p d p d n d p-p m G r g m P p etc. 

(b) R. G. 
I. 273 320 

(xiv) GURJARI. 

D. 
409·6 
426-7 

N. 
479·9 

• 460·7 

(,a) s r gm pdn s-s d n p mgr s-G. According 
to V it is sampun:ia. and has ri for graha; T says it is 
purr:ia with the phrases : r s n p-d s r s n s n s-r s n s­
d s r s-r g Pm g s-D n s d p M-p mg gr-rs n s S: 
Ahobala says 'Dak~il).a Gurjari' omits m and n in avaraha, 
e.g., g p id s r gr s d n d p d p gm g r S. 

(b) R. G. D. N. 
t73 320 409·6 479·9 

(~) PARAJU. 
(1a) Sampftn;ra according to G, V and RL. SK 

gives as saficara: S G m p d n s-,s n d p m G r s. 
(b) R. G. D. N. 

I. 273 320 409·6 479.9 
• 

(m) PORVI. 
(G) s r gm pd n d s-s n d pm d mgr s-G. V 

calls it sampiiri;ia. RL calls it piirt;ia but gives an Andhra 



THE RAGAS OF KARNATIC MUSIC. [Caa. 

reading which agrees with G's. Tu1,aja gives the phrases: 
-S g r g m p d N d d p S-s n d p ni g p m g G r s. 

(b) R. G. D. 
I. 273 320 409·6 

(mi) VASANTAM. 

N. 
479·9 

(a) s gm d n s-s n d mgr s-G. V says it is 
sampiiqia with vakra ga in ascent, r being varja: it takes 
the cyutapaficama,. In present practice, this raga uses 
sharp d more often than the flat. 

(b) R. G. 
I. 273 620 

(mii) LAL/TA. 

D. 
409·6 
432 

N. 
419·9 

(a) Omits pa-V. Ahobala gives the same lak­
~aI).a and gives the phrases : s r g m d n s s n d m-g r s r s 
n s n d n n s r gm gr s n s etc.; GD gives the same lak­
~aI).a; Tu!aja says it is a Takkabha~a. He gives the 
phrases: n s r m g r-r s n s n s n d-m d n s r-r m m d­
m d n Sn d n d mm gr r S etc.; Tyagaraja's song begin­
ning with the word 'Sitamma' has been traditionally handed 
down as composed in Lalita with the saficara 's m gm d n s 
-s n d m g r s', using sharp dha. 

(b) R. G. 
I. 273 320 

D. 
409·6 
4'32 

No. (16) CHAKRAVAKAM. 

N. 
479·9 

(,a) SampiirI).a-G, RL, SK and RS. V gives the 
name 'Toya Vega Va.hint. Accoriding to him 'Vega 
VAhini' is Sarnpuri:ia. 

(b) R. G. D. 
I. 273 320 432 

II. 269·7 324 426-7 
No. (17) SORYAKANTAM. 

N. 
455·1 
460·7 

(ia) SampiirI).a-G, RL, SK and RS. V gives it 
the name 'Chayavati; and says it omits Pa in aroha. 

(b) R. G. D. N. 
I. Same as for No. (16). 479·9 

II. 486 
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JANY A RAGA. BHAIRAV AM. 

{1a) s r g m p d n s-s d p m g r s-G. RL says 
it is vakra piiq1a in descent. V calls it puri:ia and assigns 
it to the 16th me!a,; Subbarama Dik~itar gives it the safi­
cara :-s r g m p d n s-s d p m p m g r s. 

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

No. (18) HATAKAMBARI. 

(a) Sampiiq1a-G, RL, SK and RS. V calls it 
'Jaya Suddha Ma,!avi', pt1qia using vakra dhaivata .. 

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

II. 440 

No. (19) .THANKARA DHVANI. 
(a) Sampftq1a-G, RL, SK and RS. According 

to V, its name is 'Jhankara Bhramari' and ni is omitted in 
ascent. 

(b) R. G. D. 
I. 287·9 307·2 409·6 

II. 

Mo. (20) NATABHAIRAVI. 

N. 
• 450 

436'8 

(a) Sampiiri:i-a-G, RL, SK, RS and RP. V calls 
it 'Nari Ritigaula'; according to him Ritiga.u}a omits ic:lha 
in ascent. S. Dik~itar gives the saficara s r gm p d p n s­
s n d mg r s; Tu}aja defines the Bhair.avi me}a with suddha 
m and d, sadhara1:1a ga, Kaisiki ni and paficasru.ti dha. 
This is to be noted, cf. V. Govinda Dik~ita .also similarly 
defines the Bhairavi meta. 

(b) R. 
I. 287·9 

II.· .. 

JANY A RAGAS. 

(i) BHAIRAVI. 

G. 
307·2 

• 

D. 
404·4 
409·6 

N. 
455·1 

(a) G defines it as 'pavarja vakra' in ascent and 
'pavarja' in des~ent :-s r g m n d n s-s n d m g r s. 
According to RL, it is sampun:ia in ascent and omits pa in 
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descent. According to SK it is sampiiri:ia. V defines it 
as sampiiq1a and as taking paficasruti dha occasionally. 
According to RP it is sampuri:ia. A assigns it only 
flat dha, with the phrases :-s r g m p d n-s n d p m g r s 
-s g m g m g m p m g r s. T says it is Upa.Iiga, named 
'Bhairavi': Dha is amsa : Sampftrr,:ia with the phrases:­
g r s-s r s n n d-p d n d p m-p d n s-n s g m g m­
g m n n d n-p d n-s n n s. Present practice assigns it 
sharp and flat dha. 

(b) R. 
I. 287·9 

II. 284·4 
291·6 

III. 287·9 
to 

300 

(ii) RITIGAUf...A. 

G. 
307·2 

303·3 

307·2 
to 

317·7 

n. 
404'4 
432 
409·6 
426·7 
436·8 
404·4 

to 
419 
432 to 
449 

N. 
455·1 

449·4 
460·7 

455·1 
to 

374 

(a) 'Sampiirr,:iavakra' in ascent and descent: s g r 
g m n d m p n s-s n kl m p d m g r s-G. According to 
RL it is pftrr,:iavakra in ascent and pa is omitted in descent: 
S g r g m p m n d n s-s n p m g r s. SK defines it as 
S gr gm n s-s n d mp mgr s. According to GD, n is 
arhsa, and the raga is purr,:ia. Tu{aja says that in descent r is 
omitted and miirchanas ending in pa are many. In des­
cending from s to p, d is omitted. He gives the phrases:­
g m g r G r s-g m n d m N N-d m G r-n n n-g r s 
etc. Dha flat and sharp are used. 

(b) R. G. 
I. 287·9 307·2 

(ii) JAY ANTASRI. 

D. 
404·4 
432 

(a) sgmdns-sndmpmgs-G. 

N. 
455·1 

(b) G. D. N. 
I. 607-2 409·6 455· t 
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(iv) HINDOJ;.AM. 
(,a) R and P are varja and v.akra is ascent: s m 

g m d n s-s n d m g s-G. RL defines it as S g m d n s­
s n d m g s. V calls it au<;luva by the omission of ri and 
pa; ditto, A and GD. 

(b) 
I. 

II. 

(v) ABHERI. 

G. 
307·2 
303·3 

D. 
426'7 
404·4 

N. 
455·1 
460·7 

(,a) S g m p n s-s n d p m g r s-G, RL, and SK. 
According to V it is puri;i~ and omits pa in ascent. SD 
gives it the saficara :-s m g m p s-s n d p m g r s. GD 
classes it under Ahari me!a, which gives all the above 
notes. He calls it piiqia. Tu!aja puts it under Bhairavi, 
and names it Paficama Bha~a. He gives the phrases:­
g mp s s-r sn s-n dpmgm-p s S M-m mggsn S 
S-P mmggss-S mgm P s nn-s S ndp-mM m 
g r s; RP classes it under the same meta. Dha .sharp 
is at present ,used, contradictory to lak~at;1a. 

(b) },{, G# D. N. 
I. 287·9 307·2 409·6 455· 1 

432 

(vi) UDAY ARAVI CANDRIKA. 

(1a) S g m p n s-s n p m g s-G. V admits the 
saficara but places it under No. (9). Tu!aja derives it 
from Nata,me!a with dha and g.a omitted. He gives the 
phrases :-s n p-s n p m r p m-p s n s-r r p m p­
s n n s etc. 

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

(vili) ANANDA BHAIRAVI. 

(a) G calls it sampiir1_1a vakra in ascent and sam­
pfiri;ia in descent. According to V, fi is omitted and dha 
is vakra in ascent, and the raga is sampiirt;ia. RL defines 
it as S g m p n s-s n td p m g r s and also s g r g m p d p 
n s-s n d p m g r s. SK gives s g r g m p d p s for 
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ascent. A derives it from Bhairavi and gives:-n n s g 
Ggrsrrsns-nnmggmmpmggmgG gr s n 
N sM-DpmmpmggmgGgggGgrsnnsggr s 
n n S Sas saficari. Tu.!aja says that the ascent and descent 
of notes are not regular but complicated e.g. :-P d p m 
P m m g g r s n n s-g g s-P p S s-n n d-d p p m­
m g g r s-n n s g G S etc. RP gives Dha as arilsa and 
gives m p d P S n-d p M G r s n S etc. Antara ga 
Kakali ni and sharp dha are admitted now as accidental 
notes. 

(b) R. 
I. 287·9 

( vi'ii) DEV AKRIY A. 

G. 
307·2 
324 

D. 
409·6 
432 

N. 
460·7 
479·9 

(a) 'Madhyaraga'. Pa is varj.avakra in ascent 
and db.a is vakra in descent :-s r g m n d n-p d m g r s n 
-G. This saficara is called 'Andhra' by RL, which gives 
also s r gm d n s-s n d mgr s. (V's Devakriyi corre­
sponds to G's Suddha saveri) RP describes it as purl}.avakra 
under No. (20) with dha for amsa.. T agrees with V. 
Catussruti dha is also used. 

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

(is) MANJJ. 

(a) Sampurl).a-G and RL. SK defines it:-s r g 
m p n d n s-s n s p d p m g m r g s. V calls it sampii.rl}.a 
and SD defines it :-n s R g m p d n s-s n Id p m g r s. 
Sharp dha is now used as an accidental. 

( b) Svara values same as for Bhairavi. 

(~) NAYAKI. 

(a) Ga is 'Varjavakra' in aroha and sampiiri:ia in 
de~ent:-s r gm pd N td p s-s Nd pm Gr s-G. RL 
calls it 'Andhra' in form. V says it is sampiir,;ia and sung 
according to practice and classes it under No. (22). Now 
t!ie. r~ga adopts s~rp dha .only. 
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(b) R. 
I. 287·9 
II. 291·6 

III. 

G. 
303·3 
307·2 
301.3·3 
to 

311·1 

(xi) GHA!yTARAV AM. 

D. 
432 
437·4 

185 

N. 
455·1 
460·7 
432 
to 

455 

(1a) Sampiiq1a with dha for graha-V. SD ·says 
that this is traditionally called Ghai:ita and gives its miircha­
na as s g r g m p d p n d n s-s n d p m g r s. In this raga, 
suddha ri, sharp ri, flat and sharp dha occur. In ourrent 
usage suddha ri and suddha dha predominate. RL under 
this mela gives the saficara :-s g r g m p n d n s-n s n d 
pm pm gr s. SK classes 'Ghai;itaravam' under No. (8) 
with the saficara :-s r gm p n s-s n d p m g r s; it adds the 
phrases S n D p d n s and G r g m p and calls the raga 
'satikrama'. A calls it Gha:i;ita, assigns it komala dha, and 
gives the saficari :-g m p d n s-r s n s n Id p m g m p d p 
mgmpmgtssrssn-gggmpdpmg rs s r s n 
-gmpdnsndpmpmpmgmgrgrsn-p 0 d n S 
r s n S. RP classes 'Ghai:ita' under No. (20) and calls 
it sampiiri:ia vakra in aroha:i;ia and avarohai:ia. GD puts 
Ghai:ita under Sriragame!a, with dha for athsa; it is piiri:ia. 
T gives for it the following saficari under Bhairavi me!a :­
p tn p g r s g r n s g r g m p-n d P-N S-n s n id P­
trt p n d p-p mp mgr s gr n S S-N sgr-gmgr­
S g i" r s d d p-m p d P s S S-n s n d p m p-n d p-p 
p p trt g r s g r n S S. 

(b) R. G. D. N. 
I. 273 307·2 409·6 460·7 

287·9 432 

No. (21) K!R-AV Aljl. 

{d) Sampru;ta--G, RL, and SK. V calls it Kirai;ia.­
vflti, 'frith pa v.akra and ma otnittecf in ascent .and iti des­
certt 'takrt dhi and ma. 

(&) R. G. D. N. 
I. 281·9 1307·2 -409·6 479·9 

24 
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No. (22) KHARAHARAPRIY A. 

(a) Sampuri:ia-G, RL, SK and RP. V calls No. 
(22) by the name Sri with puq1a aroha and the slight 
use of dha, and vakra ga in descent. SD gives S r m p n s 
-s n p d n p m r g r s. 

(b) R. G. D. N. 
1. 287·9 307·2 432 460·7 

JANY A RAGAS. 

(i) SRI. 

(a) Avaroha is sampuri:ia vakra. Sr mp n s-s n 
pd n pm r gr s-G and RL. A says it omits g .and d 
in ascent and gives the sa.ficari :-r r p m g r g r s S S n s 
ndpmpnns-nSrmmppnnSrgrsn s n d pm 
p m M m g r r g r g r s n n S. GD calls it puq1a. T says 
it is very popular, 'the prince of ragas', the first of me\as 
and puri:ia: its saficari according to him is :-S s n s-r g 
r s-s n p-m r m p n p-n s n s r g r s-s n n p d n p m 
m P etc. He says that it belongs undoubtedly to the ~a<;lja­
grama. 

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

(11i) MADHY AMAV AT/. 

(a) S rm p n s-s n pm r s-G, RL, SK anld V. 
GD puts it under Sriraga me}a. A gives r, m and n as 
arhsas, with the saficari :-m p n s r m r s n s p m p n p 
mp m rm rs. T calls it raganga under Srira~a me\a and 
gives the phrases :-p P m n p n p m r M m r m m p n 
n s etc. 

(b) R. N. 
I. 287·9 455·1 

(iii) MA!f/RANGU. 

(a) Dh.a is varjavakra in ascent, and dha is omit­
ted in descent:-s r Gm p n s-s n pm Gr s-G. RL 
gives it as the Andhra reading: it also gives :-s r m p n s 
-s n d p m g r g r s. V agrees with G. RP says it is 
pG.rJ}avakra in avaroha. Accort:ling to Tit is ~a:<;tava by 
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the omission of dha, and has the phrases :-n s r g r n n s n 
-g r r s n-s r m p--m p n-s n p m g r-r S S etc. 

(b) R. G. N. 
I. 287·9 307·2 460·7 

(iv) SAINDHAVI. 

{1a) 'Madhyaraga'; N d n s r g m-p m g r s n d n s 
-G. V describes it as puri:ia with dha irregularly used in 
ascent. SK gives the saiicara D n s r g m p d n-d p m 
g r s n d. According to T it gives victory in battle and is 
sampun:ia; he gives the phrases :-s r s-r s n n-d n s r­
s r m m p d-p n d p-s n d p m p m g r-m g g r r s. 
RV gives the phrases :-n d n s r-s r g r r-r s g r r­
g r s r r-r g r g s-s g r r s--g r m g g-r g r r g g r r­
s rmmggr s-r rg s gr-mm m-p p p-d dp pm­
p 'd pd-mp m p-d pm gr-pm gr-mgr g r-s r 
n d s r p p d m p D P. 

(b) D. N. 
I. 216 230·3 

(v) USENI. 

R. 
287·9 

G. 
• 307·2 

(1a) R is arhsa; Sampt1n:1a. Saficara :-S R G m 
p d n s-s n d p M g r s-G. RL says this is the Andhra 
reading; its other reading is S r g m p id n s-s d p m g r s. 
V calls it a sampiir.t;1.a. raga. According to SK the safi­
cara is S r g m p n d n s in ascent. RP gives ri as athsa, 
and calls it piir.t;1.a and piir.t;1.av.akra in arohai:ia and 
avaroha.t;1.a. T calls it piiri:ia, with sa for arhsa, and gives 
the phrases :-r g M gr S-r gm p nm n d p m-n d n S­
n Id p m-p d m g r s-r g r r s. RV gives the phra.ses :­
n d n s r-s r g r-s gr r s-r gm pm gr gs r-r p Mg 
r m g r-S g r r-s s r gm p d p in-p d p n d n p d m­
'd n d n s-n d n s r S n d p--m p Id n p d-m p m g r s 
etc. Suddha dha occurs as an accid~ntal in current usage. 

(b) R. G. D. N. 
I. 287·9 307·2 432 460·7 

409·6 
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(vi) KAP/. 
(a) S r G m rpm p d n s-s n d pm g r s-G. 

This is an Andhra reading according to RL which des­
cribes the saficara as samptiq1a also. V describes it as 
samptin,ia. RP says it is famous and iatnpiiri;ia in aroha 
and avaroha. Tulaja calls it piin;i.a and gives the phra­
ses :-R g gr s-r gmpdn s-sn dpmgrs-Rggr s­
n d p-D N S-p d n s r g m p m n n-s n p m m p m­
p g r s r n n-d p m p d n s-r r n p m g r s. 

('Hindustani Ka.pi', which is the popular form of 
Ka.pi, uses antara ga, suddha dha and Kakali ni in addi-
tion.) · 

(b) R. G. D. N. 
I. 287·9 307·.2 432 460·7 

(vii) DARBAR. 

(a) S r m p d n s-S N d p m G R S. The descent 
is sampiiqia and in it ri a~d ga are shaken-G. RL gives 
the same saficara. 

(b) R. 
I. 287·9 

III. 

(viii) MUKHARI. 

G. 
307·2 
307·2 

to 
337 

D. 
432 

N. 
460·7 

(a) In aroha dha is varjavakra. Saficara:-s r 
m p d n d s-s n d p m g r s-G and RL. According to 
SK it is s r m p n d s-s n d p m g r s. . V puts it under 
No. (20) and defines it as omitting g and n in ascent. 
(GD identifies it with the 'suddha' mela,) A assigns 
komala ri, pftrva ga, piirva ni and komala dh~ and gives 
the phrases :-d S r m m P n n d p m g g r s r s s­
d s rm mp d s s r g gr rs n d n n d pm p Mgr 
s r s s D S. At present suddha dha is also use'd. 

(b) R. G. D. N. 
I. 287·9 303·3 409·6 455·1 

432 
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No. (23) GAURI MONOHARI. 

(a) Sampuri:ia-G. V calls it Gauri Velavali: 
according to him Ve!ava!i omits ga and ni in ascent. 

(b) R. G. and D. N. 
J. Same as for No. (22) 479·9 

Mo. (24) VARU!:,IAPRIYA. 

(.Q) Sampur1,1a-G. V calls it Viravasantam: It 
fa gavirja, with vakra cl.ha, omits dha in ascent and is 
iampun;ta, 

(b) R,. G. and N. D. 
I. Same as for No. (23) 455·1 

Nio. (25) MARARA!J"JANI. 

(.a) Puri:ia-G. V calls it Saravati, which omits 
ri and ga in ascent according to him. 

(b) R. G. D. N. 
I. 287·9 320 409·6 450 

No. (26) CARUKEsl. 
(a) Puri:ia-G. Called Tararigii:ii by V acfording 

to whom it omits ri .and ga in ascent, and in descent uses 
the phrase p d n r g M g r. 

(b) R. G. and D. N. 
I. Same as for No. (25). 460·7 

No. (27) SARASANG/. 
(a) Sampuri:ia-G. 'Saurasena' omits ri in des­

eent--V. 
(b) R. G. and D. N. 

I. Same as for No. (25). 479•9 

No . . (28) HARIKAMBHOJI. 

(a) Sampurr:ia-G, RP ,etc. Called 'Harikedara­
gau.}a' by V who defines Kedaragau!a as Sampurr:ia and 
omitting g and dha in ascent. Govinda Dik~ita calls Hari­
klmbhoji by the same 'Kambhoji' me!a. 

(b) R. G. 
1. 287·9 320 

IJ. 291·6 324 

D. 
432 
437·4 

N. 
455·1 
460·7 
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JANYAS. 

(i) KAMBHOJI. 

(a) Omits ni in ascent and is piiri:ia in ·avaroha­
G. V calls it sampiiri:ia and without ga and ni aroha. A 
says ma and dha are athsas and gives the phrases :-g p 
dssndsds-dsrmmgrs-dsrmgrss r g gr g 
r s-sndpDpmgpdSrsndpdpmggp d s r gr 
s r m g r s-s r s s s n d p d p m g r g r s etc. According 
to him m and n are omitted in ascent. Tul,aja calls it a 
bha~a of Kakubha, omitting m and ni in ascent and gives 
the phrases :-g ptd s Sn p-p d n pd pm gr s-s r gm rs­
d n p P D D S etc. The kakali ni is now useld in the 
phrase 'sNp'. 

(b) R. G. D. N. 
I. 287·9 320 432 455·1 

479·9 
II. 284·4 324 426-7 460·7 

291·6 437·4 
III. 287'9 320 432 455·1 

to to to to 
291·3 327·4 440 464·1 

(ii) KEDARAGAUiA. 

(a) Sr mp n s-s n d pm gr s-G and RL. GD 
describes the me!a of the raga as piirl)a with paficasruti ri 
and dha and the other notes given above. RV gives the 
phrases :-n s r g r s-n n S r g s r-S g r g r s-m g 
rgr s-m dpm g-r mp d pd mp d-mpnn,d p-pn 
d n p d m d p m g r-d p d m p n d p-s n d p id m p n S­
s n d d Mg g S. Tu!aja derives it from Kambhoji meta; 
calls it ptir1,1a and gives the saficari :-S s n d p-n n d p 
m g r-r m p n N d-n s n d p m-p n n S etc. 

{b) R. G. D. 
I. 287·9 320 432 

II. 284·4 426·7 
291·6 437·4 

N. 
455·1 
460·7 
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(~ii) MOHANA. 

(a) Sr g pd s-s d pg r s-G and RL. Classed 
under No. (65) by V. Tu!aja calls this 'MohanakalyaI)i' 
putting it under Kambo<;li me!a with the phrases :-S r s d 
p-ds rgrgp-gpd S-dpd s dp-dpgr-gpgdp d 
-g p g d p G-p G. r g r R S; he says the svara grO!Up­
ings are v.akra in this raga. 

(b) R. G. D. 
I. 287·9 

II. 291·6 

(iv) JUNJHU'[l. 

320 432 
437·4 

(a) 'Madhyaraga'; mandra ni is omitted in a.rob.a 
and .avaroha is sampun:ia; Saficara :-d s r g m p d n­
d pm gr s n d pd S-G. SK gives the saficara:-d s r g 
m p d n-n d p m g r s n d p. The sadharaI)a ga is also 
now occasionally used. 

(b) R. 
I. 287·9 

(v) SAHANA. 

G. 
320 
303·3 

D. 
432 

N. 
• 455·1 

(a) N is athsa. Saficara:-s r gm pm d n s-S 
n d p m g m r g r s-G. RL says it is pavarja and vakra 
in ascent :-S r g m d m d n s, and in descent samptirI)a. 
V classes it under No. 22, with pa .as vakra in ascent and 
as ptirI)a. There is nowadays a tendency to introduce 
the Kakali ni as an accidental: This is not sanctioned by 
tra~itional lak~ya and lak~al).a. 

(b) R. G. D. N. 
I. 287·9 

II. 284·4 

( vi) NI LAM BARI. 

320 
311·1, 
307·2 

432 
426·7 

455·1 
46t)'7 

(ia) In aroha it is sampO.ri:i,a vakra, and dha is 
varjavakra in av.aroha; the saficara is :-s r g m p d p n s 
-s n p m g r g s-G. SK classes it under the same Meta, 
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but gives the avaroha as s n p d n p m g r g r rn g §. RI,; 
classes it under Me!a No. (29) with the saficara:-s r g 
m p d n s-S n p d p m g r g m g s. V puts it under 
No. (29) calls it sampiin;ia, with vakra dha, and vakra ri 
in avaroha; SD gives it the saficara:-S r gm pd p n n s n 
d n s-P n p M g r g s. RP puts it under No. (28). 
Current lak~ya makes use of Kakali ni g~nerally with 
Kaisiki ni as a,ccidental. RV gives the phrases :-n s S 
s n s g g m g g r m g s-S n p n n S-n s g r s-n n S m 
-g g r m g-S g r gm gm p-g m p d p m p-m p d n p 
mgm-pdpmgs-pSnpdpm-gmpnnsnnd­
p n d n d m g m r m g s etc. 

(b) R. 
I. 287·9 

iI. 291°6 

.(vii) !SAMA. 

G. 
320 

307·2 

D. 
432 

426'7 

N. 
479·9 
460·7 
455·1 

(a) S r mp d s-S d p m g r s-G. V accepts 
this saficara, but classes it under No. (29). Tu!aja puts it 
wider No. ( 28), and gives the phrases :-S r s r m g r­
m m d d p-d D S-S d p m p m g s r s s etc. 

(b) R. G. D. 
1. 287·9 320 432 

(viii) D·VIIAV ANTI. 

(4) .Aroha is samp1iri,1a vakra, ava.roha is sam­
pdt(Ul vl~tnavakra. Saficara :-s r g m p d n s-s n d p 
m g r g s-G. RL says it is puri,1a in aroha and vakra fo 
avaroha; gives the saficara of the descent as S n d n d p 
n'1 p g r s, calling G's rendering .as Andhta. V calls it 
satnpiiri;ia and as sung accor1ding to lak~ya; SD gives the 
saiicara :-R g m p d s n d n s-n d p m g r s-r m g r s. 
Sidhira.i;ia ga is a visiting note. 

(b), R. G. 
I. 287·9 320 

307·2 

D, 

432 
N. 

4SS•1 
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(ix) Y ARUKULAKAMBHOJI. 

(o) S r m p d s-s n d p m g r s-G, RL and V. 
RV gives Yarukulakambhoji tanam as:-M P n d P n d p 
-m d p d p n d p-m p m d p m g r-s r m p d n d d­
m p d p m g r-d d p m g r-p d s n d d-p d m p d­
s n d p m g r s-r m p d s n rl. 

(b) R. G. D. N. 
I. 287·9 320 432 455· 1 

II. 291·6 
284·4 

(x) SURA'[!. 

437·4 
426'7 

460·7 

(a) S rm p n s-s N d p m g p m R s-G. Accord­
ing to RL, g is omitted in aroha and in avaroha. V de­
fines it as omitting g and d in ascent: calls it Sura ta. 

(b) R. G. D. N. 
I. 287·9 324 432 455· l 

II. 284·4 460·7 

(xi) KHAMAS. 
(ia) G defines it is bereft of ri in ascent, and in 

avaroha is sama-vi~ama-vakra, and mixed with catus­
sruti ri. His saficara is S g m p d n s-n s n d p m g s. 

· Now kakali ni is occasionally used as an accidental. 
(b) R. G. D. 

I. 287·9 324 432 

II. 320 426·7 

(xii) NAT AKURAGJJ. 

N. 
455·1 
486 
460·7 

(a) Sr gm d n s-s n d mg s-G. According 
to SK, it is S r g m d n s-s n d m,p mg s. V says it omits 
p and r in descent. T calls it piiri:ia, and says pa is leapt 
over; he gives the phrases :-S n d n s-n s r-G m r s n d 
-n s n p D-n d mg s-m gm n d n s-etc. RV gives:­
s· n 'd n p d n d n s-n s r r s r-m g s-g m p m m g­
s nt gm m n n d n s-etc. 

25 
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(b) R. G. D. N. 
I. 287·9 324 432 455·1 

No. (29) DH!RASANKARABHARA!jAM. 

(a) Samptiri;ia-G and V. SK and RL class 
'Sankarabharai:iam' as a janya under this scale with the 
saficara:-S r gm pd n s-s d pm gr s. GD calls it a 
sampun;ia raga with paficasruti ri and dha and !describes 
its me\a. Tu\aja makes an interesting distinction between 
the me\a and the raga named Sarikarabharai;iam; he says 
that this r.aga is derived from Sarikarabharai:ia me\a, and 
uses paficasruti dha. He gives the phrases :-s s n d N S d p 
-mgr gmpdn Sn D-g-gr s-sndn S-S n P-D p 
-g pd SNS D MG m Rs etc. RV gives the phrases:-
n s d n p d n s r s-g m r g-s m g m p m g etc. 

(b) R. G. D. 

I. 287 ·9 324 432 
II. 291 ·6 J20 437·4 

III. 287·9 324 432 
to 

291·3 

JANY A RAGAS. 

(i) KURAJiJJI. 

to 
330 

to 
440 

N. 
479·9 
486 
479·9 

to 
490 

(a) 'Madhya raga'; n s r gm p d-d pm gr s n s 
-G. RL gives n s r g m p d n-n d p m g r s n; its 

. Andhra reading is S n s r g m p d-d p m g r s n s. V de­
fines it as samptiri;ia omitting dha in ascent, with vakra 
dha in descent. T calls it piin;ia ·and upanga: in ascent 
according to him g and d, and in descent Id are leapt over: 
he gives the phrases:-P mgr s-n n s rm g gr s-s n n 
'pmm-mggr S-nn s-rmmgmpnn S etc. 

(b) N. R. G. D. 
I. 243 287·9 320 432 

( ii) KEDARA. 

(a) R and D are varja and vakra in iroha, and 
the avaroha is sampiirl]avakra. Catus .. §ruti dha it in-
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eluded. Saiicara:-s mg mp n s-S n pm gm d pm g 
r s-G. According to RL, s r g m p n s-s n p m g r s; 
the Andhra reading being s m g m p n s-s n p m g r s. 
V says it is an au<;lava, by omitting dha, and its ga is 
vakra. T says it is ~aqava by the omission of dha and 
gives the phrases:-m gm p P n MP n SS-m gm gr 
s n s etc. '. ·: ~,, j '1 

(b) R. 
I. 287·9 

II. 

(vii) BYAG. 

G. 
324 
320 

D. 
426'7 

N. 
486 
479·9 

(a) S gm p n d n s-s n d pm Gr s-·G. Kaisiki ni 
is now used as a visiting note. 

(b) R. G. 
I. 287·9 324 

(iv) HAMSADHV AN!. 

D. 
432 

(a) Sr g p n s-s n pg r s-G and V. 
(b) R. G N. 

J. 287·9 324 486 
II. 273 474·1 

(v) DEVAGANDH4Rl. 

N. 
479·9 
460·7 

(a) In aroha it is sampun:ia v.akra, and sampiir1,1a 
in avaroha. Saficara :-s r g r m p d n S-s n D p m g 
R S-G. According to SK it is s r m p d s-s n d N d p 
m RS. (GD .and T class it as sampur:r:ia under Sriraga 
meta) Kaisiki ni is used as a visiting note. V describes 
it under No. 22 as sampiir1,1a with vakra ri and dha. 

(b) R. G, D. 
I. 287·9 324 432 

II. 320 

(v.i) ARABHI. 

N. 
479·9 
460·7 
455·1 

(a) Sr mp d s-s n d pm gr s-G. V says it 
omits g anld r in ascent, .and occasionally uses ri in ascent. 
RL gives ri as amsa. According to GD it is sampun;ia. 
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T gives the saficari :-S D R S-M g r S N-d n s­
d d p-p mp d n d n s r M g r-r n s-D N N S. Tyaga­
raja avoids the open 1U,se of ni in his Paficaratna Krti in 
Arabhi. In current usage g and n are very sparingly 
applied. 

(b) R. 
I. 287·9 

(vii) NA-V AROJU. 

G. 
324 

D. 
432 

N. 
479·9 

(o) Madhyaraga. P d n s r g m p-m g r s n d 
p-G. RL repeats this lak~ai:ia and gives dha as amsa. 
V says it is a sampiir:r:ia raga, its range being within the 
two paficamas ( i.e., mandra and madhyama). 

(b) D. N. R. G. 
I. 216 243 287·9 324 

(viii) AT Alf A. 

(a) In aroha g .and dare omitted. Sr mp n s­
s n D p m g r s-G. Sampfm;ia according to V who 
classes it under No. (28). RL classes it under No. (28) 
giving the saficara:-S r gm pd n s-S n pd pm gm rs; 
dha is athsa. Kaisiki ni is now used as an accidental. 

(b) R. G, J), N, 
I. 287·9 320 432 479·9 

455·1 
III. 303·3 

to 
341·4 

( i~) Bl LAH ARI. 

(a) S r g p d s-s n d p m g r s-G. V calls it 
Bilahuri with vakra ma in ascent and occasionally using 
ni. T calls it Bilahuri and gives the phrases :-s r g p m 
g gt r s-r g p d s n d s n 'd p m g r s n-d r S-n s 
d p m g g r s-etc. Kaisiki ni is also occasionally used. 

- (b) . R. G. D. N, 
I, 287•9 320 432 479·9 

460·7 
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(-t") SUDDHASAVERI. 

(a) Sr mp d s-s Id pm r s-G. With the same 
saficara, classed under No. (28) in RL. According to 
V, it is classed under No. ( 1) as an aU<;Iava omitting ga 
and ni. T classes it under Mayama!ava with the above 
lak~at;ia and gives the phrases :-s id s-d d s s r r M M­
r mp d d P-p M p-D S. We may believe that somehow 
ri and dha became sharpened and T's Sttddhasaveri attain­
ed the modern form. 

(b) R. D. 
I. 287·9 432 

(xi) BEGAI)A. 

(a) Sampur:r:ia vakra in aroha, and sampiirt;ia in ava­
roha. S gr g M p d N d p s-S N td p M gr s-G. V de­
fines it as sampur:r:ia and as omitting ri in ascent. RL says 
rand dare omitted in ascent and the raga is sung with sam­
pur:r:ia prayoga in descent: it gives the saficara :-s g m 
p n s or s g r g m p d N d p s-s n d p m g r s. Ma and 
ni give character to this raga and their peculiar ~alues 
are given below. 

(b) R. 
I. 287·9 

II .. 

III. 

G. 
324 

M. 
341·4 
345·6 
349·9 
352 
341·4 

D. 
432 

N. 
479·9 
486 
460·7 
469·3 
45-5·1 

to to 
380·6 485·5 

No. (30) NAGANANDI. 

(ia) Sampiirt;ia G. 'Nagabharat;iam'; vakra d in 
aroha and no d in descent-V. 

(b) R. G. N. D. 
I, Same as for No. (29). 474·1 

• 
N:o. (31) YAGAPRIYA. 

(a) Sampiirt;ia-G. 'Kalavati'; omits n in ascent 
and g is vakra in descent-V. 
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(b) R. G. D. 
I. i307·2 324 409·6 

No . . (32) RAGAVARDHANI. 

[CHAP, 

N. 
436'8 

(a) Sampfirr,ia-G. 'Ragacii~amar,ii': omits g in 
aroha and id in descent. R is v.arja-V. 

(b) R. G. D. N. 
I. Same as for No. (31). 455·1 

No. (33) GANGEY ABHO$A~l. 

(:a) Sampfiq1a-G. 'Gangatarangi1,1i': D and r 
are vakra in descent-V. 

(b) R. G. D. 
I. Same as for No. (31). 

No. (34) VAGADHISVAR/. 

N. 
479·9 

(a) PiirI,Ia-G. 'Bhoga.cchayanata': omits d in 
aroha; d is vakra in avaroha. G is varjya-V. 

(b) R. G. N. D. 
I. Same as for No. (32). 432 

Nio. (35) SOL/NI. 

(a) Pfir1,1a-G. called 'Sailadesak~i' by V, accord­
ing to whom r and n are omitted in ascent, and g in descent. 

(b) R. G. D. N. 
I. Same as for No. (34) 479·9 

JANYA. 

(i) DESAK$!. 

(a) Defined by Gas consisting of ~atsruti ri, anta­
ra ga, catus-sruti dha, kakali ni, and omitting m and n 
'in ascent. The avaroha is sampfiTI,Ia vakra. G adds how­
ever that the raga is derived from· Harikambhoji meta. 

RL calls the raga Desak~ari' and defines it as omit­
ting ni in ascent and as being vakrapfirI,Ia in avaroha; It 
gives the saficara S r g m p d s-s n d p m g m r s. SK 
classes it under No. ( 35), which is supported by a gita by 
Subramanya Aiyar of Tiruvaiyar. 
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GD defines Desak~i meta as having suddha ma, paiica­
sruti dha, ~atsruti ri, antara ga and kakali ni, T derives 
Desak~i from the above me!a and gives the saficari :-g p 
dds-mmm r-s s s n-p d r-P d-Snp pmm rs­
r s s n d S S-d d p d S s-d s n p p m r-g p D S etc. 
V defines that Sailadesak~i omits r and n in ascent and g in 
descent. 

(b) R. G. D. N. 
I. 303·3 324 432 479·9 

No. (36) CALANAT A. 

(al) SampiirJ),a-G. Under this me\a, G describes 
Nata as of sampun:1a aroha and as omitting g and d in 
descent. This agrees with V's definition. A gives the 
saiicari :-r g m p d n s s n p m m p m m R S r g m r g m 
p d n s d n-etc. T calls it a Bha~anga derived from 
Nata me!a; he says ga is omitted and gives the saficari:­
S S S n p-r g m d n s s n M p p-nf p N S-S S S n 
p S S S n-S S R r r g m p d n S n p etc. 

(b) R. G. D. 
I. 307·2 324 460·7 

II. 303·3 435·5 
311·1 440 

III. 303·3 
to 

317·7 

N. 
479·9 
486 

The foregoing are called 'Piirvang.a ragas' by Ven­
katamakhin. The me!as No. (37) to No. (72) are called 
'Uttaranga ragas' by him and differ from the former group 
only by the presence of the 'Pratimadhyama'. This single 
note is enough to establish a different raga-personality as 
between two scales which have all other notes in common. 
Hence the values of the notes given in the me{akartas in 
the Piirvanga group apply generally to this group also, 
which can be taken to be distinguisht!d solely by the value 
of the 'Pratimadhyama' in almost all the cases. The 
difference in nomenclature and saficara between the schools 
of G and V can be perceived by reference to the gitas-by 
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G and V, the Caturdal].qi-prakasika and the Sathgita­
sampradayapradarsini. Therefore only a few well !mown 
scales and ragas of the uttaranga group are analysed here. 

No. (39) JHALAVARAir. 

(ia) Sampt1rQ.a-G. V calls this Dhali Vara!ika: 
he describes V arali as ptirI,13. This definition of Vara.Ji 
can be taken as final. GD defines it as having Suddha S, 
p, d, and g, kakali ni, and ~atsruti ma. T says Vara.Ji is 
pt1rl].a, derived from this me!a, a Bhinnapaficama Bha~a, 
with the saficari: g r g m p d-m p d s S n d p m G r­
s r g m p d n s-r g m p d n d p-m d n d m g g r S, etc. 

(b) R. G. M. D. N. 
I. 266'7 300 364·7 399·9 491·5 

II. 284·4 291 379·2 409·6 505·6 
273·0 

III. 287·9 486 
to to 

293·3 505·6 

No. (45) SUBHA PANTUVARAJ.-1. 

(a) Ptirl),a-G. V calls it Saiva Pantuvaralika. 
He defines 'Pantuvara\i' as pt1q1a. Here also there is re­
markable agreement between the 2 authorities, which 
should give Pantuvara!i a final definition. RL defines 
it .as Sampftn;ia in aroha, and omitting pa in descent. 
According to T this is pt1r1,1a and -derived from Sindhu­
ramakriya Mela ( consisting of Suddha ri, sadharat;ta ga, 
'antar.a'. ni and Vikrta Paficama ma) with the saficari: S r 
gm d d n d N s-n d pm gr S-r Gr r S-g r n d N S­
etc. 

(b) R, G. M. D. N. 
I. 273 307·2 364·1 409·6 486 

No. (51) KAMAVARD~ANI. 

(a) Pfin}a--G. Called Kasirimakriya by V, 
according to whom it is sampiin,.a but with vakra ri in 
ascent. 
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(b) R. G. M. D. N. 
1. n3 £324 364·1 409·6 486 

No. (53) GAMANASRAMA. 

(a) Piiri:ia-G. Called Gamakakriya by V. 

(b) R. G. M. D. N. 
I. 273 324 364· 1 432 479·9 

JANYA. 

(i) PORVIKALY Alfi. 

(,a) Saficara: S r g m p d n d s-S n d p m g r s­
G. 

(b) R. G. M. D. N. 
r. Same as for No. (53). 

No. (65) MECAKALY Alfi. 

(a) Samiin:ia-G. Called Santa Kalyal).i by V. 

(b) R. G. M. D. N. 
I. 287·9 324 364· 1 4~2 486 

II. 291 ·6 337 368·6 437·4 • 497·6 

JANYAS 

(i) Y AMUNA KALY Alfi. 

(a) Ni is varjavakra in ascent and descent. Safi­
cara: S r g p m p d s-S d p m p g r s-G. V defines 
it as sampiirl).a, and as using sudd.ha ma; SD gives the 
saficara: S r g m p d n s-S n d p m G R S. SD gives g, 
r and d as athsa. Suddha ma 1s also used as an 
accidental. 

(b) R. 
I. 287·9 

G. 
324 

(ii) HAMIRKALY Alfi. 

M. 
364·1 
341·4 

D. 
432 

(a) Spmpdns-Sndpgm.grs-G. SDgives 
sampftl"l).a aroha and avaroha, for this raga, and mentions 
g, d and r as athsas. Suddha ma is used as an 
accidental. 

26 
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(b) R. 
I. 287·9 

G. 
324 

M. 
364·1 
341·4 

D. 
432 

N. 
486 

The foregoing ragas represent perhaps the most im­
portant among those prevalent in the Karnatic System. 
Their lak~al)a is not summed up merely by a description 
of their saficar:i, but its essence is embedded in lak~ya. 
According to this their constitution is found to be rich 
with colours endowed by usage -and constant refinement. 
What this compositeness means with reference to the pro­
blem of the srutis is the aim of the study of the vibration 
numbers of the svaras occurring in these ragas, and their 
values have been recorded in'. the light of my observations. 

Generally there is agreement between different Schools 
as regards the saficara of the rag.as other than those re­
corded above, making allowance for differences in the 
names used by Govinda and Venkatamakhin. For their 
arohai:ia and a,varohai:ia reference may be made to the gitas 
by Govinda, Venkatamakhin, Pai9al Gurumiirti Sastri, 
Tiruvaiyar Subramanya Aiyar, etc., and to the list of ragas 
given in the Ganendu Sekharam, Gayakalocanam, Gana­
bhaskaram, Saligita Sampra1daya Pradarsini and other 
standard texts. 

It is to be noted that many compositions of Sri Tyaga­
raja in uncommon ragas are from time to time being 
brought to the notice of the public. There is reason to 
believe that these ragas have been created by Tyagaraja in 
most cases, according to the Me}akarta scheme, and the 
lak~ai:ias for them are determined by the songs themselves. 
This adds to the difficulty of drawing up a final list of 
ragas. Moreover, songs are being compose/cl at present 
in many rare ragas, the nature of which is therefore being 
defined for the first time. In Appendix V are given the 
arohi and avarohi of some rare ragas in which songs have 
been composed in recent times. 



APPENDIX I. 
SOME INTERVALS COMMON TO VEDIC AND KARNATIC 

MUSIC. 

In the following passage :-

R S S ~ SR SrS ~SSR snS r s s 
yo(a)piim pu~pam veda-pu~pavan prajavan pasuman bhavati 

-(Yajurveda) 
R is sometimes intoned as a suddha Habha of less than 3 

srutis ( corresponding to the dvisrutt r~abha of Karnatic music) 
but more often as a catussruti r~abha. When rarely the verses are 
chanted at twice the normal pitch, R partakes the nature of a ~atsruti 
r~abha. N is sometimes akin to Kakali ni ( 15 J 8) but usually occurs 
as an interval divided from Sa by a tone. 

In the line-

s R. N ssR nS:t:l sRs~ SR NSSR 
yathanas samasa dvipade catu~pade visvam pu~tan grame 
NS sRsS 

asmin anaturam- (Yajurveda) 
the intervals divided by asterisks are divided f,rom one another by 
six srutis approximately. These can be treated as ~atsruti intervals, 
which howeve;r do not occur as independent intervals but only result 
in the course of the particular piece chanted. There are numerous 
instances of this kind of interval in Vedic music of the above type. 

The following Saman using 7 notes., the only example of its 
kind, affords interesting and important material for study. The 
rendering in notation (the same as is given in Chapter II) is by 
Mr. Sankaranarayana Aiyar. 

~16 s~r off ff « a:1 .:rt sa v; 1 a:rr2 ):1 a:r 

A. ~n a fil« ~« t1«1 « iar « ifl\"f , ,{t ~ m flt 
B. (r (T (r ti ft {t ft {t ffl ~ I qr \if \ff 

C. \fl '1ft 1'T \ff 1' 1'1 1' 1'1 .fl' '1ft I irT iff 'ff 

~ Ar {T { ~t s2 if-(t s2 i3i 1 ~ ell s2 11:-

A. m q m q m s fl ~-lfl' {t « m<t ml't qr ti- at-

B. 'ff " 'ff "' '1ft 'qf-qr s qr 1'T 'TI "'' s ~ 'l -
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C. irt ir irr ir in m-m an an in 11'1 "' 'l-

f5,7-an ~r ~r ~ a " irr i:;r s2 '{;-

A. irr-ua 'lift 'lift 'lift " q mft m ('J ~H--

B. .fr-qr 1il'r 1ft 'ltT " " 1ft 'ltf qr q-

C. qr-arr irr ,n m ir ar arr irr an ir-
u s2 e; a; <IT s2 {-i!i7 sL-;r an ans s234 ir 11 

A. m {ra 'lll"t anft m ~ u-in {r ia-a ar .n "r a, e, f;r .f1 " 11 

B. qr qi 1il'T "lr 1i1'T '11'1 'Q'-,'11 qy_q lfl 'IT q1 lTT an tt II 

C. an an JJT 111 iu an ir-q1 an-ir an fr ifr {r ijT "11 11 

1 2 3 6 

arr ~ t-"1' 8f <IT ~ s 234 <IT II ~ q 'ls 23 
A. "1 If ift-iJT{T 81 8T .fr 'l,T 8T 811if .fi"i II '6 arr iJT a:'{ 8 

B. 1il'T 'ti "fT-"lT q1 1n irr qr ~, au {t t1 q "11 ~.tr irr ir 

C. irr ar ;i1-iu "' "' (r an {r 61 1il'T II q irr irr qr tt 
2 1 

tit S .343 t-art S 2345 { II ill II 

A. 81 ifr "fl 131 61-arr {I 8T ifl "fr qr 6T 11 ;fr ...-1 

B. qr in an JJT ir-'cil l[l irr an ~ I'{ t1 {1 11 

C. an fr ~r u1't-irr an ~ er "' " 11 1il'T 11 

This Saman makes use of seven notes, a complete Saptaka 
from Kru~ta which occurs three times ( under the number 7) to 
atisvarya. The notes according to A mode ( representing current 
practice) may be seen to have close affinity to those of the ~a9ja 
grama. But it is very difficult to formulate a general rule governing 
the Saman notes of A mode. Because, very often, the first note 
or prathama is represented both by ga and ri and the mandra or 
fifth note by mandra pa; the atisvarya is taken to and rendered as 
~ac;tja; the closes on the 1st, 2nd, 3rd, 4th and 5th notes are often 
inexplicably rendered on the ~a<}.ja svara; and there is no 
conscious effort to intone kru~ta as madhya:ma, though it 
is perceptibly raised above the prathama svara. Under 
these conditions, each Sa.man according to current usage 
has to be studied by itself. Most Sa.mans are now sung to 
the notes ga (flat), ri (sharp), sa, ni (flat) and dha (sharp), the 
first three in the madhya octave and the other two in the mandra 
octave. ~ac;tja, from its dominant influence, can be said to function 
as the keynote, and the nyasa is too of ten on this note though it may 
be against the note prescribed as the final of the melody. 
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In the above Saman the progression of the scale is from madhya 
madhyama to mandra paiicama. The Kru~ta is rendered as a suddha 
madhyama though it is sometimes slightly less in pitch. In the 
music of t,he Gandharva Veda the 3 notes in mandra sthana, 'n-, d 
and p' seem to have been raised by an octave and superimposed on 
the tet,rachord 'm g r s' which gives the madhya Saptaka. (This 
inference is based on the assumption that the current rendering of 
the Sama Veda represents the ancient method.) The Saman notes 
in the form of this Saptaka correspond to the mtirchana of the 
~a9ja ,·grama called 'Uttaramandra' ( can it be that the name 'Uttara­
mandra' contains a reference to the raising of the mandra notes 
to the madhya sthana ?) In this Saptaka, Kru~ta is equal to ma 
(suddha) and is literally a madhyama or middle note. This gamut, 
spreading over the 3 sthanas, i.e., the lower, middle and higher 
registers, ( already mentioned in the B,kprati-sakhya) is at the start­
ing point of the practice of secular music. 

The Narada Sik~a, though presenting difficulties regarding the 
srutis and the order of svaras used in thle Saman chant, goes a 
long way towards the elucidation of the general nature of the 
svaras of the Saman scale. The relation of the Siiman notes and 
the notes of the flute in the Sik~a is very important. Tpe latter 
are mentioned simply by their names, without any other quat:ifica­
tion, and as such, in my opinion, they ref er to the suddha notes of 
secular music. This inference is suppo'rted by 2 facts. First, 
Sarngadeva refers to the notes of the flute in the same manner 
without any qualification, meaning by them the suddha notes, and 
Kallinatha accepts this usage ( vid~ verses 441 to 446, the Vadya­
dhyaya of the Sangita Ratnaka,ra). Secondly, the current into­
nation of the notes of the Saman chant is not incompatible with the 
Suddha notes of lay music taken to be mentioned by the Narada 
Sik~a, but closely corrresponds to them. It is true that there is no 
strict uniformity in the notes in the curr'.e!nt modes of rendering 
Sa.mans, which generally are allied to the scale Kharaharapriya. But 
if it is accepted, that the Sama Veda was chanted to the Suddha 
svaras mentioned by Bharata and Sarngadeva on the basis of the 
illustration of the Niirada Sik~a with ref etence to the flute, the 
intervals used in the Saman scale must be the same as those of the 
~a9ja grama, consisting of two, three and,four srutis. 
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SOME UNFAMILIAR INTERVALS USED IN CURRENT 
RAGAS. 

In addition to the intervals given in Chapter II, the folfowing 
also occur in the rendeiring of various ragas:-

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

729/640 128/75 160/81 
75/64 2187/1600 
243/200 1280/729 
2187/1600 50/27 
176/128 243/125 

The vibrational values corresponding to these ratios are to be 
found in Chapter VII. It is to be noted that thie more complex 
intervals often occur as modifications of the main notes which sus­
tain a melody-type, oscillating about them freely within the range 
prescribed by the nature of the raga, and acting as the vehicle of 
gamakas while being shaped by them. It is with! reference to such 
intervals that the full significance of the gamaka or the shake of a 
note being a vital manipulation of melody can be adequately realised. 

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

According to Mr. M. Ramakrishna Kavi copies of the Sangita 
Sastra Sank~epa are available in the Andhra country, in Mysore 
and in the south, besides the copy in the Adyair Library. He is of 
the opinion that the work is more ancient than the CattirdaIJ<;lipraka­
sika. But any criticism of the scheme of 72 me!akartas may 
be dated perhaps only since the time of Venkatamakhin. I con­
sulted Mr. K. V. Ramachandran's copy of the Adyar manuscript. 
There is a printed version of the gitas contained in this rescension, 
and othqr written versions similar to this are stated to have been 
in circulation among artists in the Tanjore district for the past one 
century and more. 

The differences between Venkatamakhin and Govinda in t4eir 
treatment of theory are striking and fundamental and indicate the 
progress of the art. In Chapter II it was shown how Govinda 
departed from the Caturdai:i<;liprakasika in adopting 6 varieties each 
of r~abha, gandhara, dhaivata and ni~ada, and 3 varieties of 
madhyama. He defines (evidently) suddha svaras thus:-

il'l:iU 'l~alU if6i6' 11nf(~cfiU: 11 

alff ~"-'7{ ( S) :;;~a- ( ff ? ) U1{JlooifrUIT!J~H«I': II 

i: G: f.ilf~li''tfTU r,r,,r, 11\lfif~ctar II 

t{§l lfif :;;rg~if IR(:.fJl'1'1.fiflfifiJT: 11 

The reference to the Acyu1ta Raya Me!a Vit;ta may be associated 
with the Vii:ia of the same name mentioned by Ramamatya. The 
assignment of five srutis to ~a<;lja and P.aficama respectively is intrigu­
ing. Govinda's 'reason for this seems to be the fact that suddha 
ni~ada and ~a<;lja according to his reckoni'ng are separated by five 
srutis and that suddha gandhara and suddha madhyama are similarly 
separated by five srutis. Even according to him p~iicama consists 
of four srutis. He divides the octave into 12 sthanas, by combining 
the first and second srutis into the first 'griba', the thiird and fourth 
srutis into the second 'graha' and so on. These 12 sthanas are ex­
plained as the basic constituents of the 72 me}as. 

In the treatment of me}as and their janya ragas, the differences 
between the two theorists are no less sharp, in spite of many points 
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of agreement. The janaka me!as of Verikatamakhin are treated 
by Govinda as janya ragas in most cases. The assignment of 
srutis to some notes in the case of many me!as and ragas, and the 
naming of several ragas make the difference marked. Govinda de­
fines several ragas not found in the Caturdat].<;li2rakasika. 

Verikatamakhin groups ragas according to their grah1a, amsa and 
nyasa. These 3 are represented by a single note, and the resultant 
groups ap-e seven according to the seven notes of the gamut. He 
enumerates 7 gau}as. He calls Nata a Bha!]iiriga Raga, and a sam­
piift].a (though it has varjya svaras in avarohat].a). Suddha vasanta 
is described by him to be a ragatigariga and a janya of Sankara­
bhara9a. Sri, .i\trabhi, Kedaragau!a, etc., which have lopya svaras 
in their saiicara, are called piir9a. His idea seems to be that a 
Raga can be called piir9a if all the 7 notes in the octave are used 
taking both aroha and avaroha into account. But Govinda rest.ricts 
the term 'piirr:ta' to apply to ragas or scales with 7 notes in conse­
cutive or regular succession in both aroha and avaroha. Current 
usage conforms to this application. Venkatamakhin's use of the 
terms 'l?a<Java' and 'au<Java' are still accepted; aacording to Ven­
katamakhin, Dhanyasi, Bhiipala, Nagadhvani, Guirjari, Kama.ta 
bangaJa, Madhyamadi and Gau!a are r.agangas; Bhairavi and Chaya 
gau!a are upanga ragas ( vide the Ragaprakara9a of his work). 
This classification, excepting Chayagau!a, does not agree with that 
of the anubandha appended to the Caturdat].<Jiprakasika. The 
classification in the anubandha is the same as that adopted by 
Mr. Subbarama Dik1?itar; in it is found anoth1er division of ragas 
into ghana, rakti and desiya. Venkatamakhin states that Sama­
vara!i emanated from the Sama Veda and that the sweetness of 
Madhyamadi is best expressed through the flute. Kalya9i, a 
favourite among Mahommedans, and Pantuvarali, popular amongst 
common people, are condemned by him as unfit for use in gita, 
prabandha, etc. 

Venkatamakhin and Govinda di:ff er fundamentally in . their 
treatment of the me}akarta ragas. Govinda defines everyone of the 
72 scales as sampiir9a in arohat].a and avarohat].a. Consequently 
he classifies Venkatamakhin's s·cales as janyas wherever they are 
not sampiift].a in ascent and descent. He seems to be guided by the 
rule that a scale should be piirt},a in aroha and ava.roha. In de­
fining the scales Govinda gives the name of the karta given by 
Venkatamakhin (which is often corrupted), secondly his own name 
for the karti, and the saiicira for Venkatamakhin's karti ( which 
according to him is a janya). The svaras and in many cases even 
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their srutis are given by him in slokas. What is noteworthy is that 
Govinda renders even th~ arohi and avarohi of each scale and raga 
in anu~tubh metre. ln the gitas for scales the svaras, srutis 
( wherever necessary) and the saficara aire explained: what is very 
important to note is the piin:ia saficara of the aroha and avaroha 
of each sc.'ale in 2 consecutive bars before the close of each gita. 

In the following list of Govinda's scales, (a) represents the 
name of the scale given by Govinda and which usually corresponds 
with Venkatamakhin's name: ( b) indicates Govinda's own name 
for the scale, which in each case is sampun:ia in aroha and avaroha; 
and (c) gives Govinda's saficara for Venkatamakhin's scale men­
tioned in (a). This comparative study will show the place assigned 
by Govinda to Venkatamakhin's scales in his statement of theory. 
The ragas under ( c) are described by Govinda as janyas of scales 
given under ( b). The definitions under (.c) are reproduced here 
as found in the original. 

No. ( l) :-(a) Kanakambari 
( b) Kanakangi 
( c) Kanakambari : ~ 'l ~ in ir lfT ~ f.f 1 " ~ ;ft irr 

qi{Tq(\-11 

No. (2) :-(a) Phenadyuti 
( b) Ratnangi 
( c) Phenadyuti : ~ (\" irr qr " ~r ;ft ~r 1 ~ ;ft ~ lfT ir 

ITT ft ~T II 

No. (3) :-(a) Samavara.F 
( b) Ganamiirti 
( c) Sama var a }i : 6 ft irr qr " ;ft 6T f-r 1 " q ir1 ITT 

ft 6T f.f 61 II 

No. (4) :-(a) Bhanumati 
(b) Vanaspati 
( c) Bhanumati : ~ ft 'TT ft ir qr ~, ijT 1 6 f.:r "r qr ir 

mftm 11 

No. (5) :-(a) Manorafijani 
(b) Manavati 
( c) Manorafijani: 6' ft irr qr vr ;ft 6T f-r 1 ~ f.ir 1'T 

qf't'irl'l~ll 

No. (6) :-(a) Tanukirti 

27 

( b) Tanariipi 
(c) Tanukirti: ~ ft irt qr~ ~r 6t ~ 1 "f-r lfT irr 'l 

'IT ft m II 



210 THE RAGAS OF KARNATIC MUSIC. 

No. (7) :-(a) Senagrar:ii 
( b) Senapati 
( c) Senagrar:ii (The sloka-definition is missing: 

according to the gita, pa is varjavakra in 
ascent, and descent is purr:ia) 

No. (8) :-(a) Toe# 
( b) Hanumatto<;li 
(c) To<;li: ~ ft i'fl ~ "ift ffl 8 I ~ f.tr' 'it irt lJ ;ft {if 

~T 11 

No. (9) :-(a) Bhinna~acj.jam 
(b) Dhenuka 
(c) Bhinna~a<;ljam: {if ft lJT ~ q in qr ;ft 1 ~ f.r qr 

inir(t~(f 11 

No. (10) :-(a) Na\abharai:iam 
( b) Natakapriya 
(c) Natabharai:iam: ~ ft ifPH q 'it 'l'T f.r 1 ~~'it 

qr ;r lJT ;r (t II 

No. (11) :-(a) Kokilarava 
( b) Kokilapriya 
( c) Kokilarava: e rt irr 1': ir qr 'l'T r.t" 1 ~ r.t- 'lT q q 

an ft ~n 11 

No. (12) :-(a) Riipyanaga 
( b) Riipavati 
( c) Rupyanaga: ~ ir qr 'lT ,.. .fi 8T ~ 1 ¥J ~ 111 irr 

if (I'~ ~T II 

No. (13) :-(a) Hejjujji 
( b) Vaku\abharaQam 
(c) Hejjujji: ~ tt mm q VJT 'lT ~t , 8 ~ 'it qr q 

iTT 1': 8T 11 

No. (14) :-(a) Vasantabhairavi 
( b) Vaku}abharar:iam 
( c) Vasantabhairavi: ~ 1': ifT irt II' .ft' 8T ~ 1 " ;r 

qrmq(tftffill 

No. (15) :-(a) MayamaJavagauJa 
(b) Ibid 
(c) Ibid. 

No. (16) :-(a) Vegavahini 
( b) Cakravaka 
(c) Vegavihini: 8 A: ITl' iff If 'IT ;ft" 1 8 f.r ~ qr II' 

ll'Tftfflll 
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No. (17) :-(a) Supradipa 
( b) Siiryakanta 
(c) Supradipa: e ft m qr 'If ;ft~ er 1 ~ 'If qr 'IT ff 

liT rt ffl II 

No. ( 18) :-(a) Suddhamadhavi 
( b) Hatakambari 
( c) Suddhamadhavi: e if t)' rrr ir lfT 'lfT fif 1 'If ~ 

.ft 'lfT q m if ~ 11 

No. ( 19) :-(a) Jhankarabhramari 
(b) Jhankaradhvani 
( c) Jhankarabhramari: ~ if ~ rrr " qr "ff fif 1 'If ~ 

;ft 'lfT q 'IT if ~ II 

No. (20) :-(a) Bhairavi 
(b) Natabhairavi 
( c) Bhairavi: e ft ifr m 'If .ft er .ft 1 'If " in m ft 

er~ ffl 11 

No. (21) :-(a) Kirai:iava!i 
( b) Kiravai:ii 
(c) Kirar.1avali: ~ ft ifT 'I q "fT .ft'~ 1 ~ ~ qf liT if 

~ft~n11 

No. (22) :-(a) Sri Raga 
( b) Kharaharapriya 
( c) Sri Raga : ~ ft itT qr ~ eT .fl' q 1 'If f.T lJT in ft irr 

ft er 11 

No. (23) :-(a) Velavali 
( b) Gaurimanohari 
( C) Vela. vali : ~ ft ifT it " 'lJT 'lfT ~ I ~ f.r 'lfT q " i£T 

ft ~T II 

No. (24) :-(a) Viravasantam 
( b) Varui:iapriya 
(c) Viravasantam: e ft ifT itT q er 'lJT e I f.r wr ifi q 

'I i£T 1t ffl II 

No. (25) :-(a) Saradvati 
( b) Mararafijani 
(c) Saradvati: 6 ft ifT ir q 'fl .fl' 'l 1 ~ f.T 'fl tr 11 

'ff ft ffl II 
• 

No. (26) :-(a) Tarangir,ii 
( b) Carukesi 
( c) Tarangir,ii : ~ ft m rrr A: 'IT 'IT " , ~ f.T 1'f q " 

ifT 1';: ~r II 
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No. (27) :-(a) Surasena 
( b) Sarasiingi 
(c) Surasena: e l't an lfT q 'H ffl fil" 1 "q irr lf q tr 

ft ffl II 

No. (28) :-(a) Kiimbhoji(di) 
(b) Harikii.mbodi 
(c) Kiimbhoji: e 1't 'ff lf q "' "'e I e f.f "' q ir 

an ft e, 11 

No. (29):-(a) Sankariibharal)a 
( b) Dhirasankariibharal)a 
(c) Ibid. 

No. (30) :-(a) Sa.manta 
( b) Niigiinandini 
( c) Sa.manta : ~ R !ill irr q qf qr 'lfT I f.r !ill er 

.fr'lfifiqqr II qq~er~~T. .. 

No. ('3 l) :- (a) Kalahamsa 
( b) Yiigapriyii. 
( c) Kalahamsa : ~ 1't irr 1fT " ifi 'fr ~ 1 e ~ 'lfT q if 

tr ft ffl 11 

No. (32) :-(a) Riigaciic;liimal)i 
( b) Ragavardhani 
( c) Ragacuc;Iamal)i: e ft an m ir qr m er I f.f " in 

ftqlifflflilTII 

No. (33) :-(a) Gangatarangii:ii 
( b) Giingeyabhii~ai:ii 
( c) Gangatarangi~i e ft an "' q er ifl " 1 q in m i:r 

i:r(Tl'tffill 

No. (34) :-(a) Chayaniita 
( b) Vagadhisvari 
( c) Chiiyiinata: e ft an ir 'If irr qr e I e ~ "' f.f q 

il'T ft ffl II 

No. (35) :-(a) Desiik~i 
( b) Siilini 
( c ) Desak~i : e ft an "' q "' m f.t , " q lfT 11 rr d 

ft ffl II 

No. (36) :-(a) Nata 
( b) Calanata 
(c) Nata: ~ ft m 1f q"' ~ e 1 

ft ffl II 
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No. (37):-
(b) Sa!aga 

No. (38) :-(a) Jaganmohana 
( b) J alari;ava 
(c) Jaganmohana: ~ ft q in q "1 ffl fif 1 

~l'il"lfTq'fmfteru 

No. (39) :-(a) Vara!i 
( b) Jhalavara!i 

No. ( 40) :-(a) Nabhomat].i 
( b) N avanitam 
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(c) Nabhomaryi (In the gita it is defined as 
efTU"f.r.ri<liti' 8'ifffi'lVI. ) 

No. (41) :-(a) Prabhavati 
(b) Pavani 
(e) Prabhavati: e ft irr tf \f ift 6T fif 1 

\f'f'q'T'fftll'Tftfflll 

No. ( 42) :-(a) Raghulila 
( b) Raghupriya 
( c) Raghulila: e ft 'if q l'il' ffl ift \f 1 

fil'q'fTif'f(tfter11 

No. (43) :-(a) Girvat].a 
(b) Gavambodhi 
( C) GirVat].a: e ft il'T ft " il'T 'iT \f I 

~eift\fe.fT\ftfT II 

No. (44) :-(a) Bhavani 
( b) Bhavapriya 
(c) Bhavani: e A: if ir \fT f.f' ffl fif 1 

\fll'irfil'il~'fteT11 

No. (45) :-(a) PantuvaraF 
( b) SubhapantuvaraF 
( c) Pantuvara!i : e ft iTT ir q "l'T il't e 1 

efif\fTqif'llft6TII 

No. (46) :-(a) Tivravahini 
( b) ~aq.vidhamargit].i 
( c) Tivravahini: e ft '11 ~ 1' "l'T 1'T ~ 1 

ef.f"l'T1''i'11ftffl II 

No. (47) :-(a) Sauvira 
(b) Suvari;iiilgi 

irq"'(t ••• 
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( c) Sauvira : e ft fTT ft ir trT 1'T fir I e fit' lfl"PPl'T 

ff ef II 
No. (48) :-(a) Jivantini 

( b) Divyamat_1i 
( c) Jivantini: ( the gita defines it as anm:ft'A~tl' 

and atlfm:ft'fcJ~) 
No. (49) :-(a) DhavaJai:tgam 

(b) DhavaJambari 
(c) DhavaJangam: e qr ir irr II lifT .n- e, e ~ lifT II ir 

m ft er II (in the gita it is 
called lN<iltfr) 

No. (SO} :-(a) Narmada 
( b) Namanaraya1_1i 
( c) Narmada : e ft m qppft er fir , " ir w irr ir ~ 

ft er 11 

No. (51) :-(a) Ramakriya 
(b) Kamavardhani 
( c) Ramakriya : e ft irr ir tr 'il'T .ft e , e fir 'lifT 11r ir m 

ft er 11 
No. (52) :-(a) Ramamanohari 

( b) Ramapriya 
( c) Ramamanohari : e ft irr irr If lifT 'lfr e I f.1- f.r \TT 

trT ir irr ft er 11 

No. (53) :-(a) Gamakakriya 
( b) Gamanasrama 
( c) Gamakakriya : e ft qr trr 'f ;ft' er f.r , " tr irr irr 

ireffter11 
No. (54) :-(a) Vaisakha 

( b) Visvambhari 
( c) V aisakha : e ft irr qr If 'fl .fl' er I r.r " ;ft' trrir rrr 

ft ffl II 

No. (55) :-(a) Syama!a 
( b) syamaJangi 
(c) syamala: e ir (I" ff ir trT 'fl~ 1 "er ;ft'" tr irr 

IJ ~ II 

No. (56) :-(a) Trimurti 
( b) ~at_1mukhapriyi 
( c) Trimurti: e ft ITT irr " ~ ;ft' e , e f.r 'ff ir ir (t 

1' ffl 11 
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No. (57) :-(a) Simantini 
(b) Sirilhendramadhyama 
( c) Simantini : a ft ilf if q l!{f .:ft a I a q ifT q f{ in 

T{ffl II 

No. (58) :-(a) Sithharava 
(b) Hemavanti (Hemavantini) 
( c) Sirilharava: a ft 11T qr ~ ar 1 

firqirrftq(t a fir 11 

No. (59) :-(a) Dhaumyaraga 
( b) Dharmavati 
( c) Dhaumyaraga : a ft m ir q "IT "IT ~ 1 ~ (it "IT q 

No. (60) :-(a) Ni~ada 
( b) Nitimati 
( e) Ni~ada: a if ~ ir q ar ~ 'fl , ir 11 .ft' q ir m 

ft ~T II 

No. (61) :-(a) Kuntala 
( b) Kantamar;ii 
(c) Kuntala: a Rm if 11 "IT.ft'" 1 a .ft "l'T q ir m 

IJ ~ II 

No. (62) :-(a) Ratnabhasura 
( b) ~~abhapriya 
( c) Ratnabhasura: a ft irr if r't irr qr fir 1 1:J f;r ,.-y q 

'f ill ft ~T II 

No. (63) :-(a) Gotrari 
(b) Latangi 
( c) Gotrari: B R irr 1:n q "' "IT e 1 ~ "I qy ir q {r 

R ar 11 

No. (64) :-(a) Bht1~ava!i 
(b) Vacaspati 
(c) Bhu~ava!i: ~ ft m ir q "lT "' a I a f;i- l:ir q ir m 

ft ar 11 

No. (65) :-(a) Kalyar;ii 
( b) Mecakalyar;ii 

No. ( 66) :-(a) Caturangir;ii 
(b) Citrambari 
( c) Caturangir;ii: a ir iTT ir q .ft' ar fir 1 " f.f qr qr 

No. (67) :-(a) Satyavati 
( b) Sucaritra 
( c) Satyavati : a ft ir q " ;ft "' a 1 

ft ~T II 
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No. (68) :-(a) Jyoti~mati 
( b) J yotissvan1pil')i 
( c) J yoti~mati : 6 ft ifT 'I' q 6r er f.r I f.r " ~ q 'I' 

tr if ~r n 
No. (69) :-(a) Dhautapancama 

( b) Dhatuvardhani 
( c) Uhautapaficama : 6 ft ifT ir q ;ft qr 6 I f;i- 'e'f qr 

irttmir(l-11 

No. (70) :-(a) NasamaJ.li 
( b) Nasikabhii~a1.1i 
( c) N asamaI}-i : 6 ft ifT 'I' q 'e'fT .ft l'f r l'f f.r 'fr q 'I' 

m ft ~r n 

No. (71) :-(a) Kusumava!i 
(b) Kosala 
(c) Kusuma.vii: 6 if irr ir tJ liT 'e'fr 6 1 r..- 'e'f qr if If 

iff ft ~T II 

No. (72) :-(a) Rasamafijari 
( b) Rasikapriya 
(c) Rasamafijari: ~ ft iH ir tr 'liff ;ft~ I~ fij' qrq 

lftl"l't ~r11 

In the above list of Govinda's scales, the names under (a) for 
numbers 12, 17, 30, 36, 41, 42, 46, 50, 54, 56, 57, 59, 62 and 63 
differ from those given by Vetikatamakhin. In some cases 
Venkatamakhin's names are either not stated fully or differently 
spelt. In the case of the scales Toq.i, Mayamii.!avagau!a, Bhai­
ravi, Kambhoji, Sankarabharai:ia, Nata, Varali and Kalyaiµ, (a), 
( b) and ( c) are similarly treated by the two authorities, except 
where (a) occurs as (c). It is noteworthy that Venkata_makhin's 
definitions of 'Bhairavi me!a', 'Kambhoji me!a', 'SankarabharaI}-a 
me!a', 'Suddhavara!i me!a', 'Pantuvara!i me!a' and 'KalyaI}i meta', 
( vide the Ragaprakarai:ia of the Catuirdar:i<;liprakasika) are 
accepted by Govinda along with the names to which he adds his 
own prefixes. Govinda differs from Venkatamakhin in substituting 
catussruti-r~abha and--dhaivata for th,e paficasruti-r~bha and 
-dhaivata used by the latter in the scales. There is close agree­
ment in many cases between Venkatamakhin's saficara for (a) and 
Govinda's saiicara for (c). It would appear that Govinda, having 
found that Venkata_makhin's scales partook the nature of janya 
ragas in the light of his own scheme of scales, propounded his own 
names corresponding ,to those of V enkatamakh,in; and defined his 
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scales as pfi~ in aroha and avaroha, and the scales of Vetikata­
makhin as janya ragas classified as such under his own me!akartas. 

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

No. Name of Raga Mela of Govinda's Saiicara. 
origin 

(1) Suddhasimantini No. (8) 6 ('t m qr q \'ft "'IT 6T 1 6" qr 

qr q {T ft 6r II 

(2) Kalga~la No. (13) l'I" ft m qr q "'IT ift6 I ~ f;r lift 

qr q m ft ~r 11 

(\3) J aganmohini No. (15) ~irqrqrfir~~, ~f.r'l'TIH 

qftq~r11 

(4) :::iindhuramakriya No. (15) 6 ir qr qr l:f f;pr;:ft 1 ~ ;ft q " 

qqir-e11 

(5) Devakri}a No. (20) 6ftmqtqlfr.fl'lif1 ;ft qpr q 

q {T ft ffl II 6 {T,, 

(6) Vasantavarii\i No. (20) ~ ft qr qr " .ft ffl ;ft 1 "q qr 

('t6{T~6r 11 

(7) Phalamafijari No: (22) ~qqr1prlifr'<lr~1 ~ '<'f 1nq 

q qr ft ~T II 

(8J J ayantasena No. (22) ~ q IH q q qf 'tft ~t I 6 ~ \if( q 

qm~f.1"11 

(9) A.bhogi No. (22) ~ ft if'! q q iTT lift ~ I ~'<llilil 

q(tftfflll 

(10) Jayanaraya~i No. (22) 6 1't m q q lift ~r f;r 1 Iii' q qf q 

1\ffl'<l6TII 

( 11) Manohari No. (22) 6, if (t ifT lf qr '<lT ffl I 'cl' q liT ifT 

ft 6T l:f ffl II 

( 12) Kalanidhi No. (22) 6ft:iJtq{iqrl{T1'( f.r~.n...-
• q lfPT {T 

(1~) Paiicama No. (22) 6 ft "l'T l:f q ;ft '61 f.r I " q lit q 

ftmf.r~nn 
28 
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( 14) Siddhasena No. (22) ~PT(Tiflflff"f'iTTI fer " ii-r q 

l{('riftl'll 

(15) suddhabangaJa No. (22) f..'Tf{l{fq"'iTT'ifTq' I l!' 1't irr ft 
'ifl:TT\:l6fll 

(16) Mafijari No. (22) eq(Tqirq;ft"f I f.f e ;ft " 
qii-yq(f 11 

(17) Narayat)i No. (28) f..'T ftqrq1:Teriftwr1 ql!'~66 

;ft Wf ~IT II 

(18) MaJavi No. (28) 'if A: qr if q ;ft if PJ I f-1' er er f-1" 
\:l .ft q lfl II 

ll' iftl''if 'il';'i~ ... II 

(19) Pratapavara!i (Ac- No. (28) e qrqr" f-1" wrfir~r et­
cording to the 
Saficara, this 
must be Kuntala-
vara!i. The error 
may be due to 
the scribe.) 

(20) Sarasvatimanohari No. (28) ij t't qr ll' \:TT er \:TT f;r I q ll' qr ft e 

(21) Sama No. (28) 

(22) Banga\a No. (28) 

(23) Ragapafijaram No. (28) 

(24) Ravicandrika No. (28) 

(25) Kokiladhvani No. (28) 

(26) Navarasakanna9a No. (28) 
(The use of the 
term~ in the 
definition is sig­
nificant.) 

(27) Nigasvarava!i No. (28) 

tfef..'TTII 

e f{ m q " er \:TT qr , " rr ei e 

"l'eT"l'~Hll 

e ft qr it q 'IT tr qr I e r.r qy iir 
11'-0iJ(l'll 

6 ft lfT qpr ;ft \:Tl f..'TT I e f-1" \:TT 

ii- ft er " er 11 

'-' 1't qr ;J 1' .fr \:TT 'if I 'if f;r \fl it 

ir (T '-' er 11 
e ft lfr ii- " .ft "r e 1 ~ " .ft q 

qmftm11 

~PT lfT q 'if ;ft "f ll' I iJ 1't ~T .:Rf 
~II 

e if m " ir w 'ff " 1 ~ " irnr 
iJf..'Tfl('iffll 
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(28) Bahudari No. (28) ~PPfl If 'Ii[ 'lil'T .f'r 8T I 6fiflfl 

li'l'8Tf.r6TII 

(29) Kolahalam No. (29) 61fllT'l'lilfT'li[T.ftl 6f;r'li[fq-

li'l'Tl't6TII 

(30) J anarafi.jani No. (29) 6f~'l'Tlllf.fr8T81 6'1i[lflif 

R 6T f.r 8T II 

(31) Candrajyoti No. (41) 61'illlilf'li[f'li[l6 I 8 't.J 'li[l If 

if 'Tl ft 8T II 

(32) Mandari No. (50) l:lft'l'Tlill'.ft.ft61 l:I fir lfT ir 'I' 

tfft6TII 

( 33) Harhsanadam No. (60) 6l'tliT lf'li[.ft 6T fif I 'l .fr If llT 

ftt'r6~TII 

Kharaharapriya and Hajrikambodi, embodied in gitas by Go­
vinda, are not mentioned or dealt with by Venkatamakhin. 

In classifying the following ragas according to their meJas, 
Venkatamakhin (V) and Govinda (G) agree in most cases and do 
not in others. 

(1) Bhiipala 

(2) Saura~tra 

(3) Ahari 

( 4) Devagandhari 

(5) Udayaravican­
drika 

(6) GhaQtiiravam 

( 7) Dhanyasi 

{ No. (8)-G. 
No. (9)-V. 
No. (15)-G and V. 

{
No. (20)-G: 61''l'T'l'Tlf"1.fr~y 16f.r1'T 

qr if 'TT ~ 8T II 

No, (20)-V. 

I No. (20)-G: 8 'I' irT qr f;r 8T ~H f.r I q- 'If q-y 

irT 'I' (T ft ffl II 

lNo. (22)-V. 

{
No. (20)-G: 8 'I' liT qr f;r 8T .fr 8T I 8 f.r lfT 

irlli'l'T'l'8TII 

No. (9)-V. 

fNo. (20)-G: ,8'l't'r'l'irqrifr'lf1 f.r8.ft'lil' 

~ q-iryq(T II 

lNo. (20)-V. 
' 

{ 
No. (20)-G: ~PT irT If f.r ffl 8T f.r 1 '1' Tf ii,- 'I' 

ft m f.nrr 11 

No. (20)-V. 
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(8) Kira11avali 
f No. (21)-G: 

lNo. (21)-V. 

{
No. (22)-G: 

(9) Sudclhadhanyasi 

No. (22)-V. 

JNo. (28)-G: 
( 10) ChayatarangiQi 1 

LNo. (28)-V. 

( 11) Balaharhsa 

( 12) Nilambari 

{
No. (28)-G: 

No. (28)-V. 

{ No. (28)--G. 
No. (29)-V. 

{No. (29)-G: 
( 13) Suddhasaveri ~ 

lNo. (1)-V. 

JNo. (29)-G: 

lNo. (28)-V. 

( 14) Kanna<;la 

( 15) Sama { No. (28)-G: 
No. (29)-V. 

eTtmirq'fnf\'e, ~eqra:r 
1T(rftfflll 

61TtflliifqT.ft'~1 ~f.rqriJ 
1f'TTIT6rll 

6 T't liT IT ir qr .fl 6 I ~ 'cf qr li 

IT {l it 6T II 

6 ft lir q 'cf ffl ;ft' 'l I q II {l li IT 

ffl f.r 11fT II 

e it liT q 'If er 1lfT e , ~Pr qr 1f 

ft m 'If er 11 

ettmlf qirr'lfrfir, 'lqlifq 

IT liT it 6T II 

There aire a few discrepancies in the manuscript of Govinda's 
work. In the manuscript, a preliminary catalogue of janyas is given 
for each me!a, and in a subsequent section these ragas are defined 
in the same order. Suddhasaveri is enumerated in the catalogue 
under No. (28), but defined under No. (29) in the sloka and the 
gita. The sloka defining Pratapavara!i differently £:rom the gita 

which describes it as as affU{Jlvrf.rcr~ and iAUilf.rif~a ; 
this shows that the safi.cara given in the sloka, as already pointed 
out, must belong to Kuntalava.ra.Ji. The definitions of ragas for 
the catalogues under Numbers (15), (22), (28) and (29) do not 
complete the list in each case. In the printed version of the gitas, 
the gitas of the manuscript are in some cases amended 
or modified, and new ragas are defined. The prrinted version defines 
the following ragas, which are not found in the manuscript:­
( l) Vasanta, (2) Paraju, (3) Mafiji, (4) Nayaki, (S) Khamis, 
(6) Byig, (7) AtaQi, (8) Purvikalyar:ii, (9) Yamunlkalyil;li, 
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(10) Junjhuti, (11) Sahani and (12) Darbiru. This version also 
defines Devagandhari under No. (29) as aJTitU~titifin and 
3'~'1{61iUT ; Subbarama Dik~itar calls this Desiya Deva-, __ 

gandhari and classes it under No. (29). Desak~i is called ~~­

~lifn in the manuscript gita, but U(cfif+~f~;;if;:r('f in the. 
printed gita and classified accordingly. The printed version 
derives Ahairi and Dhanyasi from No. (8), whereas the manuscript 
illustrates them under No. (20). 



APPENDIX IV. 
NEW RAGAS. 

Venkatamakhin's permutation of the me]akarta ragas contributed 
a large number of new scales to the Kamatic system. Tyagaraja 
and Dik~ita composed in many of these scales and their janya 
ragas, thus making the me]akarta system serve the practical needs 
of the art. With the development of the elaborate method of 
deriving janya ragas in all possible ways of permutation and com­
bination of the notes of each scale, the seventy-two kartas yield 
thousands of new ragas. Tyagaraja made use of many of them 
which were unknown before his time, and himself conceived many 
ragas. Northern ragas were frequently incorporated in Karnatic 
music, e.g., Hamir Kalyar.ii, Yaman Kalyar.ii, etc. Venkr.i9a 
Kavindra (latter half of 18th century) in his opera called 'Parvati 
Kalyar.iam' has composed songs in Mohana Kalyar.ii, Riipaka­
kalyar.ii, Manga]akaisika, Brindavana Saranga, Gauri, Pantu­
vaira]i Ma]avasri, etc. Mahavaidyanatha Aiyar has composed a 
ragamalika including the 72 me]akartas ; this composition is interest­
ing because it gives the definition of all the scales by a supreme 
master of the art. The saficara for some unfamiliar ar new ragas 
which have been used for composition in recent years is given below, 
with the names of the composers. 

Name of raga. Meta. Saficara. 
I. Patr.iam Subrahmar.iya Aiyar :-

( 1) Kadanakutt1halam 29 S r m d n g p s - S m d p m g r s. 

II. Tiruvaiyar Subrahmar.iya Aiyar :-

Name of Raga. Meja. 
( 1) Ma!avasri 10th 
( 2) Bhujangini 16th 
(3) Surasindhu 15th 

· ( 4) Ahirinata 

(5) KannacJagau]a 
(6) Desak~i 

III. Sivaramiah :-

17th 

22nd 
35th 

Saficara. 
S g m p n d n s - S n d p m g s. 
Srsmgmndns-Sndmgrs 
Smgmpndns- Sndpmr 

gr s. 
Smgmpdns-Sn pdnp 

mgs. 
S r g m p n s - S n d p m g s. 
S r g p d s - S n d p m g r s. 

( 1) Svambhusvara raga 29th S g p s - S p g s. 
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Name of raga. Me}a. Saficara 
IV. Muthiah Bhagavathar :-

(1) Pu~palatika. 22nd s r gm p n s - s n pm gr--~~ 
(2) Maya.pratipam 22nd s mg mp d n s - s d pm gr s. 
(3) Vi9adhari 16th s r g pd n s - s n d pm gr s. 
(4) Mohanakalya.9i 65th s r g pd s - s n d pm gr s. 
(5) Harina.ra.ya9i 28th s r gm pm d n s - s n pm gr s 
(6) Suddhalalita 17th s r gm d n s - s n d mgr s. 
(7) Lalita. 15th Do. Do. 

(The distinction made between 6 and 7 is noteworthy). 
(8) Gauc)amallaru 29th s rm pd s - s n d mgr s. 
(9) Cakrapradipta 22nd s r g m p m d n s - s n d m g s. 

( 10) Vijayanagari 58th s r g m p d s - s d p mg rs. 
( 11) Drmika 57th s r g m p n s - s n p m g r s. 
(12)Valaji 28th sgpdns-sndpgs. 
(13) Guharafijani 28th s rs mp d n s - s n d n pm gs. 
(14) Navaratnavila.sam 22nd s rm p n s - s n d mgr s. 
(15) Budhamanohari 28th s r gm g p s - s pm gs. 
(16) Pasupatipriya. 29th s rm pm d s - s d pm rm s. 
( 17) Simhavahini 27th s g m p d n s - s n d p m g r s. 
( 18) Amrtavar~ai:ii 6bth s gm p n s - s n pm gs. 
(19) Kar9arafijani 22nd s r gm g pd s - s n d pm-gr s. 
(20) Sumanapriya 28th s r g m g p d p s - s d s p g m 

(21) Nagabhii~ai:ii 
(22) Harhsiinandi 

29th s r m p d s - s n d p m r s. 
53rd s r g m d n s - s n d m g r s. 

rs. 
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THE DRONE. 

The drone plays a very important part in our system of music. 
lt keeps manifest the keynote which by being constant controls the 
music, for which it also supplies the background. The structure 
and spirit of every raga can be understood only by reference to the 
keynote which synthesises the various interpretations of each raga 
which together go by the name ala.pa. Considering how essential 
it is for the melodic system, the drone c.an be said to have been 
employed from the time since music was practised in this country 
as a fine art. 

The original nature of the drone is shrouded in mystery. Mr. 
Clements in his 'Introduotion to the Study of Hindustani music' states 
that in the system of Bharata and Sanigadeva the drone-strings 
were dha ( low natural), ri ( low natural) and ga and the speaking 
string upon which the air was played was ri. According to 
Mr. Clements, this conclusion is inferential but nevertheless valid 
and based on Captain Day's inference. With this view is to be com­
pa,red Sanigadeva's description of the Vii;ia called Alipini as pro­
ducing sa and ma on the open strings. Though Messrs. Clements 
and Fox-Strangways are of the opinion that Bharata and Saniga­
deva are silent about the drone, their texts are not without references 
to it. Sanigadeva refers to the employment of the 3 sthanas 
(octaves) in music and lays stress on the accurate rendering of the 
svaras in each octave according to their respective srutis. Even 
the ~kpratisakhya refers to the mandra, madhyama and uttama 
(i.e., tara) sthanas and the 7 svaras which belong to each. The 
3 sthanas are thus used from very ancient times and especially 
in lay music. For the exactness of intervals used, the help of a 
device like the drone would appear to be indisEensable. Secondly 
the unity of instrumental and vocal music is emEhasised by authori­
ties ~rom Bharata downwards. According to Bharata the oneness 
or unison of the voice, the vii;ia and the flute is praise-worthy 

( ~,~~111-i'~r-rt ~irr-t: ~~ff) . Sarngadeva holds this agreement 
between these sources of music to be the measure of sweetness : 

ness: ~fltVltllJ(t{TUfP{. ~~~ .. 'fl ~: 1 fftr ~ilwr snrtaT ~ q: 11 
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T.he $ilappadikaram expresses the same idea in the lines 

I Q/ITl61filtU 

(}ID® fi1 UJ 

il&...Gfiln-.i 

PJIUIT(!;effil 

u5} QD 8' 6JJ QSr 

(§;ix u.i p9 M SJ 

(§!:P~ 
<:J&L.LI& 

(} 8'ff%P/ ' 
(~a,i,ct.sfolt)J &ITQDIJ) 

The pjrominence attached to the agreement in music is seen in the 
explanation of the terms ~lf and "Q;<fi'II~ in the Nii.tyavarga 
of the AmM"akosa ( circ 6th century A.D.), in the commentaries of 
Sa,rvii.nanda (1159 A.D.) and Bhii.nuji Dik~ita (close of the 16th 
century A.D.). This unity of music is hard to realise without the 
aid of the drone. Thirdly, in the works on musical theory, the 
description of musical instruments and concerts, though lacking in 
any direct reforence to the drone, eoints out the part it must have 
played. Describing the avanaddha kutapa, Bharata lays down that 
among those to be seated on the stage are the maurajika, pii.i:iavika 
and dii.rdarika ( drummers with different drums), and in the kutapa 
the performers according to him are a songster, a player on the 
vir:ia, two flutists and songstresses. It is difficult to imagine how 
these concerts can perform without a drone. 

The Sangita Ratnakara throws a good deal of light 09 the 
problem of the drone. Sarngadeva mentions several kinds of vil].ii.!> 
but none of them is described as having a dlrone-string. From 
various references in the work I conclude that the flute, besides 
being one of the main musical instruments, was also used to fiulfil 
the part of the drone in the system described by Sii.rngadeva. The 
good flutist, according to Sii.rngadeva, presents, exhibits or keeps 
manifest the three octaves (mandra, madhya and tii.ra). The 

original text is m~f ~lfflifitr~m. K.allinii.tha accepts this as also 
e: 

another veirsion (6Ti'l'~1fi@r) in his CommentarY. '11w.:i~•risf'T~irrur~ 
~ UflT~~o~if srtrif si-::_-~hl~ I ~lfflill{lllf~f~ 1:fRi g ~tl'Til'Tfir ifrl{ir'i~fU{ur 

fflft ~~if~ , '. Since the editor of the Sangita Ratna­
kara says that the reading 6Tif~Tllf6T: is nowhere found 
in the original rescensions of the work and as Kallinatha 

himself recognises the other reading, we may accept ~~rif ;::rfff(l'T 
as a valid basis of argument. This is supported by a reference 
in the Nartana.dhyii.ya where Sii.rngadeva, in '1escribing the gui:i<;lali­
vidhi, refers to the stopping of all instrumental music and the 
subsequent singing of the vocalist to the octave prescribed by the 
flutists and acoompanied by them ( f;{cnffii~ ~its ~~ ~~Slff "ffqi\: 1 

\ft: ~ ~: ~1~11 mom 11). Th!ese and similar references show 
29 



226 THE RAGAS OF KARNATIC MUSIC. 

that the flute was used for the purposes of a drone. This might 
have been due to the volume of the tone of the flute which is glreater 
than that of the viQii, and because the notes on the flute were 
of fixed and invariable pitch, which should have easily provided a 
drone of standard pitch, as contrasted with the freedom with which 
the wires of the viI}ii could be turned to different pitches. Siirriga­
deva says that when the flutist played the madhyasaptaka, there 
was a perfect blend of the notes of the flute, the viQa and the voice: 

it~f\tflif \f"fijla: CJ!:c<l'im;:iji;q~tri 1 ;;:ir~;:~ \ut~r(ti:.t<fl::6•Hftif: ~·m: 11 

This shows that the flUJte was turned to the middle /register 
adopted in vocal music, and even when used as an accompanying 
instrument determined the pitch in the rendering of music. The flute 
has been retained as an accompanying instrument in the music 
used for the dance down to modem times. 

In the light of extant literature, the first work to mention ex­
plicitly and define the drone is the Svarame!akaliinidhi of Rami­
miitya. He describes several varieties of RudraviI}ii (which 
closely corresponds to our modem viQii) with different modes of 
tuning. In defining the Suddha Me!a ViQii, he says that the 3 wires 
below the 4 mainstrings are to be tuned to madhya sa, mandra pa 
and mandra sa. These three are called the sruti strings'. 

(at'(:~arr-rt f,r~t ~WT~.:r5•~"° 11 * * * * ~r~~sfq ~'xf~g 
&lit:~;:'a- ~fii~•~r: 11). This definition employs the tenn 'sruti' to 
indicate the drone. Hence when Mr. Fox-Strangways says that 
the sruti in the south means the keynote, which! he points out is a 
transference of meaning from 'a nice distinction of pitch' to 'that 
which determines pitch', we must remember that the term is used 
to mean both, and that this usage is at least four centuries old. 
Venkatamakhin's Madhya Mela Vil}'.ii exactly corresponds to the 
modern ViQii in tuning, and among the sidestrings the one tuned to 
tira ~a<Jja is called tipi {tttiffllvrr). The same string 
is now known by the name tip siirar,ti or tip~a<Jja. It may be noted 
that Siimgadeva describes the playing of the tiira notes on the flute 

by the term i\'qr :< or ilq or i\'fq:) "m11r ijfflll16lliiij~i 1 
" ~ifirt 'it i\'11rirrqa- \il'il'T: 11 RiimimitY.a uses the tenn etrmarftr . ... 
to mean keynote. 

The tamburi maY. have been the offshoot of the viI}i after it was 
endowed with the drone strings. The principle of its construction 
is the mounting of the drone-strings on the f ram.e of the vi9i 
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without the ~rets. The Kalpadirukosa of Kesava ( 1660 A.D.) 
mentions Tumburu's vit},a among others by the name Kalavati 
(g;i-Utg [~~()~ ?] if,i!Srlfflr). The tambura might have been 
been named after Tumburu. The system of tuning 
mentioned by Ramamatya and subsequent writers could have been 
adopted only after ~ac:lja and paficama became invariable notes fixed 
in relation to one another as fifths. If so, the system might be even 
as old as Sri Vidyaral).ya's time. The drone-strings of the tambura 
at present are tuned.to mandra sa, mandra pa and madhya sa (the 
same, it is essential to note, as the tuning of the sruti strings of 
Ramamatya's suddha Me!a ViQa) : this is known as the paficama­
sruti tuning. If mandra ma is substituted for the mandra pa 
given above, it is known as the 'madhyama-sruti' tuning. The 
drone-strings of the vil).a are at present tuned to madhya sa, madhya 
pa and tara sa. This paficamasruti tuning is changed to madhyama­
sruti by altering the madhya pa into madhya ma. In the latter case 
the melody starts on madhya ma on the main wire and gives a 
beautiful effect, e.g., in the ragas Kurafiji, Jufijhuiti, etc. A famous 
VaiQika of the past generation used to have rnadhya sa, antara or 
sadharal).a ga, and tara sa for drone in the case of some ragas. The 
drone with antara ga gives a good effect for ragas like Kalyiil).i, and 
that with sadhiira9a ga suits Udayaravicandrikii and similar 
ragas. 

The Niigasvara is mentioned in the 'Kric}iibhiriima' of Valla• 
bharaya (1420 A.D.) edited by Mr. M. Ramakrishna Kavi as 
follows:-

;;r"Xi-',.S6 i&>~~ ~i0"'"cl x- i.S,-.rse !)::l~i0"'"i0"'"1PX'. 

~-X'v~s l!''~~~rX'.;».,~ ~~c§'""'.5~ ¢Ao~Om•) II 

Accoirding to Mr. Kavi the Niigasvara is referred to in a 
much older work. A lexicon of similar age is stated by a scholar to 
refer to the instrument as also Niigasura o:r Niigasara. If this is 
so, the employment of the drone can be credited with greater antiquity 
than what is indicated by other textual references. The Nagasvara 
is su~ported by a drone of very loud q4ality consisting of a single 
note viz., the 'adhara sruti' represented by the mandra ~agja. 
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Names of Me!as. 

1. Natta 
2. Gurjari 
J.. Vara.Ji 
4. Sri 
s. Bhairavi 
6. Sati.karabharat)a 
7. Ahari 
8. Vasanta Bhairavi 

,, 9. Samanta 
10. Kambodi 
11. Mukhari 
12. Suddharamakriya 
13. Kedaragou<Ja 
14. Hijujji. 
15. Desak~i 

APPENDIX VI. 

THE MEI_.AS OF SRI VIDY ARA~YA. 

(as described by Govinda Dik/ita in his Sangita Sudha). 

ti I .. ti w <IE •• 6° •• lf I W ti f,f 
,i;: ~· ••• 11:: ••• 
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I:" laf lf t\J/:,, 
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~ ft if ir q " I f.r 
6 ft if ir q " f.f 
6 ft if ir q 'El' f.r 
6 ft q ir lJ 'El' f.r 
« ft if ir lJ • 'El' f.t 
6 ft if ir I{ " lif 
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"6 ft ir lJ 
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