
AA

DICTIONARY
O F

SOUTH INDIAN MUSIC AND MUSICIANS
V O L U M E  I ( A - F )

P. SAMBAMOORTHY, B.A., B.L.

HEAD OF THE DEPARTMENT OF INDIAN MUSIC

U n iv e r s it y  o f  M a d r a s

The Indian Music Publishing H ouse, Madras-1
1952



FIRST EDITION

PRINTED AT
SRI CHAMUNDI ART PRESS 

MADRAS

Price Rs. 7/-



P R E F A C E

A r e g u l a r  Dictionary of South Indian Music 
and Musicians has been a long felt desideratum. 

.The present work is a humble attempt to 
supply that want. For Western music, there 
are such standard works as Grove’s Dictionary 
of Music and Musicians, The Oxford Compa­
nion to Musicithe Macmillan Encyclopedia of 
Music a^TElusicians and Riemann s Lexicon. 
No such ambitious work has so far been attempted 
for Indian music either in English or in the 
Indian languages. The author is glad that the 
publication of Volume 1 of this Dictionary of 
South Indian Music and Musicians, synchro­
nises with the completion of twenty-five years of 
his career as an author of music books. The 
other three volumes of this Dictionary of 
South Indian Music and Musicians will be 
published shortly.

In this Dictionary, topics of interest to 
different classes ef readers have been covered. 
The Professional musician as well as the Teacher, 
Writer, . Research scholar, Student, Concert- 
goer, Radio listener and the Rasika, all alike 
will find this a useful reference book. Essential 
and relevant information on all matters have 
been included. Concise summaries of important 
Operas and dance dramas have been given. 
The meaning of a Technical term which one 
may come across in an article may be got by 
turning to it, in its alphabetical position. Longer 

’ articles have been divided into sections and 
numbered. No attempts have been made to 
include the biographies of a large number 
of performers.

Nomenclatures pertaining to srutis and 
svaras and the empirical and mnemonic nomen­
clatures for the 35 talas have been given. Plural 
meanings for those Technical terms which admit

of them have been given. In the Technical 
terms, only their musical senses have been 
noticed and not their ordinary meanings. Thus 
for Aditya, the musical meanings alone are 
given and not the meaning ‘Sun’.

Current terms as well as obsolete terms, 
current ragas as well as obsolete ragas, 
current talas as well as obsolete talas, current 
musical forms as well as obsolete musical forms 
and current musical instruments as well as 
obsolete musical instruments have been noticed 
in this Dictionary. Ragas and talas mentioned 
in authoritative manuscripts and which have not 
found a place in printed works on music have 
been noticed. Rare ragas and talas figuring in 
Yakshaganas and Kathakali plays have also 
been noticed.

The dates given herein for musical luminaries 
are those of the Christian era. The cross refer­
ences given in many cases will be found useful.

Though the present book concerns itself 
primarily with South Indian Music and Musi­
cians, terms, ragas, talas, composers and 
instruments pertaining to North Indian Music 
have also been included. A few terms pertain-- 
ing to Western Music have also been explained.

Music Institutions and Societies of Music 
are noticed under Music Societies.

Musical Titles which have been conferred 
by State Governments and Statutory Bodies 
have been noticed. Titles conferred by musi­
cal Institutions of standing, have been noticed 
under the particular titles and the Recipients 
noted therein.
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RAGA LAKSHANA

Useful details concerning the lakshana of all 
prasiddha ragas have been given. In the case 
of other ragas whose names have come down 
to us through old Manuscripts and standard 
works like the Gayaka Lochanam, Sangita 
Kaumudi and Sangita Svara Prastara  
Sagaram, the arohana and avarohana and their 
janaka melas alone are given. In the case of 
ragas which have only single compositions in 
them, the names of those compositions have been 
mentioned. In the case of obsolete ragas, the 
names of works wherein they are referred 
to are given. In cases of conflicting views 
regarding the arohana and avarohana of ragas, I 
have given the versions supported by the 
standard lakshyas. The Autograph Manuscripts 
of Pallavi Seshayyar giving the arohana and 
avarohana of more than a 1000 ragas and a

Paper Manuscript of the last century written in 
grantha characters giving the arohana and 
avarohana of hundreds of ragas, and the ragas in 
the Walajapet Collection have been of great 
help to me in arriving at the correct arohana • 
and avarohana of many ragas. In the case of 
ancient ragas and jatis for which it is not 
possible to give detailed particulars with any 
degree of accuracy, the names «of the works 
wherein they are referred to, ar(N§Len. The 
earliest known lakshyas for unfamiliar ragas 
have been given, in order to help the reader to 
have an idea of the first composer who 
composed in that raga. Ragas with dual 
names and ragas with dual lakshanas are 
also referred to. Etymological differences 
in the names of some ragas have also been 
noticed.

TRANSLITERATION
The standard scheme of transliteration has 

been adopted in spelling the names, excepting 
for the fact that popular spellings have been 
adopted in a few cases. Thus Krsria is spelt 
as Krishna ; sadja as shadja ; carana as charalja;

chandas as chhandas; samgita as sangita; srngara 
as sringara and so on. The tamil terms are 
spelt as pronounced and not as usually 
written. Thus js Speh as adirvu  and
not as atirvu.

NOTATION

The notation rsecl herein is"the standard 
bargain notation. The seven notes: shadja, 
rishabha, gaadhara, madhyama, panchama, 
dhaivata and nishada are written with their 
initial letters : s r g m p d n. The small letter 
by itself represents a duration of unit time

and the capital letters S R G M P D N repre­
sent a duration of 2 units time. A dot above a- 
note indicates that it belongs to the higher 
octave and a dot below a note, that it belongs to 
the lower octave. The middle octave notes have 
no dots either above or below the svara letters.

VGLUME I
In Volume 1 ( A -  F ), in addition to a 

number of short articles and long articles on 
Composers and Musical instruments and on 
topics like, Bhaiana, Drones, Folk music, 
Accompaniment etc. 2136 musical items have

been noticed. The items described or noticed 
include :

1. Technical terms pertaining to music 
in general—457.



These include terms pertaining to :
(a) Ragas, Talas, Musical forms and 

their classification;
fb) Nomenclatures relating to Svaras, 

Srutis, Alankaras and Chakras ;
(c) Tala prastara;
(d) Sections of Musical compositions ;
(e) Gamakas;
(f) Mnemonics;
(gLiMudras;

/ w  Rasas;
(i) Gayaka gunas and Gayaka do.shas;
(j) Concert varieties;
(k) Schools of music ;
(l) Musical castes.

2. Terms pertaining to Dancing, varie­
ties of dancing, mudra, nayaka and 
nayaki —90,

3. Terms pertaining to Western music 
and dance—31.

4. Terms pertaining to Instrumental 
technique, names of parts of musical 
instruments and classification of musi­
cal instruments—88.

5. Terms * pertaining to ancient Tamil 
• music—27.

G. Terms pertaining to Musical pro­
sody—G.

7. Terms pertaining to Acoustics—16.
8. Ragas inclusive of ancient Jatis 

and Murchhanas—805.
9. Talas—70.

10. Musical forms inclusive of forms 
used in sacred music, operas and darce 
dramas— 7G.

11. Composers inclusive of 9 composers, 
pertaining to N*rth Indian music—58.

12. Lakshanakaras who have written works 
on music or dancing or both—21.

13. Musicians of eminence, inclusive of 
Vocalists and Instrumentalists—47.

14. Famous Kalakshepakaras—2.
15. Patrons—lo.
16. Dance teachers and exponents of 

dancing—4.
17. Commentators of standard musical 

works and noted critics—G.
18. Foreign scholars who have written 

books on Indian Music or have 
published valuable pamphlets on 
Indian music—12.

19. Lakshana granthas in Sanskrit, Hindi, 
Mahratti and South Indian lan­
guages—17.

20. Commentaries on Sanskrit works on 
m usic—3.

21. Works on dancing in Sanskrit—22.
22. Works on dancing in South Indian 

languages—7.
23. Modern works on music and 

dance—12.
24. Songs books and Anthologies con­

taining songs and ballads with or 
without notation—11.

25. Operas (geya natakas)—4.
2G. Dance dramas (nritya natakas)—3.
27. Kuravanji natakam — l.
23. Kathakali plays—7.
29. Vaggeyakara mudras—11.
30. Musical instruments —168.
31. Seats of music—7.
32. Places of interest from the point ot 

view of musical iconography—7.

33. Caves which contain paintings or 
sculptures of musical value—3.

31. Birth-places of musical luminaries and 
places noted for the performance 
of Music festivals—2.

35. Musical titles—12.
36 Miscellaneous—13.
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Words, terms and names that could not be 
included in the body of the book at the time of 
printing have been included in the Supplement

and the Addenda. An exhaustive list of contem­
porary performers and writers will be giveu/in 
a separate supplement to the last volume. * '

ILLUSTRATIONS

14 p l a t e s  containing in all 5ti pictures of 
musical luminaries and musical instruments, 
sculptures of interest from the point of view of 
musical iconography and musical stone pillars 
and Raga-Ragini pictures are included in 
Volume I. The two charts relating to the Cycle 
of Fifths and Cycle of Fourths and a picture of 
Syama Sastri’s Autograph manuscript on Tala 
Prastara (Druta meru) will be found interesting.

Some of the Illustrations of musical instru­
ments reproduced herein are from the Descrip­
tive Catalogue of Musical Instruments in the 
Madras Government Museum, prepared by the 
Author and published by the Superintendent of 
the Museum. The two pictures from the Konarka 
temple in Plate V and X are from the Photo­
graphs in the possession of the Archaeological 
Survey of India. A few pictures are from the

valuable collection of musical instruments in "the 
Central College of Karnataka Music, Adyar, 
Madras. Of the pictures relating to musical 
luminaries, three are from the PINotographs of 
Musicians in the Jagannatha BhatcT^ Sabha, 
Egmore, Madras. Mr. S. Satyalingam has 
helped me with some photographs of musicians, 
musical instruments and musical iconography. 
Rev. H. A. Popley and Messrs. Dvvaram 
Venkataswamy Naidu Guru, Shripada Bando- 
padhyaya, Tachur Narasimhacharlu and 
V. Seturamiah have also helped me 
with some photographs. My grateful 
thanks to the Institutions and the Gentle' 
concerned. '

My thanks are due to Sri Chamundi 
Art Press, Madras for their nice printing and 
get up of the book.

Madras,
4th December 1052. The  A uthor,
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A DICTIONARY OF

SOUTH INDIAN MUSIC AND MUSICIANS

A

.A, the sixth note of the major scale of C 
in European music.

ABALI, a rare raga figuring in the com­
positions of the Tallapakam composers. The 
song, Payatandincheve is in this raga (see the 
Tirupati edition of Tallapakam works Vol. Ill 
Sringara sankirtanalu P. 178.)

ABDHI, the name for the chaturas'ra jati 
eka tala in the mnemonic nomenclature for the 
35 suladi talas ; the name signifies the number 
4 which is the total number of aksharakiilas 
for an avarta of this tala.

ABHANGA, a musical form belonging to 
the sphere of sacred music in Mahratti language. 
It corresponds to the kirtana of the South. 
The abhangas of Tukaram and other Mahara­
shtra composers were popularised in South 
India during the feigns of the Mahratta rulers 
of Tanjore. One can hear even now the abhan­
gas sung with great fervour in the bhajanas 
and kalakshepas in South India. The abhan­
gas have the sections, corresponding to the 
pallavi and charaija. The charaijas are sung 
to the same music. Sometimes the pallavi and 
the charanas have the same music.

ABHAVA, the negation or nullification of 
the bhava or soul of a raga. The frequent 
repetition of an ajpa praySga in a raga will 
result in abhava or the nullification of the 
melodic individuality of the raga ; for example 
the repetition of the ffhrase p d n p m in 
S'riraga.

ABHAYAMBA NAVAVARANAM, a set 
of nine songs in praise of Abhayambika, by 
Muttusvami Dikshitar.

ABHERI, a janya raga derived from the 
22nd melakarta, Kharaharapriya:

s g m p n s — s n d p  m g r s 
The suddha dha occurs as a foreign note in 
the phrase p d p ; ga, ma and ui are the 
jiva svaras ; it can be sung at all times.

Tyagaraja’s NagomOmu ganaleni is a 
wellknown kriti in this raga. Syama Sastri’s 
Nittnu vind tnari galada and Muttusvami 
Dikshitar’s Vindbheri are other beautiful kritis 
in this raga. The raga, Bhimpaldsi of Hindus- 
thani music resembles this raga to some extent.

ABHIMANINI, a janya raga derived 
from the 5th melakarta, Manavati.

s r g m d n s — s n d in g r s.

ABHINANDANA, one of the classical 
108 talas, taking two laghus, two drutas and 
a guru 1 1 0 0 8 ; avarta = 5 matras or 20 
aksharakalas.

ABHINAVA, the name by which Abhi- 
navagupta is sometimes referred to.

ABHINAVA BHARATACHARYA, lite­
rally, modern Bharatacharya; a title associated*, 
with illustrious lakshanakaras of the past, like 
Kallinatha, Kuinbhakarna (author of Saugiia 
raja), and Ramamatya.

ABHINAVA BHARATA SARA 
SANGRAHA, a treatise on dance by Chikka 
Bhupala.

ABHINAVA BHARATI, the name of the 
famous commentary on Bharata’s Ndtya 
s'dstra, written by Abhinavagupta. This 
work contains a mine of information relating 
to ancient music.



ABHINAVA BHOJA [2 ] ABHIRIKA

ABHINAVA BHOJA, literally, modern 
Bhoja. A title conferred upon Yuvaranga 
Bhupati (19th century) of Udaiyarpalayam; he 
was a great patron of arts and learning and 
composed many padas.

ABHINAVAGUPTA (11th century), the 
illustrious commentator on Bharata’s Natya 
s’dstra; he was a Kashmir Brahmin. Acharya 
Abhinavagupta as he is called is a great 
name in Sanskrit literature as well. He is 
referred to as Mahdmahes'vardcharya by 
Narada in his Sangita makaranda. Abhinava 
quotes Kirtidhara, the other commentator on 
Bharata’s Natya sdstra.

ABHINAVA JAYADEVA, literally, 
modern Jayadeva; the name by which Ksketr- 
ayya, the renowned composer of Telugu padas 
is sometimes referred to.

ABHINAYA, ABHINAYAM (Tam), the 
action, poses, gestures, gesticulations and 
movements of the body or the limbs for express­
ing a sentiment or mood to the audience.

It is of four kinds :—

1. Angika abhinaya, comprising the 
artistic gestures and movements of the body 
and limbs.

2. Vdchika abhinaya, speech including 
correct pronunciation, modulation and 
effective delivery.

. 3. Ahdrya abhinaya, costumes, jewels
etc. appropriate to the character.

4. Sdtvika abhinaya, manifestition of 
psychic states or conditions like perspiration, 
horripilation, trembling and fainting.

ABHINAYA DARPANA, the wellknown 
work of Nandikes'vara or Nandin on dance 
in the Sanskrit language.

ABHINAYA GANAM (Tam), action song.

ABHINAYA HAST A, the hand gesture 
used in abhinaya as distinguished from nritta-

hasta or the hand gesture used in nritta or 
pure dance.

ABHINAYAPPATTU (Tam), action 
song.

ABHINAYA SARA SAMPUTAM, a work 
on dance in Tamil by Narayaija Aiyangar 
(19th century) and published in the journal of 
the Madras Music Academy; consists of- the 
following six sections :

1. VivSka pr aka s'a bodham, treating of 
the equipment and qualifications of preceptors 
and disciples, the mode of teaching etc.

2. Ndyikd-Nayaka bhava lakshanam, 
treating of the types of nayakis and nayakas.

3. Rasa parimalam, treating of the 
various sentiments.

4 Upamana chintamani.

5. Abhinaydmritam, dealing with the 
movements of the head, hand etc.

6. Bhdvaprakas'am.

ABHINAYA S'ASTRA, the science of 
dance, generally. #

ABHIRA NAT A, one of the 23 melas 
mentioned by Somanatha in his ■ Rdga 
vibOdha.

A janya raga of the same name is also 
mentioned by the author under this mela.

ABHIRI, the Sangita ratndkara men­
tions this raga as one of the bhashas of Mala- 
vakais'ika. The Sangita samaya sara men­
tions this as one of the bhashanga sampurna 
ragas. The Sangita sudha mentions this as 
one of the 13 bhasha ragas of Malavakais'ika. 
The Raga vibOdha in chap. IV si. 25 refers to 
this as a sampurrta rtfga to be sung at dusk.

ABHIRIKA, the Sangita ratndkara 
mentions this raga as one of the vibhashas of 
Kakubha; the Sangita sudha mentions this as 
one of the 10 bhasha ragas of Panchama.



ABHIRU [3 ] ABSOLUTE MUSIC

ABHIRU, a janya raga derived from the 
47th melakarta, Suvarijangi

s r g r in p n s — s d p m g s
(P. S. Ms.)

ABHIRUDGATA, one of the murchhanas 
of shadja grama and approximately correspon­
ding to the modern scale Todi, the 8th mela in 
the South Indian system of music.

ABHISARIKA, one of the ragas mentio­
ned in Narada’s Sangita makaranda.

ABHOGA, one of the four dhatus or 
limbs of the ancient prabandhas. This was 
the name of the last or the concluding section 
of a prabandha, the earlier sections being 
udgraha, melapaka and dhruva.

ABHOGA CHARANA, the last charaija 
of a song containing the signature of the com­
poser. This corresponds to the tirukkadaik- 
kappu • in the TSvaram
hymns. The question of an abhsga chararia 
arises only in songs with plural charaqas. In 
songs with a single charaija, this chararia 
itself will be the mudra charaija.

AbhOga charanas can be classified into

1. Those which contain the signature of 
the composer.

2. Those which do not contain the signa­
ture of the composer, the mudra occurring in 
an earlier section, the pallavi or the anupallavi.

ABHOGI, a janya raga derived from the 
22nd melakarta, Kharaharapriya :

s r g m d s — s d m g r s 
. ga and dha are the jiva svaras ; can be sung at 

all times. Tyagqraja’s Matiasu nilpa s'akti 
leka pots and Nannu brova nikinta tamasama 
and Patriam Subrahmariya Iyer’s Manasd 
vrudha garva nietike *and Gopalakrishna 
Bharati’s Sabhdpatikku veru deivam are 
wellknown kritis in this raga. .

ABHYASA, one of the two modes in 
which that aspect of the lakshana of a raga

known as bahutva (profusion) is established. 
Abhyasa means repetition and in a raga, its 
bahutva svara or svaras are emphasised and 
frequently sung. The other aspect of bahutva 
is alanghana, i. e., not being lightly passed 
over.

ABHYASA GANA, literally, music 
intended for practice as opposed to sabhd 
gdna, which is music intended for being 
performed in concerts. This includes all svara 
exercises intended for the development of the 
voice and instrumental technique and musical 
forms like gitas and varijas which aid in the 
development of svarajnanam, talajnanam and 
other such musical faculties. Every student 
of music passes through a course in abhyasa 
gana, before studying concert pieces. It is this 
early training that helps him to sing or play 
concert pieces in an accurate, polished and 
embellished manner.

ABHYUCHCHAYA, a variety of arohi 
alankara and wherein the alternate notes are 
omitted ; ex. s g p n.

ABRADEST, a janya raga derived from 
the 62nd melakarta, Rishabhapriya :

s g m p d n d s  — s n d p in g r g s

ABRAHAM PANDITAR, Rao Saheb, 
the illustrious author of the work, Karundmir- 
tlia sagaram in Tamil, in two volumes. This is a 
bulky work extending over 1500 pages and con­
tains a mine of information relating to the music 
of the ancient Tamils. He was the first to con-, 
vene a music conference in South India during 
this century, and the deliberations of these 
conferences held in Tanjore between 1912-16 
have been productive of valuable results. He 
participated in the First All-India Music 
Conference held in Baroda in 1916. He was 
honoured by the Government with the title, 
Rao Saheb.

ABSOLUTE MUSIC or pure music, em­
braces all those types of compositions which 
do not belong to the realm of applied music. 
In absolute music, compositions are enjoyed
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primarily for their musical setting and not for 
the ideas contained in their sahitya. Instru­
mental forms and the varied branches of 
manodharma sangita, viz. raga alapana and 
madhyamakala, pallavi, svara kalpana and 
niraval all come under the heading of absolute 
music.

The concept of God as Nadabrahma 
(embodiment of musical sound) is one of the 
distinctive concepts of Indian philosophy. 
This concept is India’s significant contribution 
to the world’s thought. The corollary that one 
can commune with God through contemplation 
of nada follows this concept. Tyagaraja, the 
great nadopasaka, has revealed in his composi­
tions the fruits of his nadOpasana. The leaders 
of the bhakti school in the past emphasised 
that music was to be used only as a vehicle 
to sing the praises of God. Tyagaraja, the 
great nadayogin emphasised that to 
musicians, there was also the path of music 
or the sangita mdrga in addition to the bhakti 
tndrga to attain spiritual bliss.

In this connection, it may be useful to 
remember the significance of the Trimurti 
being associated with musical instruments-Siva 
with the drum, damaru ; Vishriu with the wind 
instruments, conch and the flute ; and Sarasvati 
(Brahma’s wife), w.th the stringed instrument 
vilja. That there was a realisation of the 
importance of absolute music or pure music 
even in the remote past is borne out by the 
association of musical instruments with the 

• Trimurti.

The science of music or gandharva tattva 
is based on certain fundamental principles and 
truths which hold good in all countries 
and in all times. Such principles ought to 
hold good even in Devaloka. If sangita 
s'ustra is glorified in India, it is because, a 
knowledge of it helped one to understand 
something of the laws and mysteries of Nature. 
The human body itself is in a way musically 
constituted. The stringed, wind and percus­
sion instruments are represented in the delicate 
fibrils of the inner ear, the voice and the ear­

drum respectively. The 24 vertebral bones 
have their parallel in the 24 svarasthanas of 
the finger-board of the viija.. The 72 melas 
have their parallel in the heart beating 72 
times a minute, normally. The tala das'a praijas 
(10 elements of musical time) have the*r parallel 
in the ten fingers of the hands, the right hand 
fingers standing for the maha pranas and the 
left hand fingers, for the upa praijas. The 
human voice itself was intended not only to 
speak but also to sing. It is only while singing 
that the gifts of Nature are fully utilised. 
When Tiruvalluvar, the great Tamil poet, 
eulogised the sense of hearing, he must have 
had in his mind the fact that the ear 
helped one to commune with the Infinite 
through the medium of music. The statement 
of the sage Yajnavalkya that “ proficients in 
vilja play, adepts in the science of s'rutis or 
quarter-tones and experts in rhythm attain 
spiritual bliss without any effort ” is note­
worthy. Thus the idea of absolute music took 
deep root in India even in the distant past.

ABSTRACT MUSIC, music composed 
or performed with the sole object of creating 
gana rasa ; same as absolute music.

ACCIDENTAL, the anya svara or the 
visiting note in a bhashanga j"aga. It is a note 
foreign to its parent scale. In Kambhoji 
raga, the kakali nishada is the accidental and 
in Bilahari raga, the kais'iki nishada is the 
accidental and so on.

The word accidental may be cited as an 
example of a term borrowed from European 
music and which by usage has come to acquire 
a special meaning in Indian music.

ACHALA NATA, a janya raga derived, 
from the 36th melakarta, Clialanata

s r g m d n s — s n d m g r s.

ACHALA SVARAS, the notes sa and pa 
which are fixed and do not admit of varieties ; 
also called avikrta svaras.

ACHALA VINA, the name of the experi­
mental vina, used as a reference instrument
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.' by S'arngadeva for demonstrating the 22 s'rutis 
and wherein the pitch of the strings was kept 
constant; also called dhruva vina. The op­
posite of this was the chala viija, wherein the 
strings were tuned to the same notes as the 
dhruva vilja at the comencement, and later 
reduced step by step.

. ACHCHUTA DASAR, a composer of 
Tamil songs on vedantic and philosophic 
themes; lived in the latter part of the 19th 
century ; signed his compositions with his own 
name.

ACHYUTA MADHYAMA, same as the 
note s'uddha madhyama, F natural (4/3). This 
note is in contrast to the chyuta madhyama 
gandhara, which is slightly less than s'uddha 
madhyama. The frequency of this reduced 
note is 81/64.

ACHYUTAPPA NAIK (1577- 1614), the 
second,of the Naik Rulers to rule over Tanjore 
and a great patron of music. He was the son 
of Chevappa Naik Maharajah (1530 - 1572), the 
first Ruler of Tanjore in the Naik Dynasty. 
He was a Karnataka Smarta Brahmin and 
belonged to the Vasishta gotra and As'valayana 
sutra. Govinda Dikshitar, the author of 
Sangita sudha, jvas his Prime Minister.

ACHYUTA RAJENDRA MELA VINA, 
a type of Rudra vina mentioned by Ramamatya 
in his work Svaramela kaldnidhi. In this 
vina, the four playing strings were tuned to 
the notes : mandra panchama, mandra shadja, 
anumandra panchama and anumandra shadja. 
According as the frets were fixed or movable, 
this vina admitted of the two varieties ; sarva 

' raga mela vina and ekaraga mela vina. The 
. three side strings were tuned to the notes, 

madhya shadja, mandra panchama and mandra 
shadja.

•
ACHYUTA SHADJA, same as the note 

shadja or C. This is in contrast to the note 
chyuta shadja nishada which is slightly less 
than shadja. The frequency of this reduced 
note is 243/128.

ADAIVU (Tam), same as adavu.

ADAKKU SURAM (^c.«@ «irth), a 
note inimical to the raga bhava: same as 
vivadi svara; the term adakku suram is found 
in the commentary to Baratasendpatiyam  
P. 30, (Kalakshetra Edition).

ADAL (<j§J(j'-si-’), dancing ; play.

ADALAS'IRIYAR (^L-ecrrSifhuir), teacher 
of dance. The qualifications, attainments and 
equipment of the preceptors of dance are given 
in detail in the standard works on dancing.

ADALIDAM (>^I-®?‘- ‘i) ) stage ; theatre.

ADAMBARA, a drum used in battle and 
mentioned in all early literature.

ADAMBARA GHATA, the performer on 
the drum, adambara.

ADANUL («gg,<-@irsb)) a work relating to 
the science of dancing.

ADANUR, the village where Nandanar 
(immortalised by Gopalakrishria Bharati in the 
Nandanar charitraui) was born. This village 
is in Tanjore District, South India.

ADARKUTTIYAR (Tam), dancing girls.

ADAVAI (Tam), dancing hall.

ADAVALLAN (Tam), Nataraja installed 
in the Tanjore temple.

ADAVU, the fundamental exercises, steps, 
and movements which every student of dance* 
learns at the commencement. These correspond 
to the vocalises in musical study.

ADAVU JATIS, varieties of adavu.

ADBHODAM, a janya raga derived from 
the 8th mela, Hanumatodi

s g m d n s — s n d m g s.
This, in effect is the same as the raga, Hindola.

ADHAMA RAGA, a raga unsuitable for 
musical composition according to Ramamatya.
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This scholar in his Svaramelakalanidhi 
propounded a peculiar system of classification 
of ragas based on their suitability or other­
wise for musical compositions into uttama 
(good), madhyama (mediocre), and adhama 
(inferior). This classification was endorsed 
by Somanatha, but later fell into deseutude.

ADHAMA VAGGEYAKARA, an inferior 
type of a composer who appropriates the 
music of another composer and supplies only 
his sahitya and publishes the composition as 
his own. A plagiarist composer. (Also see 
under uttama and madhyama vaggeyakdras).

ADHARANG, a great composer of Kheyal 
composition in Hindusthani music. He lived in 
the Court of Mahomed Shah, the last of :he 
Moghul Emperors. (Also see under Sadarang).

ADHARA SHADJA, the key note, tonic 
note or the s'ruti ; the fundamental note consti­
tuting the madhya sthayi shadja.

ADHUNA PRASIDDHA RAGAS, well- 
known ragas of the present, as opposed to 
prdk-prasiddha ragas or ragas which were 
wellknown in the past. This is a classification 
of ragas found in the Sangita ratndkara of 
S'arngadeva (13th cent).

ADHUNIKA PADDHATI, modern
accepted system or practice.

ADHUNIKA SANGITA, modern music,

ADHYATMA RAMAYANA KIRTA-
JNALU, the name of the famous work in 
Telugu by Subrahmapya Kavi. The author has 
presented the story of the Ramayaija in a 
hundred kirtanas. Besides two invocatory 
songs, he gives a beautiful chunjika in the 
araijya katjdam. The author who was a 
scholar in Telugu and Sanskrit uses high-flown 
language in many places. The songs are 
popular in the Telugu Districts and some of 
them have as many as 12 or 14 charaijas. 
Rare ragas like Karnataka saranga, Mangala 
kais'iki, Jujavanti, Des'iya devagandhari, 
Lalita panchami, Manji, Maruva, Gauri,

ADHAMA VAGGEYAKARA

Gummakambhoji, Puri and Hindu gha^ita 
figure in this work. The author lived in the 
early 19th century.

ADHYATMA SANKIRTANALU, songs 
in Telugu, composed on philosophical themes 
by Annamacharya, one of the Tallapakam 
composers of Tirupati. These songs have 
been published by the Tirupati Devasthanain.

ADI («§¥9-), (l) a khaijdika or section of a 
hymn or musical composition. In hymnal 
music, the several sections are sung to the 
same music. In such cases, the first section 
is given in notation; the direction is then 
given that the remaining sections (^9-®^) 
are to be sung to the same tune.

(2) dance step.
ADI, (1) The name of the chaturasra 

jati, triputa tala in the empirical nomen­
clature for the 35 suladi talas; | 4 O O
the duration of an avarta of this tala = 
eight aksharakalas.

(2) One of the classical 108 talas, 
taking a laghu alone | ; its duration is equal 
to one matra or four aksharakalas.

(3) The name of the first mela in 
the scheme of 4624 sampurija melas, propound­
ed by the author of the work, Melddhikdra- 
lakshana. In the author’s nomenclature, this 
mela, besides shadja and panchama, took the 
notes, prati s'uddha rishabha, prati s'uddha 
gandhara, s'uddha madhyama, prati s'uddha 
dhaivata and prati s'uddha nishada; shadja 
was its graha, amsa and nyasa.

ADI BHAIRAVI, a janya raga derived 
from the 20th melakarta, Nathabhairavi.

s g r g in p d s — s d p m p g r s  
(The Sangita kaumudi assigns this raga to 
the 19th mela, but it makes no difference since 
the nishada is absent'in this raga).

ADI BHARATAM, (literally the first 
Bharat am), a name for the work, Natya s'dstra 
of Bharata (4th cent B. C.), to distinguish it 
from other works of the same name and

ADI BHARATAM
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attributed to other authors like Brahma, 
Jaimini, Arjuna etc.

^\DI DES'YA, a janya raga derived from 
the 39th melakarta Jhalavarali :

s r g in p n s — s n d p in g r s

ADI DVIPADA, the synopsis of the story 
of -a dance drama given at the commencement 
of the play in the dvipada metre. Argument.

ADI GURU, the first teacher who taught 
music in a systematic form and wrote for this 
purpose the graded svara exercises and songs : 
svaravali, alankaras, pillari gitas, ghanaraga 
gitas, suladis etc. Refers to Purandara Dasa 
(1484—1564).

ADI KAMODA, a raga belonging to the 
class of bhashanga sampur las and mentioned 
by Pars'vadeva in his Sangita satnaya s'dra.

ADI KAMODI, one of the 20 bhashanga 
ragas mentioned by Raghunatha in his Sangita 
sudha. This raga is also mentioned in ihe 
Sangita ratnakara.

ADIMURTI AYYAR, the son of Pallavi 
Gopalayyar and a Samasthana Vidvan in 
Tanjore during tf\£ reign of Sivaji (1824-1865); 
he was an eminent vainika.

ADINARAYANADASAj a descendant of 
Bhadrachala Ramadas. He lived in Mambalam 
(near Madras) in the 19th century and com­
posed a number of devotional songs. He 
celebrated the Rama Navatni Festival with 
great devotion, like his revered ancestor. 
He signed his compositions with his own name. 
Two of his kirtanas are printed on P. 277 

. of the Bhagavat Bhajaua Paddhati of T. P. 
Kodandarama Iyer. (1913).

ADI PANCHAMA, a janya raga derived 
from the 48th melakarta, ©ivyamani:

s r p d n s — s n d n p  m g r s

ADI PRASA, the dvitiyakshara prasa cr 
the second letter rhyme seen in the padas of 
musical compositions.. Contrasted with this is

the antya prasa or the ending rhyme of padas. 
The second letter rhyme is a feature of the 
musical compositions in South Indian 
languages. (Also see under Prasa).

ADI RASA, the first rasa or sentiment 
to be felt by man. Sringara (love) is said to 
be the adi rasa.

ADIRVU, one of the four defects in yazh 
(ujitiP) play which every skilled performer on 
this instrument was expected to overcome. 
This is referred to in the Silappadikdra n 
(venirkadai). Adirvu is tremulousness caused 
by plucking the lower-pitched guts of the yazh. 
The adirvu was got over by cleverly damping 
the string (after it had been set in vibration), 
either with the finger or with the small stick 
held in the hand for the purpose. It is possible 
that this small stick held in the hand of the 
yazh player and depicted in the early sculptures 
suggested the mechanism of the damper in the 
piano.

ADIS'UDDHARAMAKRIYA, a raga 
mentioned in the Telugu work, Ragatala 
chintdmani.

ADI SVARAS, the most ancient svaras 
known to Indian music. These are the udatta, 
anudatta and svarita of the Vedic hymns. 
Panini, the Sanskrit Grammarian, refers to 
these three notes as the adi svaras.

ADI TALA, the name of the Chaturas'ra 
jati Triputa tala; | 4 O O Avarta = 8 
aksharakalas.

ADITYA (l) a variety of flute mentioned 
in the Sangita ratnakara and in which the 
distance between the mouth hole and the first 
finger-hole was 12 angulas. The mandrasthayi 
madhyama was heard, when finger-holes 1—7 
of this flute were closed and blown.

(2) the name of the twelfth 
svarasthana (kakali nishada), in the svara 
nomenclature found in the Svardrnavam.

( The name Aditya  signifies the number
12, in musical mnemonics).
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ADITYA, the name of the twelfth chakra 
in the scheme of 72 melakartas, comprising 
melas : 67 - 72.

Aditya-bhU, signifies the fourth mela in 
the XII chakra—70.

Aditya-gO, signifies the third mela in the 
XII chakra—69.

Aditya-ma, signifies the fifth mela in the 
XII chakra—71.

Aditya-pa, signifies the first mela in :he 
XII chakra—67.

Aditya-sha, signifies the sixth mela in the 
XII chakra—72.

Aditya-S'ri, signifies the second mela in 
the XII chakra—68.

ADI VAGGEYAKARA, refers to 
Valmiki the first and the earliest composer. 
The great epic Ramayapa was set to music by 
Valmiki, the Adi kavi and taught to Lava and 
Kusa, who sang the same in the court of Sri 
Rama. Since the boys sang together, it is 
evident that the s'lokas were set to rhythmic 
music and sung by them. They were not 
merely recited as s'lokas.

ADI VARALI, a janya raga derived 
from the 57th melakarta : Simhendramadhyama

s r m p d s — s n d p m r  m g s

ADI VASU, a janya raga derived from 
the 41st melakarta, Pavani:

• s r g tn p  tn d its  — s n d m g s

ADIVAYILAR, the author of Barata- 
senapatiyam, a treatise on dancing and acting 
in Tamil venba verse. Quotations from this 
work are found in the commentary on 
the Silappadikdram, by Adiyarkkunallar. 
Nachchinarkkiniyar, the learned commentator 
of the Tolkappiyam  and Tirumurugdrrup- 
padai also quotes from the Baratasena- 
pafiyam. There is also a later work of the 
name, Baratasendpatiyam (i-iirpG&^ugtuu:) 
in Tamil, and published by the Kalakshetra, 
Adyar, Madras.

ADIYAPPAYYA, PACHCHIMIRIY AM. 
(Born in 1730). He is the celebrated com­
poser of the famous varija “ Viribopi ”, in 
Bhairavi raga, Ata tala. He was an e ^ e r t 
vaiijika. He composed a number of kritis in 
rakti ragas and des'iya ragas. He systematised 
the methods of singing raga alapana, 
madhyamakala and pallavi. He was the 
Asthana Vidvan in Tanjore during the reigns 
of Pratapasimha Maharajah (1741—1764) and 
Tulaja Maharajah (1765—1787). He was also 
patronised in Pudukkottai and Udaiyar- 
palayam. He was a Madhva Brahmin. He 
adopted the signature : S'ri Vankataramana. 
He was appropriately honoured with the title 
“ Tana varna mdrga dars'i ” Prominent 
amongst his disciples were, S'yama S'astri, 
Ghanam Krishnayyar, Pallavi Gopalayyar 
and his brother Sanjivayyar. The late Vina 
Seshanna of Mysore belonged to the family 
of Pachchimiriyam Adiyappayya.

ADIYARKKUNALLAR, the celebrated 
commentator on the Silappadikdram. His 
notes and comments throw a lot of light on 
the musical portions of this Tamil epic poem. 
He was well versed in the lakshapa granthas 
relating to music in Sanskrit and Tamil, includ­
ing the Sangita ratndkard  (l3th century)- 
Since he quotes from the other wellknown 
commentator Arumpadavuraiyas'iriyar, it is 
evident that he belongs to a period posterior 
to that of Arumpadavuraiyas'iriyar.

ADIYAZH the ancient harp of
South India. It is said to have had a thousand 
strings.

ADUGU (Tel.), dance step.

AEROPHONES, wind instruments.

AGALAM, a raga mentioned in the 
Tamil Ms. Barata ,Nattiya Sastiram  of the 
17th century.

AGArNDI (Tam), a musical instrument.

AGAPPAIKKINNARI (Tam), a primtive 
bowed instrument with a single string. Some
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specimens had two strings. A piece of skin 
strained over a hemispherical cocoanut-shell 
served as a resonator. The finger-board 
consisted of a bamboo stem fixed on to the 
resonator. There were no frets. The strings 
were stopped and played as in the violin. 
The bridge over which the strings passed was 
placed on the centre of the skin. The length of 
the .instrument was about 18 inches. On 
account of the short length of the string, the 
pitch of the notes given by this instrument 
was very high and the notes somewhat of 
a piercing character. Stringed instruments 
with a longer finger-board and whose compass 
approximated to that of the trained human 
voice, naturally replaced this primitive 
stringed instrument, in later times. This 
instrument is the same as the Rcivana hastani 
and Ravanastram.

AGATTIYA BARATAM, a tamil work 
on music and dance, attributed to Sage 
Agastya.

AGHATA, a percussion instrument used 
as an accompaniment to dance; cymbals.

AGHAl'I, cymbals used to accompany 
dancing; referred to in the Rig veda and 
the Aiharva veda.

AGNI, the name of the third chakra in 
the scheme of 72 melakartas, comprising 
melas : 13—-18.

Agui-bhfi, signifies the fourth mela in the 
III chakra—16

Agiti-g6, signifies the third mela in the 
III chakra—15.

Agni-ma, signifies the fifth mela in the 
111 chakra—17.

Agni-pii, signifies the first mela in the 
III chakra—1 .̂

Aguisha, signifies the sixth mela in the 
HI chakra—18.

Agni-S'ri, signifies the second mela in the 
III chakra—14.

(The word agni and its synonyms anala etc. 
signify the number 3 in musical mnemonics. 
There are the three sacred fires : Agnitrayam- 
Dakshina , Ahavaniya and Garhapatya).

AGNIKOPAM, a janya raga derived from 
the 20th melakarta: Natha bhairavi :

s g tn p n s — s n p m g r s.

AGREMENS (Fr), gamakas or graces.

AHAMSAM, a raganga raga referred to 
in earlier works and mentioned by C. R. 
Srinivasa Ayyangar in his 11 Notes on the 
Ramayana (Balakanda) ” P. 252.

AHARI, same as the raga Ahiri ; men­
tioned in the Sangita makaranda, Sangita  
sctmaya Sara and Raga tala chintamani.

AHARYA, one of the four kinds of 
abhinaya and relates to the costumes and 
jewels appropriate to the character ; (also see 
under Abhinaya).

AHATA (l) music made by the 
conscious effort of man; as opposed to the 
music of Nature (audible to yogis), and termed 
anahata. The ahata music is the subject of 
study and is classified under gita, vadya and 
nritya.

(2) a variety of gainaka ; consists 
in sounding a note on the viija and producing 
afterwards another note without a separate 
stroke. This gamaka is common to vocal 
music and instrumental music and figures in 
the traditional lists of panchadas'a gamaka? 
and das'avidha gamakas. Opposite of this 
gamaka, is the pratyahata.

AHATI, a kind of technique used in 
plucking the strings of the viija. This term is 
described by Somanatha in his Raga vibodha.

AHIRI, a janya raga derived from the 
1+th melakarta, Vakulabharartam :

s r s g m p d  ns  —  s n I )  p M g r s
A sankirija raga, wherein a number of subtle



s'rutis of the Indian gamut figure. A scholarly 
raga; ina and ni are jiva svaras. A raga 
capable of expressing pathos. An ancient 
raga and is mentioned in the works: S. S. S. 
and S'. M. There is the tradition that if 
this raga is sung in the morning, the singer 
will be deprived of his food for the day.

AHIRI NATA, a janya raga derived from 
the 29th mela, Dhira s'ankarabharana :

s in g in p ci n s — s n p cl n p g in g s.

AHIRI TODI, a janya raga derived from 
the 8th mela Hanumatodi and mentioned in 
C.. B. N’s Key to Hindu Music.

AHOBALA, the author of the work, 
Sangita parijata  (C. 1650). He was the son 
of Sri Krishija. He is the first musicologist 
to describe the values of notes in terms of the 
speaking lengths of the wire on the vitja. 
The Sangita parijata  is a small work in 
Sanskrit and is one of the important works 
relating to Hindusthiini music; (also see under 
Sangita parijata).

AHORI, a janya raga derived from the 
20th mela Nathabhairavi :

s r g m p d s — s n d p in g r s 
(mentioned in the latnil book, Gdna vidyd 
prakas’ini).

AIRAVATl (1) a janya raga derived 
from the 64th melakarta, Vachaspati:—•

. s r g in p d s — s d p m g r s.
•

The S. S. P. S. mentions a raga of the same 
name and derived from the 45th mela, Subha- 
pantuvarali and with the following aroharia 
and avarohapa :—

s r g in p n s — s n p in g r s.

(2) the name of a murchhana 
and mentioned in the Svararnavam.

AJANI, a bhashanga raga mentioned in 
the supplement to the Chaturdandi prakas'ikd 
as a derivative of the Vegavahini mela (see P 3. 
of the Madras Music Academy Edition.)

AHIRI NATA

AJAPA NATANAM, a variety of dance 
associated with the Deity, Tyagaraja of the 
shrine at Tiruvarur in Tanjore District, South 
India. •

AKALANKA, a title associated with 
Govindacharya, the author of Sangraha 
Chuddmaiti, a work in Sanskrit on the science 
of music (18th cent.)

AK.ARA SADHAKAM, literally, the 
training of the voice by vocalising the vowel 
d. Akara sadhakam consists in practising 
standard svara exercises with the vowels 
a, i, U, e and 6 and in. These exercises 
help in acquiring a sweet, round, beautiful and 
pleasant tone. They give an intensity and 
strength to it. They help in producing the 
gamakas without effort. They also help in 
producing phrases in quick tempo with 
clearness.

AKHILARAGA MELA VlNA, the 
modern South Indian vifla wherein all tlie frets 
are fixed on the finger board. In this type of 
viija, all the ragas can be played without 
resorting to the change of position of one or 
more frets ; same as the sarva raga mela viija. 
Opposite of this is the Ekaraga mela vina, 
wherein the frets are movable*.

AKKIL SWAMI, a minor composer of 
Sanskrit kirtanas. He lived in the 19th 
century, near Chidambaram.

AKOTPARAI (Tam), the drum used in 
a war waged for seizing the cattle of an 
enemy.

AKSHARA, (1) literally a letter ; used in 
the sense of aksharakala or unit time in music.

(2) the name of a rare tala 
figuring in the 108 Raga' tala mdlika of 
Ramaswamy Dikshitar.

__ t

AKSHARAKALA, unit-time in music. 
The value of an aksharakala is relative and 
not absolute.

AKSHEPA, a variety of sanchari alankara 
and wherein the pattern of development is as

AKSHEPAI 10]
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follows ; s r G r g M g in P m p D 
p d N etc.

#AKSHIPTA, a variety of arohi alankara 
and signifying the svara group pattern 
s s g g • r r m tn g g p p in in d d etc.

AKSHIPTlKA, (1) the introductory part or 
section of a raga alapana. The melodic beauties 
of' the raga are herein presented in an outline 
form without going into details. Also called 
dy it tain-

(2) an ancient musical 
form, mentioned in the Sangita ratndkara.

AKU (Tel), the leaf of a marshy
plant used as the mouthpiece in the wind 
instrument nagasvaram; the leaf passes 
through a process of seasoning before use.

ALABU SARANGI, a stringed instru­
ment played with a bow and used in North 
India (Dr. Meerwarth’s book on the Musical 
instruments in the Calcutta Museum refers 
to this instrument on P. 24).

ALAGU (Tam), sruti ; the octave in 
Indian music consists of 22 alagus.

ALAKAVAL1, a faulty name for the raga, 
alakavarali (Sangita kaumudi ).

ALAKAVARALI, a janya raga derived 
from the 28th mela Harikambhoji.

s r m p d s — s n d p tn g r g s (S. K.)

ALANGHANA, one of the two modes 
through which that aspect of the lakshana of a 
raga known as bahutva (profusion) is esta­
blished. Alanghana means a note being not 

. slightly touched or lightly passed over. The 
other aspect of. bahutva is abhyasa; (see 
under Abhyasa).

ALANKARA, (l) svara exercises illustra­
ting the seven principal talas and their 
varieties. These solfeggios set to time, belong 
to the sphere of abhyasa gana.

(2) B e'a u t y, ornament, 
embellishment or grace.

(3) Svara-group pattern in 
ancient music. Alankaras which were the 
artistic grouping of svaras according to the 
sthayi, arohi, avarohi and sanchari varrtas 
played the part of gamakas in ancient music.

ALANKARAPRIYA, a janya raga 
derived from the 10th mela, Natakapriya

s r g m d n s — s n d in g r s .

ALANKARINI, the name of the fourth 
or the ultimate s'ruti ef the note madhyama, in 
Bhavabhatta’s nomenclature for the 22 s'rutis ; 
(see the Antipa sangita vilasa).

ALANKRTA, one of the ten 
excellences in the rendering of music and 
referred to in the Naradd siksha. It is the 
rendering of a passage belonging to one octave 
in another octave.

AL.\P, same as alapana,

ALAPA, (1) same as alapana or exposition 
of a raga.

(2) the name of the ina miirchhana 
of the gandhara grama.

ALAPADMA, a variety of asamyuta 
hasta used in dance ; (see under Hastas).

ALAPANA, the exposition of a raga. 
This is the most important branch of mano- 
dharma sangita or creative music and consists 
in the portrayal or the delineation of a raga, 
extempore, revealing all its melodic beauties.' 
It is unmeasured music. The syllables used 
by a singer in the exposition of a raga generally 
are ta da ri naiu tom or the name of a 
Daity. Raga alapana is the most distinctive 
feature of Indian music. It has the three 
sections :—

1. Akshiptika or the Introduction.

2. Rciga vardhaui or the body of the 
alapana ; and

3. sthayi and makariiti, marking the 
conclusion.

tern in
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ALAPI, a janya raga derived from the 
37th mela, Salagam

s r g in p d n s —- s n d p in g r s 
This is mentioned in the S. P- S. and in 
effect is the game as the raga, Salagam.

ALAPIK A V AMS'A, a kind of flute,
mentioned in the Rigveda.

ALAPINI, (1) the fourth or the ultimate 
s'ruti of the note, panchama, in Bharata’s 
nomenclature for the 22 s'rutis.

(2) a stringed instrument wherein 
the dapcli or the finger-board was made of 
bamboo.

ALAPTI, same as alapana. It is of two 
kinds: (1) Alapti and (2) Rupaka Alapti. 
Alapti is the ordinary alapana, done without 
the aid of a theme and Rupaka alapti is 
alapana done with the aid of a theme. Rupaka 
alapti is an al.ipana woven around a stock 
theme, as for example the exposition of a raga 
with and around the theme of a pallavi.

ALARIPPU, a type of dance figuring 
as the first item in a concert of Bharata- 
natya. It is an item of pure dance and the 
rhythmical element predominates therein. It is 
performed to jatis recited by the dancer or 
the conductor. The rhythm of the music may 
be chaturasra, tisra or mis'ra. i e in four, 
three or seven time. All the important poses, 
gestures and movements are rapidly gone 
through in this item. This invocational 
item is sometimes referred to as adavu in 
dancer’s parlance.

ALARU, a janya raga derived from the 
37th mela, Salagam : —

.s g nt d it s — s n d nt g s

ALAVA, a janya raga derived from the 
42nd mela, Raghupriya :—

s g nt d it s —1 s it d in g s .

ALGOS A, a kind of beak-flute played in 
North India.

ALIKRAMA PRABANDHA, one of 
the three heads under which prabandhas were 
classified by S'arngadeva and other lakshaija- 
karas; the other two heads being mda  
prnbandha and viprakirtta prabandha. 
The sahityas of the alikrama prabandlias were 
in Prakrit and ir. South Indian languages; 
some were also in local dialects of the North.

ALIVARDHANI, a janya raga derived 
from the 17th mela, Suryakantam.

s r g nt it s — s it d p in g r s (S. K.)

ALIYA BILAVAL, a North Indian raga 
belonging to the S'ankarabhararia mela.

ALL1YAM, one of the eleven sacred 
dances. This was performed by Vishriu after 
disposing of Kama.

ALLUKI VENKATADRI SWAMI, a 
composer of devotional songs in Telugy ; (also 
see under Venkatadri Swami, Alluri.)

ALPATVA, one of the trayOdas'a 
laksharias for ragas; the term signified the 
note that was used sparingly in a raga. Ex 
dhaivata in Sriraga;

•

Alpatva, which is the opposite of 
bahutva, admitted of the varieties; 
langhana and anabhydsa. The former denoted 
a note that was just skipped over or lightly 
touched and the latter the note that was not 
repeated.

i
AMAM PUSARI (-WArth y,*irtf,>), the 

assistant priest in village temples, who always 
says 11 Yes ” to the pronouncements of
the Chief Priest during worship in temples • 
or during the recitals of episodes from the 
Mahabharata for the entertainment of the 
folk.

AMANTIRIKAl, a drum mentioned in the 
S' ilctppadikarain.

AMA PANCHAMAM, a janya raga 
derived from the 48th melakarta : Divyamapi
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and mentioned in the Tamil book: Batata  
sangita svayarn bOdhini

• s r g n t p d n s  — s n d m g s

AMARA SINDHU, a raga figuring in 
the compositions of the Tallapakam composers 
(videSringara  sankirtanalu, P. 287 Vol. Ill 
of Annamacharya - Tirupati edition).

AMARA.VALI, a janya raga derived 
from the 28th melakarta, Harikambhoji :

s r g m d s — s n d p in g r s

AMARSINGH MAHARAJAH (1788- 
1799), one of the Maharajahs of Tanjore and 
a great patron of music. Some of the brilliant 
musicians and composers of South India of 
the time, adorned his court.

AMBAHERI, one of the bhashas of 
Takka raga and mentioned in the S. R.

AMBAHERIKA, one of the 21 Takka 
bhashas, mentioned in the Sangita stidhd.

AMBAMANOHARI, a janya raga 
derived from the 23rd melakarta, Gaurimano- 
hari :

s r g in d n s  — s n d in g r s

AMBAR KUZHAL @,(/.6i>), a
musical pipe with a head-piece of bell-metal 
anb shaped like a water-lily.

AMBAYIRAM, one of the reputed 
violinists of the early 19th century. Paidala 
Gurumurti S'astri, impressed by his extraordi­
nary proficiency in violin-play, conferred on 
him the title, Sfingakkutti (&'Ei&£$ijilip.)t 
literally, a young lion. Ambayiram’s five sons 
were also musicians and the eldest of them
Appukkutti, was a good violinist.

•

AMBHANA, the name for the sounding 
board of the viija or the lute of the vedic 
period ; a resonator.

AMBHOGINI, a janya raga derived 
from the 28th melakarta , Harikambhoji and

mentioned in C. B. N’ s Key to Hindu music, 

s r g m d s —■ s d in g r s

AMBHORUHAM, a janya raga derived 
from the 44th melakarta, Bhavapriya :

s r g p d n s — s u p d in g r s

AMBUJANABHA, one of the paryaya 
mudras used by Svati Tirunal in his composi­
tions. This name is a synonym of Padmanabha 
(Also see under Svati Tirunal)

AMIR, a title given to a musician in 
Persia; thus Amir Khusru, the noted singer.

AMIR KALYANI, same as Hamir 
kalyani (see under Hamir kalyani).

AMIR KHUSRU, the great Persian poet 
and musician. He flourished in the court of 
Allauddin Khilji (1296-1315) in Delhi. He 
was the originator of the qavali style of 
singing. By a combination of Persain modes 
with Indian ragas, he produced a number of 
mixed ragas. Ragas like Sarparda, Sazagiri 
and Zilaph are ascribed to him. There is the 
famous story about his meeting Gopal Naik, 
the brilliant singer of South India, in a 
musical contest.

AMIRTALINGAM . PILLAY, one of 
the disciples of Tyagaraja.

AMMA.NAI, a game with small balls 
played by girls and women to the accompani­
ment of vocal music. During the game, some 
of the balls are thrown in the air and as they 
fall, the balls in the hand are thrown up an<3 
this process repeated rhythmically.

AMMAN AIPPATTU, the song sung 
during the game of ammanai.

AMMANAI VARI, same as ammanaip- 
pattu. An example is seen in canto 
(Vazhttukkadai) of the Tamil epic, Silappadi-
kdratn.

AMMA PANCHAMAM, same as Amra
Panchamam (see below); This raga is
mentioned in Pallavi Seshayyar’s MSS.
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AMRADES'I, a janya raga derived from 
the 62nd melakarta, Rishabhapriya :

s g m p d n d s — s n d p tn g r g s

AMRA PANCHAMAM, a janya raga 
derived from the 48th melakarta, Divyamani :

s r g m d n s — s n d in g s 
This raga is mentioned in the Sangita samaya 
sdra. The Sangita ratndkara mentions this 
raga amongst the ten prasiddha (wellknown) 
des'i ragas of his time.

AMRITA, a primitive stringed instrument 
played with a bow.

AMRITA DHANYASI. a janya raga 
derived from the 8th melakarta: Hanumatodi:

s r g nt p n s —■ s n p m g r s.

AMRITA LAHARI, a janya raga 
derived from the 29th melakarta, Dhira 
s'ankarabhara a:

s g r m p n s — s n d p m g r s
(S. K.)

AMRITA PANCHAMAM, a janya raga 
derived from the 48th melakarta , Divyamayi :

s r g m d n s  — s n d m g s r s.

AMRITA RANJ AN1, a janya raga derived 
from the 19th melakarta, Jhankaradhvani:

• s r g in d n s — s d n  d p  m g r s  
(Mentioned in C. B. N’s Key to Hindu music)

AMRITA SVARUPINI, a janya raga 
derived from the 72nd melakarta, Rasikapriya :

s r g m p d s — s d p m g r s .

AMRITA TARANGINI, a janya raga 
derived from the 19th melakarta, Jhankara­
dhvani:

s r g m d n s — s d n d p  m g r s
Same as Amrita ranjani.

AMRITA VAHINI, a janya raga derived 
from the 20th melakarta : Nathabhairavi :

s r m p d n s — s n d in g r s

This is a shadava raga : ma ayd ni are 
jlva svaras; can be sung at all times, 
Tyagaraja’s “ Sri Rama pddama ” is a 
wellknown kriti in this raga.

AMRITAVARSHANl, same as Amrita- 
varshiyi (see below)

AMRITA VARSHINI : There are two 
ragas with this name: —

(1) a janya raga of the 66th 
melakarta, Chitrambari :

s g in p n s — s n p i n g s 
This is an upanga raga : can be sung at all 
times. Muttuswami Dikshitar’s “ Anandd- 
mritdkarst.ini ” is a famous ikriti in this 
raga. It is with this song, that the great 
composer once caused rains to fall in a 
barren tract, on his way to and near Ettiya- 
puram, Tirunelveli District.

(2) a janya raga derived 
from the 39th melakarta, Jhalavarali.

s r g m p d n p s — s n P d m g r s

AMRITA VASANTAM, a janya raga 
derived from the 57th melakarta, Simhendra 
madhyama:

s r g p d n s — s n d m g s

AMS'A, the note which brings out in bold 
relief and reveals the melodic entity of the 
raga ; also called jiva svara and raga chhaya 
svara. The ams'a svara is the soul of the raga. 
A raga may have one or more jiva svaras. The 
ams'a svara figures amongst the trayodas'a 
laksha^as or the 13 characteristics of ragas 
mentioned in early works.

AMURCHHANAKARAKA MELA, a 
mela which will not give rise to another regular 
mela by the process of modal shift of tonic. In 
such melas, none of the notes r, g, in, p, d, n 
taken as the tonic note will result in a regular
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mela. In the scheme of 72 melas, 56 are 
murchhanakaraka melas and 16, amiirchhana- 
karaka melas.

*ANABHYASA, one of the two modes in 
which thgLt aspect of the lakshapa of a raga 
known as alpatva (rarity) is established. In a 
raga the alpatva svara is scarcely sung. 
Anabhyasa is avoidance of repetition. The 
other aspect of alpatva is langhana i. e. a 
note being lightly touched or lightly passed 
over.

ANAGATA GRAHA, refers to a case 
wherein the music of a composition or 'a 
section of a composition starts sometime after 
the initial beat. This period of pause between 
the beat i. e, the commencement of the tala 
and the commencement of the music may be 
i, f, 1, 1J or aksharakalas. Opposite 
of this is the atita graha wherein the music 
precedes the beat.

ANAHATA NADA, music of nature; 
music produced without the conscious effort of 
man. Music emanating from the muladhara 
part and audible to yogis is anahata nada; 
opposite of ahata nada.

ANAISU metallic head-piece of
a wind instrument.

AN AKA, a large drum sounded on 
auspicious occasions in ancient times.

ANAKA DUNDUBHI, a war drum
((luiriruuanp)

ANAKSHARA ALAPTI, an alapana per­
formed by a singer without resorting to any 
words or syllables conveying a meaning- 
Opposite of sakshara alapti: wherein syllables 
used in playing the muraja (drum) like tom 
and natn and words like S'ankara are used. 
A s'loka alapti is also a kind of sakshara 
alapti. Anakshara alaptf is a case wherein 
vowels are substantially used during alapana 
(Pars'vadeva). As far as instrumental music 
is concerned, the question of an anakshara 
alapti or sakshara alapti does not arise, since 
only the pure music will be heard in such cases.

ANALA, lit. fire; denotes the number 
three, in musical mnemonics. In the 
Svararnavam, this word is used to signfiy the 
third note, chatus's'ruti rishabha in the gamut 
of 12 notes. In the mnemonic nomenclature 
for the 35 talas, the word anala, refers to 
the trisra jati eka tala.

ANANDABHAIRAVA, a North Indian 
raga belonging to the Bhairava group.

ANANDABHAIR AVI, a janya raga 
derived from the 20th melakarta, Natha- 
bhairavi :

s g r g m p d p s  — s n d p m g r s 
A bhashanga raga; the foreign note tivra 
dhaivata occurs in the phrases .

s n d n s , s n d p and p d n d n p
The pitch of this foreign note is intermediate 
between the pitch of the suddha dhaivata and 
the chatus's'ruti dhaivata; sadharana ga, 
suddha ma and kaisiki ni are the jiva svaras. 
The notes antara giindhara and kakali 
nishiida also occur in some compositions in 
this raga; can be sung at all times. An 
ancient raga. Lullabies, marriage songs and 
folk melodies are met with in this raga.

ANANDABHOGI, a janya raga derived 
from the 42nd mela, Raghupriya.

s r g in p n d n — d p in g r s n

ANANDA COOMARASWAMY, the 
wellknown art critic and the author of many 
articles and essays on music, dance and art. 
He did much to popularise and establish the 
greatness of Indian art in the west, particularly 
America.

ANANDA GAJAPATI, (19th century) 
The Maharajah of Vizianagaram who helped 
the Singaracharlu Brothers to tour South India 
and gather materials for their wellknown 
graded books on South Indian music. The 
Maharajah was a scholar and was always 
seen in the company of learned men and
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sangita vidvans. He has composed some 
musical compositions.

ANANDAI, a janya raga of ancient 
Tamil music belonging to the Kurinji yazh 
group.

ANANDAKKALIPPU, the name given 
to a familiar Tamil folk tune in Naca- 
namakriya raga and chapu tfila. Figures in 
operas.

ANANDA LAHA/?I, a janya raga 
derived from the 29th melakarta, Dh:ra 
s'ankarabharana:

s r g tn p d u p s  — s n p m g r s

ANANDALAHARI, an ancient chordo- 
phonic instrument of the bowstring class.

ANANDA LILA, a janya raga derived 
from the 33rd melakarta, Gangeyabhusha. i :

s r g m p n s —■ s n d p in g r s

AN AND AM, same as the raga Ananta 
(see below).

ANANDAMUKHI, a janya raga derived 
from the 29th melakarta, Dhira s'ankara­
bharana.

s m g m p d n p s — s n d p m g r s

ANANDA NATANI, a janya raga derived 
from the 2nd melakarta, Ratnangi :

s r g tn p n s — s n p  tn g r  s

• ANANDA VARIDH1, a janya raga 
derived from the 22nd melakarta, Kharahara- 
priya :

s r m p n d p s  — s n d p t n g r s

ANANDINI JATI PRABANDHA, a 
prabandha which took five of the six angas 
(see under Prabandha)

ANANGA, one of the classical 108 talas 
consisting of a laghu, plutam, laghu, laghu,

guru; 1 8  1 1  8 ; an avarta = 8 matras.

ANANGADHARI, a janya raga derived 
from the 39th melakarta, Jhala varali :

s r g r in p n d n s —  s n p d tn g tn r s

ANANTA, a janya raga derived from the 
17 th melakarta, Suryakantam :

s r m p d n 8 —  s p m g r s

ANANTA BHARATI, (1845-1905),. the 
illustrious author of the Bhagavata das’ama- 
skanda Kirtanas. He was a Srivaishljava 
Brahmin and belonged to Umaiyalpuram, near 
Nachchiyarkoil, S. I. R. His parents were 
Srinivasa Ayyangar and Lakshmi Ammal. He 
belonged to the Visvamitra gOtra and Jaimini 
sutra. He was a sama vedi. He began the 
work: Bhdgavata das'amaskanda Kirtanas 
in 1883 (Subhanu) and completed it in 1889 
(Virodhi). Deriving inspiration from Arulja- 
chala Kavirayar’s Rama Ndtakam, he wrote 
in the same style, the Uttaraka.ij.da of the 
Ramayana in kirtana form. It shcjuld be 
remembered that Kavirayar stopped with the 
coronation of S'ri Rama and did not attempt 
the Uttara kaijda. Ananta Bharati is also 
the author of Des’ika Prabhava Prakas'ika 
Kirtanas. He live3 for 60 years and passed 
away in 1905 (Vis'vavasu).

ANANTA PADMANAB'HA GOSWAMI, 
the earliest performer of Kalakshepam in 
Tanjore. He was in the services of Serfojee 
and Sivaji. He went to Svati Tirunal’s Court 
in 1837. He had the title, Kokilakantha 
(cuckoo-voiced). (Also see under Meruswami).

ANANTARAMA BHAGAVATAR (1867- 
1919), one of the illustrious musicians of the 
early 20th century. He was born in the Chitra 
star of the Aippasi month of the Prabhava * 
year, corresponding to Sunday, 27th October 
1867, in Tondikulam, a village in Palghat 
Taluq. He was the* second son of Krishna 
S'astri, a pauraijika. Early in his life he 
showed talents for music. He studied under 
Mahadeva' Bhagavatar of Nurani for seven 
years. He stayed in Tiruvayar for 2 years and 
while there, continued to .listen to the music



asod }q8ijj §

Balakokil (p- 36) 
Block turned—see other side §

Balasarasvati (p. 36)

♦

Bhuri (p. 62)

P late II

Jagannatha Bhutgosvamy, playing 
on the Balasarasvati

*

Beak Flute (p. 40)



ANAYA NAYANAR [17] ANDHALI

of Maha Vaidyanfitha Ayyar. After marriage 
he started life as a professional singer. He 
stayed in Madras for 12 years and during this 
period cultivated the acquaintance of the 
renowned* Harikatha performer, Paljdit 
Lakshmariachariyar and became proficient in 
the art of performing Kalakshepatns. He 
was invited to give concerts in many places. 
He was appointed samasthana vidvan in 
Mysore during the reign of H. H. Krishna 
Raja YYadiyar. He spent his last days in 
Kalpati, in Palghat.

He was endowed with an impressive 
and melodious voice. There was stamina in 
his voice., The voice maintained its easy, 
responsive quality right through his concerts.

In his performances, one heard all the 
subtleties and excellences of vocal music. It 
was a (jelight to listen to his rendering of 
mudritam  and other graces characteristic of 
vocal music.

He was a tall person. He had a 
commanding personality and a fair complexion. 
He was held in great esteem by the vidvans 
of his time.

ANAYA NAYANAR, one of the 63 cano­
nised Saivite Saints of South India. He was 
a great performer on the flute. It is said that 
when he played the flute, the animate and 
inanimate objects stood motionless and listened 
to the music with rapt attention.

ANAYYA, one of the minor composers 
•of South India. He was a Tamil Brahmin and 
belonged to the Brahacharaijam sect. He was a 
native of Vaiyaicheri in Tanjore District, the 
same village that gave birth to Maha Vaidya- 
natha Ayyar. Anayya’s father was Venkata- 
subbayyar. Anayya was a scholar in Sanskrit, 
Tamil and Telugu. He composed kritis in 
Tamil and Telugu with the signature 
‘ Umadasa ” He was a samasthana vidvan

3

in the time of Serfojee of Tanjore. His brother 
Aiya Ayyar was also a musician. One of 
Anayya’s disciples was Maha Vaidyanatha 
Ayyar. Of Anayya’s wellknown and frequently 
performed compositions may be mentioned .—

1. Intapardkd (Nadanamakriya)
2. Bhajana sdyave o manasa (Kedaram)
3. Mahima teliya taramd (Sankarabha- 

raria)
4. Pardkela bald (Ritigaula) •
5. Ennattukkudavi ikkayam (Suddha 

saveri)
6. Kdnakkanndyir am (Nilambari)
7. Eliyenai (Yadukulakambhoji)
8. Podum podumayyd (Punnagavarali)

ANDALI (*9/i5pTetfi), one of the 32 
derivatives of the Kurinjiyazh, a primary 
mode of ancient Tamil music.

ANDALIKKURINJI (Tam), one of the 
pans figuring in the music of the Tevdram 
This corresponds to the modern Sama raga.

ANDALIPADAI (Tam), one of the 20 
derivatives of the ancient Tamil primary 
mode, Palaiyazh.

ANDHALI, a janya raga derived from 
the 28th mela, Harikambhoji :

s r m p n s — s n p m r g in r s

(Note. This is the Gaula scale pattern, but 
derived from the 28th mela).

The shadava arohana and avaroha a,

s r u m p u s  — s u p m g r s
given for this raga in the Sangita sampradaya 
pradars'ini is not supported by lakshya. 
An upanga raga; can be sung at all times 
Tyagaraja’s Abhimanamuledemi and Dikshi- 
tar’s Brihanndyaki are wellknown pieces in 
this raga. Andhali is an old raga and is 
mentioned in the Sangita samaya sdra.
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ANDHALI BHASHA, a raga mentioned 
in the Sangita ratnakara.

ANDHRA DES'IKA, a janya raga 
derived from the 15th mela, Mayamalavagaula :

s r g m p d n s  — s n p d p m g r s

ANDHRI, one of the eleven vikrta jatis 
mentioned in the Sangita ratnakara.

ANDI (•#»£), one of the 20 derivatives 
of the ancient Tamil primary mode, Palaiyazh.

ANDIRUPANI (Tam.) ^rb$@uiresfi, 
song of the Gstu.asfc or maritime region — 
usually a love song.

ANDOLA, one of the suryamsa ragas 
mentioned in the Sangita makaranda of 
Narada.

ANDOLA, one of the 10 gamakas ; same 
as the gamaka, Andolita (see below).

ANDOLI, one of the chandramsa ragas 
mentioned in the Sangita makaranda of 
Narada; also mentioned in the Tamil work’ 
Rarata sastiram  by Arabatta Navalar.

ANDOLIKA, a janya raga derived from 
the 22nd mela, Kharaharapriya :

s r m p n s — s n d m r s

Raga sudharasa, of Tyagaraja is a well- 
known kriti in this raga. This raga can be 
sung at all times. This raga is also known by 
the name Mayuradhvani.

ANDOLITA, one of the 15 or panchadas a 
gamakas and consists of a free swinging of 
the note. The grace, andolita is produced by 
holding on a note for sometime and then 
pulling the string or gliding on it, so as to 
reveal a higher note.

ANGA, literally, limb or section; the 
constituent part or section of a musical com­
position. The musical form kriti, consists of 
the angas : pallavi, anupallavi and charaija.

ANGA, tetrachord- The purvanga s r g m  
is the lower tetrachord and uttaranga p d n s 
is the upper tetrachord. •

ANGA, one of the ten elements of 
musical time; there are the six angas, 
anudrutam, drutam, laghu, guru, plutam and 
kakapadam.

ANGAHARA, gesticulation ; a dance.

ANGAHARI, (1) gesticulation (2) stage ; 
dancing hall.

ANGALATA, a janya raga derived 
from the 28th mela, Harikambhoji-:

s g r g m p n d n s — s d m g r in g s 
(Sangita kaumudi Page 286).

ANGATALAM, a tala referred to in 
the Tamil work, Barata nattiya sastiram  
(17th cent).

ANGHRI, a raga mentioned in the 
Rrhaddes’i of Matanga.

A.NGIKA, literally, pertaining to the 
angas; same as angika abhinaya.

ANGIKA ABHINAYA^ one of the four 
varieties of abhinaya and comprises the artistic 
gestures and movements of the body, and the 
limbs.

ANGULISTHAN, the finger-board of a 
musical instrument.

ANGURU, a janya raga derived from 
the 7th mela, Senavatf:

s g m d n s — s « d tn g s

ANGUSATTONI, the reputed printers'" 
devil for the raga, Hamsadhvani. This faulty 
name for the raga occurred in the first 
edition of Nattdan&r charitram.

ANI (^r«^d), any technical beauty adorning 
a musical composition. Sangati, svarakshara, 
chitta svara and svara sahitya are a few of the 
different varieties of this beauty. These are 
introduced for decorative effect in kritis.
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Apis are of three kinds :

(1) Those pertaining’to the dhatu, likesangati

(2) those pertaining to sahitya, like theantya 
prasa and«anuprasa and

(3) those pertaining to dhatu and matu taken 
together, like the svarakshara, gopuchcha yati 
and srOtOvaha yati.

ANI the nut and screw used for
fixing the gourd or calabash to the dapdi 
or the stem of the vipa.

ANIBADDHA, music or gana heard is 
either of the nibaddha or the anibaddha type. 
In the former, the dhatu is characterised by 
the presence of angas (ex. musical composi 
tions) while in the latter there were no such 
angas (ex. alapana and svara sancharas). 
While the anibaddha gana was not in confor­
mity to a specified tala, the nibaddha gana, 
the opposite of this, was in conformity to a 
specified tala or time-measure.

ANlKINI, a janya raga derived from the 
7th melakarta, Senavati :

s r g in d n s — s n d m g r s

ANILAMADHYA, a janya raga derived 
from the 53rd melakarta, Gamanas'rama :

s r m p d s — s n d p in g r s

ANILAVALI, a janya raga derived from 
the 22nd melakarta, Kharaharapriya :

s r gin p n d it s — s n p m r s (S. K.)

ANIRYUKTA, prabandhas or musical 
compositions were classified in medieval times 
under the headings : Niryukta (Niyama) and 
Aniryukta (Aniyama). The former were 
bound by raga, tala and metre, while the 
latter were not so bound.

ANJANAVATI, a janya raga derived 
from the 43rd melakarta, Gavambodhi:

s r g in p d s — s d p tit g r s

ANJANEYA, the great bhakta figuring 
in the story of the Rd may ana. He was also a 
great musician, Tyagaraja in his kriti “ Gitiir- 
thamu ” ^refers to this aspect of Anjaneya. 
Samartha Ramdas Swamy in his song “ Miiruti 
sakhya ” refers to Anjaneya as “ Sangita 
gciyana si mare.

ANJANEYA, one of the ancient 
authorities on music and either referred to, or 
quoted by lakshapakaras like Narada, S'arnga 
deva, S'aradatanaya, Kallinatha, Damodara and 
Ahobala. A work Hanumat bharatam 
ascribed to him exists. Tyagaraja refers to 
Anjaneya as a musical authority in his kriti 
“ Vidulaku mrokkeda ”. There is also the 
work Hanumat katakam ascribed to Hanu- 
man or Anjaneya.

ANJI, in Telugu means step; this 
term refers to the dance steps figuring in the 
performances of Kuravanji natakas.

ANKA, a mnemonic signifying number 
nine; used in the Svaraniavam  to signify 
the ninth svarasthana, s'uddha dhaivata 
(A flat)

ANKANNAN, an illustrious performer 
on the mridangam. He belonged to Tanjore 
and lived in this century.

ANKI, a small oblong drum.
ANKIN, a kind of drum.
ANKLE BELLS, the little pieces of 

tinkling bells worn on the feet by dancers, 
Harikatha performers and Bhagavatars ;Gejjai.

ANKYA, a kind of drum.
ANNACHCHI AYYAR, one of th<* 

sangita vidvans that adorned Tanjore samas- 
thanam during the reign of Sarabhoji (1798 — 
1832). He was an expert singer and vaipika.

ANNAKKUTTI AYYAR, a friend and 
constant companion of S'yama s'astri.

ANNA LILA, same as Hamsa lila, one 
of the classical 108 talas.

ANNAMALAI CHETTIYAR, Dr. Rajah 
Sir, (1881-1948) the Founder of the Aruiamalai 
University in South India and a wellknown 
patron of music. He established the Rajah
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Annamalai Music college at Chidambaram, 
which later was merged into the Annamalai 
University.

ANNAMALAI REDDIYAR, the com­
poser of Kavadichii'-dus. These are simple 
popular folk songs in Tamil and some of them 
are couched in catchy music. As items of a 
lighter nature, select kavadichindus are sung 
at the end of concerts. He is a svanama 
mudrakara.

ANNA NADAM. same as Harnsa nada ; 
one of the classical 108 talas.

ANNASAMI S'ASTRI (1827 — 1900), 
He was the grandson of S'yama S'astri and 
the third son of Panju S'astri by the latter’s 
first wife. Since Subbaraya S'astri, the 
second son of S'yama S'astri had no issue, he 
adopted his elder brother’s Panju S'astris’ 
third son. Thus Amjasami S'astri is the 
adopted son of Subbaraya S'astri. Aqrasami 
S'astri was born in the As'lesha star of the 
Mina month of the Vyaya year, corresponding 
to 7th April (Saturday), 1827. On account of 
his birth within the first anniversary of 
S'yama S'astri’s demise, he was given his 
grand father’s name, S'yama Krishna. He 
was however called familiarly * Anna ’ by 
others and this name came to stay for him 
ultimately. Under the tutelage of his father, 
he attained proficiency in kavya, nataka, 
alankara, vyakarana and sangita. He was a 
scholar in Telugu and Sanskrit and an expert 
finger and violinist. He began to compose 
var as and kritis from his youth. The svara 
sahityas adorning S'yama S'astri’s “ Palitichu 
Katnakshi ” in Madhyamavati raga and “ Pa hi 
Sri Giriraja sutt ” in Anandabhairavi raga 
are his own compositions. Vipa Kuppayyar 
and he were good friends. They frequently 
met and delighted in singing kalpana svaras 
for intricate pallavis. The kriti in 
Sahana raga“ Inkcvarunnaru ’’ was composed 
by him in praise of the Deity at Udaiyarpalai- 
yam. His daru in Kedaragaula raga, Rupaka 
tala Kaminchi yuttnadira ’’ is a panegyric on

his patron, Kachchi Kalyana Rangappa Udai- 
yar of Udaiyarpalaiyam. His other wellknown 
compositions are: “Srt Kane hi nagara nay ike"
A saved—Adi), “ Parama pavani"  (Atha^a— 
Adi), “ Sri Maharajni ” (Bilahari — Chapu),
“ Sri Katnakshi" (Saranga — A3i), and 
“ Ninu m inchina” (Todi— Adi). The last 
is a vartta and the other four are kritis.

Prominent amongst his disciples Were : 
Melakkara Govindan (tutor of Sarabha S'astri) 
and Tanjore Kamakshi (tutoress of Viija 
Dhanammal).

Aripasami S'astri passed away in his 73rd 
year, on the Krishna Tritiya day of the 
Kumbha masa of the Vikari samvatsara 
corresponding to Saturday, 17th February 
1900.

ANNIYA TALAM, a time-measure 
mentioned in the Tamil work, Tala samutti- 
ram of Vanapada chudamaji.

ANTALA VARATI, an upanga raga 
of the sainpurqa type and mentioned in the 
Sangita samaya sara.

ANTARA, interval.

ANTARA, the second* section of a 
melody in Hindusthani music.

A N T ARA, the vikrta variety of gandhara 
mentioned by Bharata.

ANTARA BHASHA, a type of raga 
belonging to the margi group, and mentioned 
in the Sangita ratnakara.

ANTARA BHASHA BHASHA VALITA, 
a raga mentioned in the Sangita ratnakara . 
and now obsolete.

ANTARA BHASHA KIRANAVALI, a 
raga mentioned in tlie Sangita ratnakara.
It was a variety of the raga Kiranavali.

ANTARA BHASHA S'AKAVALITA, 
raga mentioned in the Sangita ratnakara 
and now obsolete.
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ANTARA DHRUVA, a variety of dhruva 
or song suns; in na takas.

•ANTARA DUNDUBHI, celestial drum 
('Periya Puranam).

ANTARA GANDHARA, the name of 
the tivrai variety of gandhara (E). This is 
the fifth > harmonic note and its frequency 
= 5/4.

r ANTARAKKOTTU, a variety of dance 
performed at the commencement of a' play 
(Silappadikaram III)*

ANTARAKKOTTU, the rhythmical dis­
play done prior to a dance (Silappadi- 
karam I I I , 148-9)

ANTARA KRIDA, one of the classical 
108 talas; its constituent angas are, three 
drut is and an anudruta O O O ✓  . Duration of 
an avarta = i f  matras or 7 aksharakalas.

ANTARA MARGA, one of the trayo- 
das'a lakshapas associated with ragas. This 
is the introduction of a note foreign to 
the raga or the casual suggestion of another 
raga, within the frame-work of the notes 
occurring in the ‘basic raga. This is possible 
only in some ragas. In either case, the kriya 
should be justifiable and the effect fascinating, 
without prejudice to the melodic individuality 
of the raga.

ANTARI, a variety of drum ( Silappadi- 
karam, III ,  27 commentary./.

ANTARI, termination; the musical 
phrase that occurs as a connecting link bet- 

. ween two sections of a gita composition. 
Irt a raganga raga.lakshana gita, this occurs 
between the sutra kha^da and the upanga 
kha^da; and at the conclusion of the upanga 
khaijda and before the commencement of the 
bhashanga khapda. Ex. The lakshala gita 
RavikOtit&ja in Mayamalavagaula raga.. Antari 
is the short piece of music which is found 
to repeat in some gitas. The sahitya for the 
repeating music may be the same or different.

ANTAR VAHINI, a janya raga derived 
from the 29th mela, Dhira s’ankarabhara a :

s r g m p n d  n s  — s n d p m g r s 
(Sangita kaumudi ; P. 294).

ANTINODE, the middle point of the 
vibrating length of a string and at which the 
amplitude of vibration of the string is 
maximum.

ANTIPHONY, the alternate singing 
of solo and chorus, as in a namavali : also the 
responsive singing of two groups of singers, 
as in a kummi or in a recital of vedic chant.

ANTYA PRA.SA, the rhyme of the 
ending syllables of lines or padas of1 the 
sahitya of a musical Composition. This is the 
same as rhyme in English poetry; The 
Ashtapadis of Jayadeva have beautiful antya 
prasas.

ANUBANDHAM, literally, a supplement. 
The earlier tana varijas composed in the 
18th century had a section at the end of the 
composition called anubandham. This section 
corresponds to the coda of a sonata 
composition in European music. The later 
composers of tana varnas did not introduce 
this section. The anubandham served to 
give a greater sense of finality. In a var'^a 
which contained the anubandham, the sections 
pallavi, .anupallavi, muktayi svara, charapa 
and the ettugada svaras were sung in the 
usual sequence. After the last ettugada, 
svara, the charana was sung. The anuban-* 
dham was then commenced. The sahitya 
of the anubandham served to complete the 
idea in the rest of the sahitya. Some 
anubandhas consisted of a sahitya part and a 
solfa part and some only of a sahitya part. The 
famous varpa in Bhairavi raga, ata tala, begin­
ning with the words “ Viribont ” had an 
anubandham, though latterly the practice of 
singing this anubandham was given up. 
The anubandham in this varpa begins with 
the words: Chiru chematalu. This was 
followed by singing the latter part iof the
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anupallavi beginning with the words “ Sri 
Rajagopala ” etc. and the original pallavi was 
then sung and concluded. The tana varpas of 
Ramaswamy Dikshitar and Soijti Venkata- 
subbayya contained the anubandham.

In the Pancharatnam, Sadhinchene in 
Arabhi raga, Adi tala, we find the composer 
Tyagaraja introducing a section correspond­
ing to the anubandham. This section begins 
with the words “ Sadbhaktula".

This section along with the ettugada 
pallavi “ Samayaniki tagu mata ladene." 
consists of eight avartas. This section is 
sung only with the sahitya and not as a 
svara sahitya as in the sections following the 
ettugada pallavi. That the anubandham 
herein is directly linked up with the ettugada 
pallavi is clear from the fact that the dvitiyak 
shara prasa (second letter rhyme) and yati 
are seen in the required places in the sahitya of 
the anubandham. The anubandham being a 
separate section, the composer has introduced 
his signature again in this part.

ANUDATTA, the name of the lowest 
of the three notes used in reciting the Rigveda 
— the other two notes in the decreasing order 
of pitch being the udatta and the svarita.

ANUDRUTAM, one of the six angas 
used in reckoning musical time ; the duration 
of this anga is one aksharakala ; it is reckoned 
*vith a beat ; symbol .

ANUDRUTA MERU, one of the 14 
varieties of tala prastara.

ANUGHANTA, a janya raga derived 
from the 47th melakarta, Suvarijangi:

s r in g r d n s — s n d p m g r s

ANUHATI, a variety of plucking 
technique in vipa and referred to by Somanatha 
in his RagavibOdha■

ANUKARA, one of the five kinds of 
gayanas or singers. An anukara is one who 
follows faithfully in the style of another

•

ANULOMA, singing or performing a 
theme in three degrees of speed, keeping the 
tala constant (i. e. the tala being reckoned 
in the first degree of speed throughout). 
In this process, the theme will be heard once 
during the first stage and twice in the second 
stage (i. e. when sung at double speed) and 
four times in the third stage (i. e. when sung 
at quadruple speed). Anuloma is attempted 
for Pallavis (an advanced branch of Mano 
dharma sangita or creative music) and involves 
high technical skill and control over time on 
the performer’s part.

ANULOMAKRIYA, the technique of 
singing or performing anuloma (See under 
Anuloma).

ANUMA KATAKAM (««@na> ■£<-■$&), 
a work on dancing and referred to in the 
Tamil work, Barata senapatiyam (see the 
Kalakshetra (Adyar) edition, Introduction 
p. vii).

ANUMAKUMBATA.LAM, one of the 
time-measures mentioned in t]je Tala samutti 
ram  of Vanapada chudama li -(17th cent).

ANUMANDARAM, the name ■ of the 
fourth string of the vi'ja and tuned to the 
anumandra sthayi panchama.

ANUMANDRA STHAYI, the octave 
below the mandra sthayi.

ANUNADAM, an accessory, additional or 
secondary tone heard in a subdued manner 
along with the primary tone. The fifth 
harmonic note, antara gandhara can be heard 
as a subdued tone from the mandaram string of 
a well-tuned tambura.

ANUNASIKA NAD AM, the tinge of nasal 
tone heard in the singing of some. This is 
one of the defects in singing.

ANUPALLAVI, the second section of a 
kriti, var^ia, padam or other similar composition
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in Karnatic music. Its length may be the same 
as that of the pallavi or twice its length. The 
commencing notes of the pallavi and 
anupallavi bear a definite relationship. These 
are either the same notes or may bear the 
octave relationship, or may be mutually sam- 
vadi svaras. In some rare cases, one of the 
notes may be the anuvadi svara of the other.

ANDPA SANGITA VILASA, one of the 
Sanskrit works on music written by 
Bhavabhatta. (see under Bhavabhatta)

ANUPRASA, the intermediate rhyme 
which occurs in some compositions and which 
add to their excellence as opposed to the 
second letter rhyme and antya prasa or ending 
rhyme which occur normally.

ANURANANA, the harmonics or svayam- 
bhu svaras (see under svayambhu svaras).

ANURANANATMAKA DHVANI, har­
monics.

ANUSARANI, literally, secondary sarani■ 
Anusarapi is the name given to the string 
next to the mandaram string of a tambura. It 
is tuned to the tonic note shadja i.e. to the 
same pitch as the sarapi string. When the 
sara i and anusarini are perfectly in tune, it 
will be found that when one of these strings is 
plucked, the other will vibrate automatically.' 
The phenomenon of sympathetic vibration can 
thus easily be demonstrated with a tambura. 
The term anusarapi is also1 sometimes used to 
denote the pakka sarapi string (i.e. the top­
most tala 9tring, tuned to the tonic note) 
of a vipa.

ANUSRUTI, micro-tone or small interval.

ANUSVARAM, additional notes played 
around a note of a melody for decorative 
effect. Anusvaras are used in raga alapana 
also. These secondary notes are just touched 
and not stressed.

ANUTALAM, one of the talas men­
tioned in the Tamil work : Barata Nattiya 
sastiram  (17th cent).

ANUTTIRA PANCHAMAM, one of the 
paps belonging to the group of Kurinjiyal 
derivatives.

ANUVADI, a note which in relation to 
the vadi svara is neither a perfect fifth 
nor fourth nor a vivadi svara. (Also see 
under Vadi).

ANYAMUKUNDAM, one of the talas; 
other than the classical list of 108, and 
mentioned in later works.

ANYA RAGA KAKU, the presence of 
the trace of another raga or the admixture of 
another raga. This refers to a case wherein 
another raga is casually revealed through the 
process of modal shift of tonic during the 
course of the exposition of a raga. Raga kaku 
is the name given to that phrase of the raga 
alapana wherein the ragas natural and inherent 
chhaya is patent. (Also see under Kaku.)

ANYA STHANA SVARA, a note which 
without being sounded in its svasthana
i.e. within its own frequency limits, is sounded 
in a contiguous sthana or in the frequency 
jurisdiction of an adjacent note. Examples of 
such notes are seen in a few ragas. In Asaveri 
raga for example, the gandhara svara in the

phrase G. r s is sounded in the rishabha sthana. 
The frequency limits of sadharapa gandhara 
are 9/8 and 6/5. But the gandhara in the 
phrase referred to above, occurs in the juris­
diction of' rishabha and its frequency is less, 
than 9/8.

ANYA SVARA, the foreign note or the 
visiting note occurring in bhashanga ragas; 
as opposed to this is the svakiya svara or the 
inherent note (i.e. the note which occurs and 
pertains to the janaka mela of the janya raga). 
Anya svaras give a flashing touch to the 
melodic beauty of bhashanga ragas; they 
occur only in definite phrases.

A N Y A  T A L A M  ( ŝ&rstsfhij prrstrth), a  ta la
m entioned in th e  Tala samuttiram  of V ana-
pada  C hudam api (17th cen t.)
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APANYASA one of the trayodas’a (13 
laksha 'as mentioned for jatis in ancient music 
(see under trayodas’a laksha las).

APARANTAKA, a kind of song belong­
ing to the sphere of marga sangita.

APARUPAM, a rare raga figuring in 
the padas of Sara’gapafli. His “ Valachiti ne 
ni pai ” in chapu tala is in this raga (see p. 27 
of the 1887 edition of his padas).

APAS'RUTI, faulty s<ruti or a note of 
faulty pitch.

APASTHANA VARATIKA, a raga men­
tioned in the Sangita ratnakara.

APASVARAM, faulty] note: a note 
of faulty pitch; opposite of susvaram. 
Apasvaras give a rude shock to the sensitive 
listener and produce a repulsive effect.

APPAR, one of the three Saivite saints who 
have given us the sacred T&varam. Also called 
Tirunavukkaras'u and Vagis’a or the king of 
the tongue. He was born in the Vellala caste. 
He later became a Jain. By his wisdom and in­
telligence he became their Guru under the name 
of Dharmasena. But his sister prayed to S'iva 
to give him wisdom to come back to the Hindu 
fold. The prayer bore fruit and he later came 
back to Hinduism. He was an elder contempor­
ary of Tirugnana sambandar (7th cent A.D.).

APPASAMI AYYAK, the younger brother 
of Maha Vaidyanatha Ayyar and a Sangita 
Vidvan.

APPAYYA, ATHANA, one of the illustri­
ous musicians that adorned the Tanjore Samas- 
thanam and a contemporary of Tyagaraj;i. He 
specialised in Athatya. raga and hence the 
name, Athaija Appayya.

APPLIED MUSIC, the name given to all 
those compositions wherein the words are 
important and music is applied or used for the 
purpose of singing the sahitya. The music 
used may be of a high order or of average 
merit and the interest of the song lies mainly 
in the ideas enshrined in the sahitya. Sacred

(songs, operatic songs, and songs intended for 
dance come within the sphere of applied 
music ; the opposite of this is absolute njusic 
or pure music, wherein the dominant feature 
is the dhatu or the musical setting of*the piece. 
Manodharma sangita comes under absolute 
music.

APPUKKUTTI NATTUVAN, the distin­
guished singer and a contemporary of Syama 
Sastri. He lived in Nagappatta am- Proud of 
his attainments in music, he challenged a 
number of sangita vidvans and defeated them in 
musical contests. Annoyed at this, many vid­
vans went and complained to Syama Sastri. To 
save the vidvans from further worries, Syama 
Sastri went to Nagappatta'am to challenge the 
Nittuvan. Getting unnerved at the very 
sight of Syama Sastri, he refused to meet him 
in contest and said “ I am no equal to you. 
I am not going to participate in any contest 
as against you. The fact that I have been the 
cause of your coming here by itself is sufficient 
for me. You are a big lion and I am a small 
mouse and it is no loss of prestige to me if I 
decline to meet you in contest. ” Thus saying 
he left Nagappattaram soon afterwards and 
went to Mysore where he beqame an honoured 
vidvan. Through him, the then Maharajah of 
Mysore learnt of the greatness of Syama Sastri 
and deputed Appukkutti Nattuvan to go to 
Tanjore and invite Syama Sastri to come to 
Mysore. Appukkutti Naftuvan came to Tan­
jore and apprised Syama Sastri of the 
Maharajah’s wish, but Sastri politely declined 
to accede to the Maharajah’s request.

APRADES'l, a janya raga derived from 
the 62nd Melakarta, Rishabhapriya :

s gm  p d n d  s — s n d  p m ’g s  (P . S. Ms.)

APRAMEYAMj a janya raga derived 
from the 65th melakarta, Mechakalyani :

s r m frd  s — s n d  m gin r s ( P. S. Ms )

A P R A T I M A D H Y A M A , the  nam e given-
to  the  s 'ru ti th a t  occu rs be tw een  the  s'uddha.
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madhyama and the prati madhyama, in the 
work Meladhikdra lakshana. This note 
corresponds to the note, Bega^a madhyama.

APSARAS, celestial musicians; they 
were adepts in music in the triple aspect of 
gita, vadya and nritya; they sang heavenly 
songs, played on instruments and also danced ; 
they were the wives of Gandharvas and their 
lord was Indra.

APURNA, literally incomplete. Same as 
asampurpa. Applies to transilient scales i.e. 
hexatonic, pentatonic and quadratonic scales. 
Apunja melas are scales which do not take a 
sampurpa arohapta and avarohapa.

APURUPAM, literally rare. The editors 
of music books in the last century encountered 
great difficulty in identifying some ragas. In 
the case of those compositions of whose ragas 
they were not quite sure, they gave the name 
apurupam; and this unfortunately enough, 
gained the impression that Apurupam was a 
separate raga by itself. For example the raga 
of Tyagaraja’s kriti, Enta vedu kondu Raghava 
was given as Apurupam in one of the early 
Tamil editions of his compositions.

APURVA RAGA, rare raga. Nada- 
tarangipti for example is a rare raga.

APUSHTA, weak or dull; one of the five 
classifications of nada or musical sound, the 
other four being, sukshma, ati sukshma, pushta 
and kritrima.

ARABATTA NAVALAR, the author of 
Barata s'astiram, a work in Tamil treating of 
music and dancing.

ARABHI, a .janya raga derived from 
the 29th melakarta, Dhira S'ankarabharapa :

s r m p d s — s n d p m g r s

Upanga raga; ghana raga; ri, tna and 
dha are the jiva svaras. The notes ni 
and ga are neither stressed nor sung as 
long notes. They are not nyasa svaras.

ARAGAM, one of the five derivatives of 
the ancient Tamil mode, Palaiyal and men­
tioned in the Pingala nigandu.

ARAIYAR («aies>stuir)y the priestly dancers 
employed in Vaishpavite temples in South 
India and who depict the bias of Krishna 
through natya on festival occasions.

ARAIYAR NATANAM, the dances 
performed by the priestly dancers in S'rirangam 
and other Vaishpiavite temples. In S'rirangam, 
one can witness this dance in the month of 
Margali {‘omr<sy9)—December-January.

ARAL AM, a variety of asamyuta hasta 
used in dance (see under Hastas).

ARANGAM (Tam.), sabai or concert hall.

ARANGERRAM («aurwGmpptb), debut. 
The first performance given by a musician, 
dancer or actor, after the completion of a 
period of training, before a specially convened 
assembly of rasikas and experts in the art, in 
the regular professional style.

ARANJA, one of the bhashanga ragas of 
the early medieval period (C. R. S. Ramdyana 
Notes : p • 252).

ARANYAKAGANA KALAM, the period 
in the history of ancient Indian music as 
distinguished from the gramagana kalam.

ARAPALAM, a derivative raga belonging 
to Des'asam, one of the six primary modes (see 
Karunamirda sagaram p. 624).

ARARRU one of the eight deri­
vatives of the ancient Tamil mode, Kurinjiyal 
(Divakaram).

ARATTI PATA (Tel.), same as Aratti 
Pattu (Tamil).

ARATTI PATTU (Tam.), the song sung 
during the performance of aratti. Aratti is 
one of the concluding rituals in worship and 
consists in waving a plate with lit camphor or
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wick in the centre. Sometimes a plate con­
taining water mixed with saffron and lime is 
used.

ARCHIKA, singing to one note. The indi­
cation archinO gdyanti meant that the parti­
cular passage in the Rigveda should be 
recited (substantially) to one note (see also 
under Gathika and Samika).

ARDHA BHASHANGA RAGA, a raga 
which takes only a note belonging to a conti­
guous s'rutisthana and not a note belonging to 
a contiguous svarasthana. In the Saveri raga 
for example, in the phrases, s r g r s and 
p d n  d p, the s'rutis of gandhara and nishada 
are slightly less than those of antara gandhara 
and kakali nishada, but they do not however 
come down to the frequencies of sadhara^a 
gandhara and kaisfiki nishada.

ARDHACHANDRA, a synonym for the 
anudrutam; this is one of the six angas used 
in reckoning time in music.

ARDHACHANDRA, a variety of asam- 
yuta hasta used in dance (see under Hastas).

ARDHA JHAMPA, same as the tala, Ara 
Jampa. It is a quintuple time wherein the 
sequence is 12, 12 3 (taka takita).

ARDHA KAMPITA RAGA, a raga 
wherein only some of the notes figuring in the 
raga were subject to kampita or shake and the 
other notes were rendered pure. From the point 
of view of the graced or the pure utterance of 
notes figuring in a raga, ragas have been 
classified into Muktdnga kampita raga, 
Ardhakampita raga and Kampavihina raga 
by Narada in his Sangita tnakaranda.

ARDHAMAGADHI, a musical form used 
in dance and mentioned by Bharata in his 
Natya s’astra .

ARDHAMBARl, a janya raga derived 
from the 15th mela, Mayamalavagaula:

s r g m p d n s  — s n p m r s (S. K.)

ARDHAPATAKA, a variety of asamyuta 
hasta used in dance (see under Hastas).

ARDHASTHAYI VADYA, a mifcical 
instrument with a compass of half an octave.

ARDHA VESARI, an obsolete raga men­
tioned as one of the bhashas of Malava kais'iki 
in the Sangita ratnakara.

ARDRA DES'I, a janya raga derived from 
the 15th mela ; Mayamalavagaula :

s r g m p d s n s  — s d p m g r s

Upanga raga, can be sung at all times. 
The phrase s n d p is used rarely. The 
phrases g g g r s and d d d s n s easily 
establish the melodic entity of the raga. 
The kriti “ S ’ri Ganes dtparam” (Jham- 
pa tala) is a wellknown piece of Muthu- 
swami D^kshitar in this raga.

ARDRADES'IKA, same as Andrades'i. 
(C. D. P.)

ARDRAMBARI, same as the raga, 
Ardhambari.

ARITALAM, one of the nine talas men­
tioned in the Tamil work, Barata S’dstiram, 
by Arabatta Navalar.

ARIYAGAM, a hollow tinkling anklet.

ARIYAKKUDI PANTA, the attractive, 
polished, charming, lively and aesthetically 
vigorous style of singing characteristic of the 
performances of the renowned singer, Ariyak- 
kudi Ramanuja Ayyangar.

ARIYA KUCHCHARI, one of the sixteen 
derivatives of the ancient Tamil mode, 
Marudayal-

ARIYA VELi^R KOLLI, one of the 
16 derivatives of the ancient Tamil mode, 
S tv v a liy a l (Q&djsufflu jirijj).

A R JU N A , the  fam ous w a rr io r  of the
Mahdbharata. H e  w as a n  a d e p t in  m usic.
W h ile  in  the  gu ise  of B rih an n a la , he w as
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engaged by the king of Virata to teach music to 
the princesses, one of whom was Uttara, the 
daughter of the King.

«
Arjuna is quoted as one of the authorities 

on music by many scholars.

. ARJUNA BHARAT AM, a small work in 
Sanskrit on music and dance. This is still in 
manuscript form and has not been published.

ARKA VARDHANI, ajanyaraga derived 
from the 28th mela, Harikambhoji :

s r g m p s — s n d p m g s ( S  K.)

ARKA YAGA, an ancient raga.

ARODI MATTAM, a time-measure men­
tioned in the Tamil Manuscript, Tala samutti- 
ratn of Vanapada ChUdamaiti.

ARPHA, same as arohana (see below).

AROHA, the first of the dasavidha gama- 
kas and signifying the grace patent in a series 
of notes in the ascending order of pitch :

Ex. s r g m p d n s

AROHANA,* a series of notes in the 
ascending order of pitch :

Ex. s r g m p d n s

AROHANA and AVAROHANA of a 
RAGA, the recognised order, gati or krama in 
which the notes ascend and descend in a raga. 
The arohapa and avarohaijia of a raga consti­
tute the briefest melodic statement relating to 
the raga and is like a theorem in geometry.

• They define its outline and contour.

AROHANA GATI, arohana krama.

AROHANA KRAMA* the ascending order 
of pitch.

AROHANA STHAYI, the name of the 
third section of the alapana of a raga, attempt­
ed in the classical style. The sthayi alapana 
is taken up after the raga vardhani stage and

before the tana. In the arohana sthayi 
alapana, the initial notes or the sthayi svaras 
are in the arohana krama, although the 
phrases of the alapana beginning with each 
sthayi svara progress downwards.

AROHANATVA, the state of being in the 
ascending order of pitch.

AROHI VARNA, an artistic svara-group 
pattern in the ascending order of pitch :

Ex. s r g in, r g m p  etc.

ARPPU, one of the defects in yazh play 
(Silappadikaram-Venirkadai).

ARRAMIN, the svaramaijdala or the 
Indian dulcimer, with 37 strings for three 
octaves, file instrument was played on open 
strings. The lower-pitched strings were of 
brass and the rest of steel. The tone-colour 
of this instrument resembled that of the old 
clavichord.

ARRUCHCHENDIR AM ( 3 ^ *  
tslirib), one of the 8 derivatives of the kurinji 
yazh, a primary mode of ancient Tamil music.

ARSHABHI, one of the four jatis of the 
shadji grama and corresponds to the Todi 
raga of South Indian Music.

ART MUSIC, music with an emphasis on 
the art side. Manodharma sangita and all 
musical compositions wherein music is the t 
dominant factor and compositions which are ’ 
primarily remembered and enjoyed for their 
musical setting come within the sphere of art 
music. Art music is also referred to as 
pure music. As opposed to this is applied 
music, wherein music is only applied or used 
for a specific purpose. Religious music, dance 
music and operatic music come under applied 
music. Applied music does not imply that the 
quality of the music of these compositions is 
inferior. The term Art music is also sometimes 
used to signify all musical compositions that 
do not belong to the sphere of folk music.
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ARUDI literally, conclusion or
ending. When a theme begins in atita graha, 
the theme is said to commence in arudi (i. e. 
at the end of a prior avarta)—

ARUDI, the padagarbham in Pallavi (a 
branch of mariodharma sangita). The pada­
garbham is the dividing point of the pratha- 
manga and the dvitiyanga, the two sections of 
the pallavi. The note on the padagarbham is 
a stressed note and is followed by a brief 
pause or vis'ranti. This note bears a definite 
relationship to the graha svara or the commen­
cing note of the pallavi. It may be the sama 
svara (identical note) or sthayi svara (octave 
note) or samvadi svara (fifth or a fourth).

ARUDI SVARA, the note which syn­
chronises with the arudi or the padagarbham 
in a Pallavi.

ARUMA TALAM, one of the nine talas 
mentioned in the Tamil work, Barata 
s’astiram. This tala is also mentioned in the 
Pingala nigandu.

ARUMPADAVURAIYAS'IRIYAR, t h e 
earlier of the ;wo commentators on the Tamil 
epic, S'ilappadikaram. His explanatory notes 
help us to understand the passages dealing 
with music in this epic poem. He lived before 
Adiyarkkunallar.

ARUMFALAI, the scale that was obtained 
« by taking the fourth note of the sempalai or 

the basic scale of ancient Tamil music, as the 
tonic note.

ARUNACHALAKKAVIRAYAR (1711­
1788), the renowned author of the Tamil work, 
Rama ndtakam. He was born in Tillaiyadi, a 
village in Tanjore District. His father was 
Nallatambia Pillai and his mother Valliyam- 
mai. Under the able tutelage of Ambalavana 
Kavirayar of the Dharmapuram Matam, he 
made good progress in the study of Tamil, 
Telugu and Sanskrit. He completed the great 
epic Ramdyana in the form of darus and

verses in Tamil, in the year 1771. The libretto 
of the work is entirely the work of Kavirayar 
In setting the sahityas to music, his*two 
disciples, Koda . darama Ayyar anc  ̂Venkata- 
rama Ayyar helped him. They were sangita 
vidvans and had come to him to specialise in 
Tamil. Both the disciples hailed from Chatta- 
nathapuram in Shiyali. ■

The Rama ndtakam became popular very 
soon. The language of the songs being simple 
and easily understandable, the work had a 
mass appeal. The tunes chosen for the songs 
fitted in well with the ideas contained in 
them. Many proverbs figure in those songs. 
The work was first given publicity in the 
SVirangam temple-at the very spot where the 
great Tamil poet, Kambar, centuries before 
him, gave publicity to his Ramayanam. 
Amongst the patrons who honoured him may 
be mentioned, Marjali Muthukrishna Mudaliyar, 
Tepperumal Chettiyar, Tulaja Maharajah of 
Tanjore, Anandaranga Pillai of Pondicherry 
and Yuvaranga Bhupati of Udaiyarpalaiyam. 
Besides the Rama Ndtakam, Aruijachalakkavi- 
rayar has written :

(1) S ’irgazht sthala purdnam.
(2) S'irgdzhik kOvat *
(3) Hanumar Pillai tamizh.
(4) AjOmukhi ndtakam.

and some kirtanas.

ARUNACHALA S'ASTRI, a minor com­
poser of the Post-Tyagaraja period. He has 
composed kritis in Sanskrit with the signatures, 
Arupachala, Aruijadri and Arunagiri. Two of 
his wellknown songs are: “ S ’iva sankara- 
s’ambho ” (Begada raga) and Srimahaganadhi- 
patim  ’’.(Huseni).

ARUNA CHANDRIKA, (l) a janya raga 
derived from the 22nd mela, Kharaharapriya :

s g m p n s — s n p d p m g r s  (S. K.)

(2) another raga derived from the same 
mela anci having the following arOhaija and 
avarohaija:

s r  g p n  s — s n p m g s (S.  P.  S .)
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ARUNAGIRI, a janya raga derived from 
the 64th melakarta, Vachaspati :

s r g m d s — s d m g r s

Inspired by the Tiruppugazh ($©Diy«^) 
composition, a later Tamil poet wrote the 
whole of the Ramayana in this style and it 
is called the “ Ramayana Tiruppugazh

ARUNAGIRI, a shorter name by which 
Arunagirinathar is sometimes referred to.

ARUNAGIRINATHAR, the immortal 
author of the Tiruppugazh hymns. He lived 
in the 15th century during the time of Prauda- 
Pratapa Deva Raya II (1422-1449), Emperor of 
Vizianagar. The emperor is referred to in the 
song ’* Adala sedanarada ”. Arunagirinathar 
was a scholar in Sanskrit and Tamil and 
became a great poet and composer. The 
extra-ordinary ease and facility with which 
he wrote in different metres justly earned for 
him the title of “ Chanda pavalapperuman ” 

urreusou Qu0 iorr»&T) or the unrivalled 
master sf verse composition. He is the origi­
nator of the kind of verse immortalised in the 
Tiruppugazh songs. The rhetorical finish of 
these songs and his extensive vocabulary are 
something amazing. “ auirASljb^c^eiarSifl ” said 
the Tamil poet, Tayumanavar. Like the Tevara- 
karas, Arunagiriijathar visited many shrines 
and sang in praise of the Deities of those places. 
His songs teeming with spiritual fragrance of 
Shanmukha bhakti are authoritative lakshyas 
(examples) for many rare time-measures named 
and un-named. There are songs for many of 
the 35 talas, 175 talas, and the 108
talas. There are also pieces in sankirija 
talas or compound rhythms as for 
instance the song; “ ”, He
wrote 16,000 songs and of this only about 

•2,000 are now extant. He also wrote the 
• KandaranubUti, Kandarandadi and Kandar- 

alankaram. He was revered for the saintli­
ness of his character. Het defeated the Tamil 
poet Villiputturar in a literary contest. His 
11 Buta vStala vaguppu ” {ld>& Gsvprretr
aiygjuiy) is of historical value in as much 
as it contains a reference to some of the 
Sanskrit 'ragas, 108 talas, Tamil paijs and 
percussion instruments.

ARUNAGIRIYAR, the reverential manner 
in which Aru agirinathar is sometimes 
referred to.

ARUNAJVALITA, a janya raga derived 
from the 59th melakarta, Dharmavati :

s r g m d n s — s n d p m g r s  (P.S.Ms.)

ARUNAKANTAM, a janya raga derived 
from the 28th melakarta, Harikambhoji .

s r m p in d 11 s — s n d p m d m g r s (S.K.)

ARUNAKRIYA, a janya raga derived 
from the 57th melakarta, Simhendramadh- 
yama :

s r m p n s — s n d p m g r s

ARUNAMBARI, a janya raga derived 
from the 38th melakarta, Jalarriavam :

s r g m p d n s  — s d n p d m g r s

ARURAN, one of the three kinds of 
signatures (mudra) used by Sundaramurti 
Nayanar (one of the three authors of the 
Tsvaram). Uran and Nambiyaruran are the 
other two ankitams used by him.

ARUSARAM, a six - stringed instrument 
(Divdkaram). *

ARUTPA, the name given to the Tamil 
hymns of Ramalinga swami, the 19th century 
poet and composer (Also see under Rama­
linga swami).

ARUTPURI, one of the 32 derivatives 
of the ancient Tamil mode, Kurinjiyazh and 
mentioned in the Pingalandat.

ARYA, the verse in the arya metre sung 
to loose rhythm in Kathakalakshepam in 
Southern India. Aryas are usually sung in 
Behag raga.
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ASADHARANA, one of the 33 sank rija 
sthayas (compound gamakas) referred to in the 
S a n g i ta  x a tn a k a ra .

ASAMBADA, a janya raga derived from 
the 29th melakarta, Dhira S'ankarabharaija :

s r s m p d n d s  — s n d p m g s r s

ASAMPURNA MELA, a scale whose 
archaija or avarOhatja or both are not sam- 
purija, i.e., are either shadava or audava. 
Many of the melaS in the Kanakambari- 
Phenadyuti nomenclature are asampurna 
melas.

ASAMPURNA TANA, a svara phrase 
wherein all the sapta svaras are not represen­
ted, i.e., which had 6, 5, 4, 3 or 2 svaras in it.

ASAMYUTA HASTA, the gesture perform­
ed with a single hand as opposed to s a m y u ta  
h a s ta  which is gesture performed bv both the 
hands in combination. (Also see under hastas).

ASAN, one of the five derivatives of Palai 
yazh, an ancient Tamil scale.

ASANKlRNA STHAYA, one of the 20 
less known sthayas associated with the melodic 
entity of a raga.

ASARI, one of the sixteen major pa^s 
(perumpab) mentioned in the Pingalandai.

ASATI, a janya raga derived from the 59th 
4 mela, Dharmavati :

s g m d n s — s n d m g s

ASAVARI, a raga of Hindusthani music 
and belonging to the 20th mela, Nathabhairavi.

ASAVER1, a janya raga derived from the 
8th mela, Hanumatodi:

s r  m p d s — s n s p d m p r G r s

A bhashanga raga taking the chatus' sruti ri 
as the foreign note; ri, ga and dha are the jiva 
svaras. Takes kampita gandhara. Useful for

portraying karuija. rasa. Time of singing is 9 a.m. 
to 12 noon. Figures in operas ; an ancient raga 
and is mentioned in the Sangita ratnakarai.

ASHADA KANNADA, a rare raga figuring 
in the compositions of Muttu Ta^davar, a Tamil 
composer. The s o n g  “ Pesavumennade, 
Kepameds ” is set in this raga (see P. 46 of the 
edition of Muttu Taijdavar’s compositions).

ASHTA DAS'ANGULA, a variety of flute 
referred to in the Sangita ratndkara and 
wherein the distance between the mouth-hole 
and the first finger-hole was 18 angulas. The 
mandra shadja was heard when finger-boles 1-7 
of this flute were closed and blown.

ASHTA DAS'A VADYAM, the eighteen 
musical instruments played during temple 
rituals.

ASHTAKAM, a song consisting bf eight 
sections and each section being sung to the 
same music.

ASHTA MAHISH1 KALYANAMU, a 
Telugu work in 5 Acts In the dvipada metre by 
Tiruvengadanatha (Chinnayya). Written about 
1545 A.D., the theme of the work relates to the 
marriage of Krishna with the 8 divine consorts.

ASHTAMURTI, a janya raga derived from 
the 36th mela, Chalanata:

s g r m p n d s  — s n d m n m g r s

ASHTAPADI, literally 8 padas. The name 
given to the famous hymns figuring in the Gita 
GSvinda of Jayadeva. The work consists of • 
24 ashfapadis. .

ASHTATALA, a tala figuring in Yaksha- 
ganas in Kannada.

ASHTAVADAM, a janya raga derived 
from the 20th mela, Nathabhairavi:

s m p d n $ —  s n d p m s
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ASHTI, a janya raga derived from the 
24th mela, Varuijapriya:

s g m d n s — s n d  m g s

AS'RITA RANJANI, a janya raga derived 
from the 67th mela, Sucharitra: (P. S. Ms.)

srr g m p n s — s n d p m g r s

AST HAN A VIDVAN, state musician ; same 
as samasthana vidvan. Indian states have 
honoured leading musicians by appointing them 
as samasthana vidvans on decent salaries.

ASUNAM or ASUNAMA, a musical bird re­
ferred to in Tamil literature and which was said 
to be sensitive to sweet music. Cruel hunters 
who loved to torture the bird, first played sweet 
music. And as the bird got plunged in the 
ecstasy of sweet music, they suddenly and 
deliberately played loudly on a drum. At the 
fearful noise of this drum, the bird literally 
fell down dead. Some scholars are of opinion 
that the asunama was a creature and not a 
bird.

ASURA SADHAKAM, a colloquial expres­
sion meaning untiring or incessant practice. 
Vocalists and instrumentalists who have reached 
a high technique of perfection by practising far 
several hours a day are said to have attained 
that stage through asura sadhakam.

ASVAKRANTA, the name of the gandhara 
murchhana of the primordial scale, shadja 
grama. This murchhana corresponds to the 
Kalyani mela of South Indian Music.

AS'VARUDHA, one of the six ragiijis men­
tioned for the primary raga Vasanta in the 
Brihaddharma Puraiia.

•

AS'VA TANA, a variety of tana (mano- 
daarma sangita) wherein seven-note phrases, 
are predominantly used. *

AS'WATI TIRUNAL (1756-1788), a com­
poser of kirtanas. The compositions of Prince

As'wati Tirunal are still sung in the Padmanabha 
swamy Temple at Trivandrum.

ATA, Yakshagana or dance drama in 
Kannada.

ATANTA, the name for ata tala in 
Kathakali music.

ATA TALA, the sixth of the suladi sapta 
talas, having the angas : laghu, laghu, drutam, 
drutam 1 1 0  0.

ATA TALA, one of the classical 108 talas 
having the angas: laghu, drutam, drutam, 
laghu 10 0 1; an avarta consists of 3 matras.

ATA VARNA, a var$a composition intend­
ed for dance ; same as pada varija.

ATHANA, a janya raga derived from the 
29th melakarta, Dhha s'ankarabharana :

. . w
s r m p n s — s n D p m p G r s

Dvi-anyasvara bhashanga raga ; of the two 
foreign notes: sadharaija gandhara and
kais'iki nishada, the former occurs in the 

. . . .  w
phrases : g g r s and mp  G m p and the

latter in the phrases: p d d n n s and 
p d n p . Useful for depicting situations 
in vira rasa ; can be sung at all times.

ATHANI, same as Athana.

ATI ATI KOMAL, literally very very flat; 
signifies a note which is one s'ruti less than the * 
ati kOmal variety or two s'rutis less than the 
komal variety.

ATI CHITRA TAMA MARGA, the sixth 
of the shaOmargas wherein there is a quarter 
matrakala for each talakshara or count (Also see 
under tala das'a praJjas).

The Gaula raga kriti: S’ri Maha Ganapati 
o/Muthuswami Dikshitaris in thismarga.

ATI KOMAL, literally very flat; signifies a 
note which is one s'ruti less than the komal
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ATI SUKSHMA, one of the fine classifica­
tions of nada by Matanga.

ATI TIVRA, literally very sharp ; signifies 
a note which is one s'ruti higher than the tivra 
variety of the note ; same as tivra tara.

ATISVARYA, the lowest note (panchama) 
of the saman scale

ATlTA EDUPPU (Tamil), same as atita 
graha (see below).

ATITA GRAHA, signifies a case, wherein a 
song, pallavi, or rheme starts before the tala i.e., 
at the end of a presumed prior avarta Atita 
graha is resorted to only to meet the exigencies 
of prasa or padagarbha, the surplus syllable or 
syllables of the sahitya being shoved on to the 
end of the previous tala avarta. The anupallavis 
of Tyagaraja’s kritis. ‘ Veiiugana. loluni ” 
(Kedaragaula) and “ Kshinamai tiruga ” 
(Mukhari): furnish good examples of atita 
grahas.

ATI TARA STHAYI, the octave above the 
tara sthayi.

ATODHYA, musical instrument.

ATTA KATHA, another name for Katha-
kali.

ATTI VAIPPAVAR (Tamil), the nattu- 
vanar or the conductor of a danceiconcert.

AUDAVA, five.

AUDAVA - AUDAVA RAGA, a raga 
with an audava arohana and an audava avarS- 
hana, i.e., wherein only five of the sapta svaras 
are represented in both the ascent and descent.

Ex. Mohana; Hamsadhvani.

AUDAVA GITAM, a saman chant employ­
ing only five notes.

AUDAVA RAGA, same as audava -  audava
raga.

AUDAVA - SAMPURNA RAGA, a raga 
wherein only five of the sapta svaras figure in 
the arohana and all the sapta svaras figure in 
the avarOharta.

Ex. Bilahari; Dhanyasi.

AUDAVA - SHADAVA RAGA, a raga 
wherein five of the sapta svaras figure in the 
arohana and six of them in the avarohana.

Ex. Malahari; JaganmOhini.

AUDAVA - SVARANTARA RAGA, refers 
to a raga with an audava (5 notes) arohana and 
a svarantara U notes) avarohana.

AUDUVA, the earlier form of audava.

AUMAPATAM, the name of the musical 
work written by Umapati. It consists of 38 small 
chapters and the topics are presented in the 
form of a dialogue between S'iva and Parvati. 
Technical terms relating to music are cata­
logued. It is a later work and treats of the 
lakshanas of s'uddha raga, suladi, gita, venu, 
vina, avanaddha vadyas, tala and nritya.

AUMAPATYAM, same as Aumapatam.

AURVAS'EYAPRIYA, a janya raga derived 
from the 1st Melakarta : Kanakangi.

s r p d n s — s n d pr s

AUTOPHONES, self-vibrators like cymbals 
and castanets.

AVADAIYAR KOVIL, the famous shrine in 
Tanjore District wherein Saint Manickavachagar, 
obtained upadesa. The temple contains beautiful 
sculptures of musical instruments (kudamuzha) 
and figures pertaining to musical and dance 
iconography. Girls playing Kolattam are 
depicted in the sculptures.

AVALACH CHUVAI, the Tamil equivalent 
karuna rasa—one of the nine rasas or emotions. 
The feeling of Pathos or grief.
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AVALAYAM, faulty rhythm. The music 
of a# person lacking in talajnanam is called 
avalayappattu ( ^ hjsouju uinl@) or avalaya 
vasippu (Jtsueoiu su/r^uq) as the case may be.

AVALAYAPPATTU (Tamil), see under 
Avalayam.

AVANADDHA VADYA, skin - covered 
instrument; drums or membranophones.

AVANTARA S'RUTl, a s'ruti or note of 
intermediate pitch i.e., intermediate between 
any two contiguous notes in the scale of 
22 s'rutis.

AVAPA, one of the modes of reckoning 
musical time. It consists in lifting up the hand 
and folding the fingers as in the process of 
counting. It is one of the four iris' s' abda 
(soundless) kriyas belonging to the group of 
marga liriyashtakas.

AVAROHA, the second of the das'avidha 
gamakas or ten graces; consists in a graced 
utterance of the notes occurring in avarOhana 
krama or descending order of pitch :

•

Ex. s n d p m g r s

AVAROHANA, a series of notes in the 
descending order of pitch :

Ex. s n d p m g rs

AVAROHANA STHAYI, a section of the 
concluding part of the raga alapana, following 
the stage of raga vardhani. Herein, the sthayi 
svaras are in the avarOhana krama but the 

• sancharas themselves beginning with each 
sthayi svara progress upwards. In other words, 
the sancharas do not go below the sthayi svara 
in each case. This branch of raga exposition is 
done in madhyamakala or medium speed. 
Opposite of arohaija sthayi.

AVAROHANATVA, the state of being in 
the descending order of pitch.

AVAROHI VARNA, one of the four kinds 
of varnas or ganakriya. The notes of the 
phrases in this case are in the avarOhana krama 
or in the descending order of pitch.

AVARTA, a complete time-measure. The 
duration of a tala avarta is the time taken for 
executing the constituent angas of the tala 
once; for example an avarta of Adi tala consists 
of 8 aksharakalas or units of time.

AVASTHANA VARATI, an upanga raga 
of the sampurna type mentioned in the Sangita 
satnaya sara of Pars'vadeva.

AVIKRUTA SVARAS, the notes sa and 
pa  which do not admit of varieties: same 
as achala svaras. The remaining five notes 
of the sthayi: ri ga ma dha ni admit of 
both s'uddha and vikrita varieties.

AVINAYAKKUTTU (Tam), a dance using 
the language of gestures (Silappadtkaram— 
commentary).

AVINAYAM the Tamil equiva­
lent of Abhinayam.

AVYAKTA, one of the five classifications 
of nada by Matanga.

AYARKUZHAL (Tamil), shepherd’s flute.

AYATA, one of the five characteristics 
of jatis mentioned for the 22 s'rutis by S'arnga- 
deva in his Sangita ratnakara.

AY1LYAM TIRUNAL, one of the Rulers of 
Travancore. He was a pallavi singer of eminence* 
and a great patron of music- Brilliant musicians 
like Coimbatore Raghavayyar, Kalyariakrishnay- 
yar (veena), Mahadeva Bhagavatar (violin) 
Kuujari Raja (svarabat) and Kittu Bhagavatar 
adorned his court. It was during his reign that 
the famous musical contest between Maha 
Vaidyanatha Ayyar and Coimbatore Raghava 
Ayyar took place.

AYIRPPU (Tamil), one of the eight deriva­
tives of Kurinjiyazh, a scale of ancient Tamil 
music (Chudamatti nigaitdu).

•
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AY1TTAM, another name for the introduc­
tory part of the raga alapana; same as 
akshiptika.

AYYA BHAGAVATAR, one of the promi­
nent disciples of Tyagaraja. He was a violinist, 
vaiijika and pallavi performer of high repute.

AYYARVAL (Tam), the reverential name 
by which the great composer Tyagaraja is refer­
red to. Ayyarval’s kriti means Tyagaraja’s kriti.

AYYASAM1, one of the disciples of Muthu- 
swami Dikshitar and a composer of tana varljis 
and padas.

AYYAVAL, the popular name by which 
S'ridhara Venkates'wara Dikshitar of Tiruvis'ai- 
nallur (Tiruviyalur) is known. He was a Telugu 
Brahmin of the NiyOgi sect. He was a contem­
porary of Sadas'iva Brahmendra and Bodendra 
sadguru svvami. He is the author of the immortal 
works : Akhyd shashti, Sahendra Vilasa 
Kavya, S'ivabhakti kaipaiatika, Artihara  
stotram, Jambunatha ashtakam and Gangash- 
takam. He was a great devotee and composed 
many devotional songs- He popularised the form 
of worship known as ‘Nama sankirtana’. He gave 
an impetus to the bhajana form of worship. The 
Telugu kirtana “ Bhakte sridhara Venkata 
guru varya” (Kedaragaula - Adi) is a song in his 
praise. The Annual festival celebrated in his 
honour at Tiruvis'ainallur attracts thousands of 
pilgrims. Concerts by eminent musicians are 
given for ten days on the occasion. The last 
day of the festival is the New moon day 
(Karttikai month - November) on which day 
during his life-time, the following miracle is 
said to have happened.

That day was his father’s shraddha day. 
While preparations were going on for the 
ceremony, a starving and hungry chandala came 
and asked for food. The Dikshitar, without any 
hesitation asked his wife to give him meal. This 
act of his, made the orthodox people of the place 
furious. They threatened him with excom­
munication and insisted that he cannot perform

the s'raddha. The elderly scholars of the place 
suggested that the only way for him to get 
purified was by a bath in the Holy Ganges. 
Ayyaval, without muttering a word,.and fully 
confident of the righteousness of his act, went 
to the backyard of his house, sat before the well 
and sang the now famous Gangashtakam. The 
water in the well swelled, rose, overflowed and 
flooded his house as well as the streets of the 
village. Soon his wife made fresh preparations 
for thes'raddha. By divine ordain, two new holy 
Brahmins came to his house and Ayyaval per­
formed the s'raddha. After the meal, the two 
Brahmins sat on the pial outside and received 
their Dakshina. When Ayyaval went inside the 
house for a while, they disappeared. The people 
of the village who were witnessing this miracle 
realised the spiritual greatness of Ayyaval, came 
in a body, prostrated before him and requested 
him to bless them.

The day on which this’ miracle took place 
came to be celebrated year after year with great 
devotion. Even now on that day, every year 
thousands flock to the house and bathe in the 
sacred well.

AZHAGAR KOVIL Gan-ePso),
a famous Vaishijavite shrine near Madurai in 
South India- It contains beautiful specimens 
of musical stone pillars.

AZHAGAR KURAVANJI {jsilfi** <5P 
<su (&>&), a drama of the Kuravanji type on 
Sundararajapperumal, the presiding deity of 
Azhagarkovil. The author of the work is 
Kavikunjara Bharati (1810-1896), the famous 
Tamil poet and composer.

AZHAGIYA CHOKKANATHAR (-W  
ffliu G<?!rd*mrrprr), a composer of Tamil padams. 
He lived in Tirunelveli District in South 
India.

A Z H U N G U  one of the  20
d e riv a tiv es  of the  an c ien t T am il mode,
P ala iyazh .
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B
the seventh note of the major scale of 

C in European music.

BADARI, a janya raga derived from the 
26th melakarta, Charukes'i:

■ s r  gp  d s— s d p n p m g r s

BADARIKA, a janya raga derived from 
the 51st mela, Kamavardhani:

s r g m p t n n d n s  — s n d g r s (S.  P- S.)

BAGESARI BAHAR, a janya raga of 
Hindhusthani music and derived from the 
9th mela, Dhenuka :

s r g m p n s — s r s n p m g r s  (C.B.N.J

BAGES'RI, a raga of Hindusthani music, 
corresponding in some respectes to the raga, 
S'riranjani.

BAGES'VARI KANNADA, a janya raga 
of Hindusthani music and derived from the 
Kafi that (Kharaharapriya mela).

BAHAR, a .janya raga of Hindusthani 
music and derived from the Kafi that.

BAHAR KANNADA, a janya raga of 
Hindusthani music and belonging to the Kafi 
that.

BAHATTARA MELA KARTA, the 
sahitya in Mahratti composed by the coart 
poet of Tanjore, Lavani Venkata Rao. The 
Bahattara melakarta, which means 72 mela- 

. kartas, contains the raga mudra in :he 
respective sections. The Kanakangi , Ratnangi 
nomenclature is used. Maha Vaidyanatha 
Ayyar was requested to set this Mahratti 
sahitya to music by Sakharam Saheb, the 
son-in-law of Maharaja S'ivaji, the last ruler of 
Tanjore. He set it to music and sang, the same 
before an assembly of palace musicians like 
Adimurti Ayyar and won praise. This took 
place in the year 1883. Since the theme of

the Mahratti sahitya was praise of a human 
being, Maha Vaidyanatha Ayyar later com­
posed for this music a parallel Sanskrit sahitya 
beginning with the words : “ Pranatartihara 
prabhopurare ” The Mahratti sahitya began 
with the words: Srim an jokari Rdjya
Vishna sama ” This is the history of the now 
famous composition, the 72 Melardgamalika ” 
of Maha Vaidyanatha Ayyar. The Mahratti 
sahitya has got in its last section (Rasikapriya 
raga) the prabandha mudra (Bahattara mela) 
and the Vaggeyakara mudra.

BAHUDAMANI, a janya raga derived 
from the 51st mela, Kamavardhani.

s g r g m p d n s  — s n d m g r s

BAHUDARI, a janya raga derived from 
the 28th mela, Harikambhoji :

s g m  p d n s — s n p m g s

This is an upanga raga. Tyagaraja's 
“ BrOva barama ” is a wellknown kriti 
in this raga. This is one of the ragas 
to come to prominence through 
Tyagaraja.

BAHULA PRAYOGA, a phrase which 
can validly be used a number of times in a 
raga. Opposite of this is kvachit prayoga i.e. 
a phrase to be sparingly used.

BAHULI, same as the raga, Bauli.
i

BAHUMARINI, a janya raga derived 
from the 46th mela, Shadvidharmargim.

s r g m d n s — s n d m g r s

BAHUTVA, one of the trayOdas'a (13) 
lakshaijas mentioned for ragas. The term 
signified the note or notes that can be used 
profusely in a raga.

Bahutva admitted of two varieties. 
Abhyasa and Alanghana. Abhyasa 
meant a note that was repeatedly sung
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in a raga and Alanghana a note that 
was not lightly touched or skipped 
over.

BAHYA, a small drum used in concerts 
of Hindusthani music.

BAHYA SHAD A V A, a raga mentioned 
in the Sangita ratndkara. This raga is men­
tioned under the group of Vesara shadava 
vibhashas and is the 202nd raga in the work.

BAKURA or BAKURA, a wind instru­
ment mentioned in the Rigveda.

BALA, the name of the third s'rut: of 
Panchama in Narada’s nomenclature for the 
22 s'rutis. See his Sangita makaranda (also 
see under s'ruti nomenclature).

BALABI, a janya raga derived from the 
54th melakarta, Vis'vambari:

s m g m d n p n  s—s n d  p mg r  s (P.S . Ms.)

BALACHANDRIKA, a janya raga derived 
from the 22nd melakarta, Kharaharapriya :

• »

s g m p d n s — s n d m g r s

BALACHARITRA, a janya raga derived 
from the 60th melakarta, Nitimati :

s r g r m p d n d s  — s n d n p m g r s

BALA GAMBHIRYA, a janya raga deri­
ved from the 59th melakarta, Dharmavati:

I
s g r g m d p d n s — s n d p m g r s

BALAGHOSHI, a janya raga derived from 
the 22nd melakarta, Kharaharapriya :

s r g p mn  d s — s n d p m g r  s

BALAGHOSHINI, same as Balaghoshi 
(see above).

BALAHAMSA, a janya raga derived from 
the 28th melakarta, Harikambhoji:

s r m p d s — s n d p m r m g s

It is an upanga raga. Tyagaraja, Mysore 
Sadis'iva Rao and Patnam Subrahmanya 
Ayyar have composed beautiful britis 
in this raga. It is an old raga and is 
mentioned in the Sangita makaranda 
and Chaturdandi prakas'ika.

BALAHARI, same as Bilahari.

BALAKOKIL, a stringed instrument of 
the plucked type, recently invented by the 
retired Educationist, Mr. N. S. Aruijachala 
Ayyar, B.A.. l .t . The instrument resembles 
a sonometer in outward appearance and is 
played like a gotuvadyam with a stick held in 
the left hand. The two chanterelle strings 
and a lower octave string in close proximity 
enable them to be plucked simultaneously. 
The combined tonal effect is both loud and 
pleasing. There is also provision in the 
instrument for the tala-cum-drone strings as in 
thevi .ia. High class music can be played on 
this instrument.

BALAKRISHNA, the signature or anki- 
tamof Gopalakrishpa Bharati, the great Tamil 
composer of the 19th century. He has also 
used the signature ‘ Gopalakrishria.’

•

BALARAMA BHARATAM, a work on 
dance in Sanskrit, by Balarama Varma, a 
Maharajah of Travancore. He was born in 
1724 A.D, ascended the throne in 1758 and 
ruled till his death in 1798-

BALASARASVATI, also called Mayuri, 
Taus, Peacock-sitar and Peacock-fiddle, is a 
North Indian instrument. In shape and 
construction it is like a Sitar but has a 
peacock-like resonator. It has movable frets.. 
It is held like the cello and played with a 
bow. The body and the stem are painted to 
resemble a peacock- The instrument has a 
number of sympathetic strings. There is a 
parchment belly, over which the ivory bridge 
is placejl. The forefinger and the middle 
finger of the left hand are used to stop the 
strings on the frets. The instrument is held 
in an oblique position and played- the neck
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resting on the left shoulder and the legs of the 
peacock-resonator on the ground. The neck 
of the peacock is detachable. The instrument 
is finely ornamented with ivory and has a 
soft, mellow tone. Balasarasvati Jagannatha 
Bhatgosvami of Tanjore was a distinguished 
performer on this instrument. His concerts 
were the admiration of such illustrious musi­
cians' of his time, like Maha Vaidyanatha 
Ayyar.

BALA SAVUNDARI, a raga mentioned 
in the Tamil work, Barata Nattiya Sastiram  
(18th Cent.)

BALASVAMI DIKSHITAR (1786-1858), 
the youngest brother of the great composer, 
Muttusvami Dikshitar. He was born in the 
Parabhava year, Mithuna Ravi and As'vini 
nakshatra, Kanya lagna corresponding to 
Wednesday 21st June 1786. Balakrishija was 
his sarmam. He was a versatile genius. He 
attained great scholarship in Telugu and 
music. While young, he accompanied his 
father to Mapali (near Madras) and there 
stayed for a number of years. It was there 
that Mapali Chipnayya Mudaliyar engaged a 
European violinist to give him lessons in 
violin playing, fot three years. In the history 
of South Indian Music, Balasvami Dikshitar 
happens to be the first to receive systematic 
training in the technique of violin playing and 
to later on adapt it successfully for playing 
South Indian music. He also practised and 
became an expert performer on the vina, 
svarabat, sitar and mridangam. After his 
return to 'firuvarur along with his father, he 
started on his musical career. Along with his 
elder brother Chinnasvami Dikshitar he gave 
a number of concerts. They were a good 
combination and the concerts by the pair were 
very successful and drew the praise of all the 
critic? of the time. The potentialities of 
Jodippattu ud/r(g-two people singing
together in a concert) were demonstrated 
by them. Balasvami Dikshitar was honoured 
in many Samasthanams. \Vhi)e at Madurai, 
on a professional engagement, he lost his elder

brother, Chinnasvami Dikshitar. In great 
sorrow he went on a pilgrimage to Setu. On 
his way back, he came to Ettiyapuram. There 
the Rajah heard him play the Violin and was so 
captivated by his music, that he forthwith 
appointed him Samasthana Vidvan. This is the 
origin of the contact of the Dikshitar family 
with the Ettiyapuram Samasthanam. Bala­
svami Dikshitar got married in Ettiyapuram 
and spent the rest of his life there. From the 
year 1824, when he entered service in the 
Samasthanam, he continued as asthana vidvan 
till the year of his demise. He passed away in 
Pingala year, Kumbha ravi (6th Mas'i) S'ukla 
Tritiya, corresponding to Tuesday, February 
16th, 1858. He has composed varpas and 
darus and set to music the sahityas of his 
royal patrons.

BALAVALU, a des'iya raga mentioned by 
Venkatamakhi in his C.D.P.

BALIKA.VASANTAM, a janya raga 
derived from the 15th melakarta, Mayamala- 
vagaula:

s r g m p d n s — s n d n p t n g r s  (S.K.)

BALIVALAM. a janya raga derived from 
the 53rd melakarta, Gamanas'rama :

s r g m d s — s n p m r s

BALLATI, a janya raga derived from the 
16th melakarta, Chakravakam :

• • I
s r g t n p d n s  — s n p m r g m  r s

BANA, a synonym for the laghu, one of 
the shadangas.

BANA, denotes the number five in musi­
cal mnemonics, hi the Svardrnavam , the name 
signifies the fifth svarasthana, corresponding 
to the antara gandhara.

B A N A , th e  nam e of the  fifth c h a k ra  in the
schem e of 72 m e la k a r ta s , com pris ing  m e las .
25-50.
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Bana - bhu, signifies the fourth mela in 
the V chakra—28.

Bana - go, signifies the third mela in 
the V chakra—27.

Baqa - ma, signifies the fifth mela in the
V chakra—29.

Bana - pa, signifies the first mela in the
V chakra—25.

Bana - ska, signifies the sixth mela in 
the V chakra—30.

Bana - srri, signifies the second mela in 
the V chakra—26.

BANABADRAR, the hero of the Viragu 
virra padalatn in Ttruvilaiyadal Puranam  and 
the musician who flourished during the reign 
of Varaguria Patjiiyan, the king of Madurai. 
When he was challenged by the North Indian 
musician Hemanatha, Lord S'iva came in the 
guise of a wood cutter and posing to be in the 
service of Baijabadrar, sang so exquisitely, 
that Hemanatha, struck with wonder at the 
capacity of a mere wood - cutter in the service 
of Baijabhadra, ran away that very night. The 
raga expounded by Lord S'iva on the occasion 
was Sadari (srvr^STrftuusbr) (see also under 
Hemanatha).

BANGALA, a janya raga derived from the 
29th melakarta, Dhira S'ankarabharatja :

s r g m p t n r p s  — s n p  m r  g r s

The phrase p m g m r occurs as a vis'esha 
sanchara; pa is nyasa; pa  and ri are 
jiva svaras. Can be sung at all times. 
The Devata for this raga is Ganes'a and 
hence the appropriateness of Tyaga- 
raja’s kriti “ Giriraja suta” (in praise 
of Ga’jes'a) in this raga. “ MunupS 
teliyaka pOyena ” and “ Sakshile- 
danuchu ” both of Tyagaraja and ' lRara 
Rama ” of Garbhapuri are other well- 
known kritis in this raga.

This is an old raga and is mentioned 
in the Sangita ratnakara and 
S a n g i ta  makaranda. •

BANGALA GAULA, a janya raga derived 
from the 55th melakarta, S'yamalangi :

s r  m  p  m  d  n s  — s d  p  m  g r  s

BANGALA V ARAL A, the raga in which 
the 21st ashtapadi of Jayadeva was originally 
composed.

BANGAL A YOSITA, a raga mentioned in 
the S a n g ita  m a k a r a n d a ,

BANGALI, a raga mentioned in the 
S a n g i ta  r a tn a k a r a  and S a n g ita  m a k a r a n d a .

BANGARU KAMAKSHI, the celebrated 
Deity of Sri Kamakshiamman Temple, Tan- 
jore and the inspirer of the great composer, 
s'yama s'astri. The idol has a large percentage 
of gold in it and hence the name Bangaru 
(gold) Kamakshi; also called Svarija Kamakshi 
and Tanga (gold in tamil) Kamakshi. Accord­
ing to tradition, this idol was made by 
Brahma. At the conclusion of a penance of 
His, at Kanchipuram, He wag blessed with the 
dars'ana of Devi’s Jyotis (divine light). To 
commemorate the great event, Brahma made 
this golden image, installed it in a temple and 
offered puja. Sage Durvasa, amongst other 
Maharishis it is said, has performed puja to 
this Deity. When Adi S'ankaracharya visited 
Kanchi, he chose the then ancestors of S'yama 
S'astri to perform puja to this Deity. It was 
through this circumstance that the ancestors 
of S'yama S'astri came to be associated with 
Bangaru Kamakshi.

After the fall of the Vijayanagar Empire, 
troublous times arose. The then archa* 
kas of the Deity left Kanthi in the 
year Akshaya (1566 A. D.) with the 
Deity for some secure place in the 
south. They halted for many years 
at various places and came to Gingee 
in 1594. After a stay of 15 years there,
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they came to Udaiyarpalaiyam. The 
party stayed at this place for a long

* period of 85 years. About the year 
1694, the party left Udaiyarpalaiyam. 
After halting -for some years at 
Apakkudy, Vijayapuram, Nagore, 
Madapuram and S'ikkil, they came to 

. Tiruvarur. In the year Sarvari (1781) 
the party left for Tanjore with 
Bangaru Kamakshi. Rajah Tulajaji 
built a temple for the Deity and 
s'yama S'astri’s family has stayed in 
Tanjore ever since. S'yama S'astri’s 
relations are also 4o be found in the 
places where his ancestors had sojourn­
ed along with the Deity during the 
long period of migration extending over 
two centuries. S'yama S'astri’s com­
positions are all addressed to Devi 
Kamakshi, his family Deity.

BANG A TALAM, a time-measure men­
tioned in the Tamil work Barata Nattiya S'asti- 
ram (l7th century).

BANI (Tam), the characteristic style of 
singing or performing associated with a parti­
cular singer or instrumentalist.

BANKA, a wind instrument used during 
the Pavitra utsavam in temples. It is a conical 
tube of brass.

BANSURI, the flute of North India.

BARATA CHUDAMANI, author of the 
Tala samuttiram, a treatise in Tamil on the 
tala system.

BARATA SEN AP ATI YAM, a_ work in 
. Tamil on dancing and acting by Adivayilar. 

Adiyarkkunallar, in his commentary on the 
Silappadikdram  refers to this work.

BARBARA, a janya raga derived from the 
64th melakarta, Vachaspati:

s g m r g m d  n s  — s n d m  g r s

BARBARl, same as Barbara.

BARI, the longer variety of nagasvaram as 
opposed to the shorter variety called Timiri. 
The pitch of the bari type is less than that of the 
timiri type.

BARUVA, a raga figuring in the marriage 
songs of the humorous type (Vsduka pettdli 
patalu) in the Telugu Districts.

BASAMANA, a janya raga derived from 
the 15th melakarta, Mayamalavagaula :

s r g t n p d n s  — s n d n p m r g t n g s

BASANT, same as the raga, Vasanta.

BASAVI, temple dancer.

BASS BAR, the thin strip of wood that is 
glued on to the under side of the belly of the 
violin, viola, cello and double bass. It serves 
the two purposes of supporting the pressure of 
the bridge and equalising the vibration. It runs 
parallel to the string of the lowest pitch.

BASTRAN, a percussion instrument of 
Burma. It is like a melodeon. There is a boat­
shaped resonator and on the top are placed 
21 bamboo pieces, parallel to each other. The 
pieces are of different length and hence give 
notes of different pitch. They are struck with 
two sticks and played.

BASULI, a kind of flute used in Nepal 
during weddings and dances.

BAUL songs, the folk songs of Bengal.

BAUD A, same as Bauli (mentioned in the 
Tamil work, Barata Nattiya Sastiram).

BAUL AMU KHl, a janya raga derived from 
the 45th melakarta, Subhapantuvarali:

s r g m p n s -— s u d p m g r s (P. S. Ms.)

BAULI, a janya raga derived from the 
15th melakarta, Mayamalavagaula:

s r g p d s — s n d p g r s
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Upanga raga ; ghana raga and belongs to 
the Dvitiya ghana panchaka. Elaborately 
developed tanas are available for this 
raga in manuscripts. Sometimes a mild 
trace of nishada is heard in the aroha^ia. 
ri, ga and dha are jiva svaras. Gamaka 
varika raga. Ga and Pa are nyasa. A 
raga to be sung before sunrise. An 
auspicious raga.

BAULI GUGRI. a janya raga derived from 
the Mayamalavagaula mela and referred to by 
C. B. N. in his Key to Hindu music P. 43.

BAUj  ̂1 RAMAKR1YA, a raga figuring in 
the kritis of the Tallapakam composers (see 
Vol. II, Adhyatma Sankirtanulu p. 264).

BAURl, one of the 16 major pans of 
ancient Tamil music ; mentioned in the Pinga- 
Idndai.

BAYA, the counter-part of the Tabla, the 
common drum used in concerts of Hindusthani 
music. It is an one-faced conical drum and 
corresponds to the left head of the Mridangam 
of South India. The shell is either of wood, 
metal or clay. Modern bayas are provided 
with tuning blocks. A permanent fixture of 
black paste, thinner and smaller in area com­
pared to that of the Tabla is seen on the baya’s 
head. This may be in the centre or at a side of 
the drum-head.

BAYALATA (Kannada), Yakshagana or 
1 open-air play.

BEAK FLUTE, the flute with a mouth­
piece of the flageolet or the tin-whistle type.

BEBAS, same as Bibhas (see below).

BEGADA, a janya raga derived from the 
29th mela, Dhira S'ankarabharaija:

. vv
s g r g m p d p s  — s N d p M g r s

An upanga raga and a vakra raga. In the
w  v*

phrases) d P M  and P d N d p a slightly 
sharpened form of s'uddha madhyama

and a slightly flattened form of the 
kakali nishada are used. These not^s are 
characteristically termed the B&gada 
madhyama and Begada nishSda. Ma, 
dha and ni are the jiva svaras. Ri and 
Dha are not nyasa, but pa and the 
slightly sharpened ma are nyasa svaras. 
Useful as a major raga for the purpose 
of pallavi exposition in concerts. This 
is not an ancient raga.

‘ Begada migada ’ is a saying in Telugu. 
This means that Begada raga is as deli­
cious as cream.

BEGADA MADHYAMA, a slightly shar­
pened form of Buddha madhyama or F Natural 
and used in the Begada raga ; frequency 27/20.

BEGADA NISHADA, a slightly flattened 
form of kakali nishada or B Natural and used 
in Begada raga.  ̂ ,

1, ’
BEHAG, the raga commonly knowu as 

Hindusthani Behag in South India. This is one 
of the most pleasing des'ya ragas. A janya 
raga derived from the 29 th mela, Dhira S'an- 
karabharaija :

s g m p n d n s  — s n d p t n G r s

A bhashanga raga with the two foreign 
notes, kaisiki nishada and prati madh­
yama. The phrase P m m  G wherein 
the first ma  is prati madhyama and the 
second ma  is s'uddha madhyama is parti­
cularly pleasing. GOpalakrishija Bharati 
and Svati Tirunal are the earliest com­
posers to compose in this des'ya raga in' 
South India.

BELL, The hqllow -metallic instrument of 
the autophonic group, closed at one end and 
which when struck gives a clear ringing note of 
a definite pitch. The bells are struck either by 
a freely suspended clapper from inside or by a 
hinged hammer or mallet from the outside. In 
the former case; the clapper strikes agaihs't the
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inner surface of the bell and in the latter, the 
hammer strikes against the outer rim of the 
bell. Bells installed in Tower clocks are struck 
by mechanical devices. The sizes of bells vary 
from the smallest hand bell used in domestic 
worship to the biggest church bells and tower 
clock bells. Bells of various kinds are used in 
the countries of Asia. Tibetan bells especially 
are wellknown.

Bells are made of bronze, the best alloy 
being 76 per cent of pure copper and 
24 per cent of pure tin. The pitch of a 
bell varies inversely with the cubic root 
of its weight.

Bells are found in all temples and 
churches. There are bells of gold, giving 
clear notes in the Ananla Padmanabha- 
swamy temple at Trivandrum. In 
the temple of Nataraja in Chidambaram

’ the pitch of the notes given by the bells 
agree most pleasingly with the pitch of 
the note given by the conch. During the 
dai y rituals, both these instruments are 
sounded together. The sounds not only 
contribute to the spiritual atmosphere of 
the place but also facilitate concentration.

A set of bells and manufactured to gi ve notes 
of a specific scale is played either by 
hand or by some form of mechanism. 
Tunes played on mechanically operated 
bells, can be heard for long distances. 
Bell music is played periodically for the 
entertainment of the people in Utrecht 
(Holland) and other towns and cities of 
the West. See also under Cavil Ion.

BELLOWS, a mechanical contrivance for 
supplying a strong current of air and used in 
wind instruments like the organ and the 
harmonium. •

BELLY, the name of the top plank of the 
resonators of all stringed instruments of the 
bowed and plucked groups. The bridge stands 
on the belly and over the bridge pass the

6

strings. The belly may be flat as in the vina, 
guitar and mandoline or slightly convex as in 
the Tambura or slightly concave as in svarabat 
and taus. The belly inay be a flat piece of 
wood or a vellum stretched over the hollow 
resonator.

BENU, a long drawing-room wind instru­
ment made of bamboo and used in the province 
of Orissa.

BHADRA, a janya raga derived from 
the 2r>th mela, Mararanjani :

s r g r m d p d p d  n s  — s it d m g r s

BHADRA, a variety of sthayi alankara and 
wherein phrases occur in the following 
pattern and sequence:

s r s, r g r, g m g etc.

BHADRABANAM, a tala mentioned in the 
Telugu work, Raga tala chintamani (17th 
century).

BHADRACHALA, one of the signatures 
used by Bhadrachala Ramadas, in his com­
positions.

BHADRACHALAM, the sacred place on 
the northern bank of the River Godlvary 
and situated on the eastern border of 
Hyderabad State. It is hallowed to the 
memory of the great composer, Bhadrachala 
Ramadas. He drew inspiratiou for his composi­
tions from the presiding Deity Sri Rama of 
the Temple.

The shrine for S'ri Rama in this place 
attracts thousands of pilgrims every year. 
Devotees who complete a RamakOti, i.e., 
write the name Of S'ri Rama a crore of 
times, carry and deposit the note books 
containing the RamakOti in this shrine. 
Twenty-two miles from Bhadr&chalam is 
the place Parras'ala, wellknown to the 
students of Ramayaija. Bhadr&chalam 
has gained importance since the time 
of the great composer) Bhadrachala 
Ramadas (17th cent).
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BHADRACHALA RAMADAS, the great 
composer of devotional songs in Telugu. He lived 
in the 17th century. He was a Telugu Brahmin 
of the NiyOgi sect and his house name was Kan- 
cherla. His father was Linganna Mantri and 
mother Kamamba: Both belonged to the place 
Nelakondapalle in Golconda. Ramadas was 
the only son of his father. Ramadas was the 
sister’s son of the two famous brothers: Aldtanna 
and Madanna who held influential posts (the 
former as the controller of the Forces and the 
latter as the Chief Minister) in the court of 
Abdul Hassan Qutub Shah (1672 - 1687 A.D.), the 
last Ruler of Golconda. This Mahomedan 
Ruler is the person appearing under the name 
of ‘ Tanesha* in the popular story of 
“ Ramadas Charitram  Tanesha is also 
referred to as Tana-sha i.e., one who loved to 
hear tanas.

Kancherla GOpanna Garu, as Bhadrachala 
Ramadas is referred to, became a great 
scholar. He lost his parents early in his 
life. With the influence of his maternal 
uncles, he got himself appointed as the 
Tahsildar of Bhadrachalam Taluq. He 

„ proved an able official and improved the 
collection of revenues due to the State.

Tradition has it that Kabir Das, the great 
bhakta appeared to him in dream and 
gave him the upades'a of Tarakflmantra. 
From that time onwards, his devotion to 
Rama increased. He began to compose 
beautiful songs in his praise. People of 
Bhadrachala came to call him Ramadas 
i-e.,. a devotee of Rama and this name has 
since come to stay for him. (A parallel 
instance is that of Purandara Dsis whose 
earlier name was Sffiappa i.e., Srinivasa) 
His wife was greatly attached to him. She 

• truly shared the joy of devotion to S'ri 
Rama along with him. A son was born to 
them, and he was named Ramudu. 

■j Ramadas celebrated the Ramanavami 
festival every year with, great, devotion 
and enthusiasm.

The temple of s'ri R&ma on the top of the 
hillock in Bhadrachalam was in a dilapi­
dated condition. He renovated the 
temple and for this purpose used the 
revenues due to the State. For this 
offence he was sentenced to 12 years 
imprisonment. He was kept in a cell in 
the Golconda fortress. (The place where­
in he was incarcerated has since become a 
place of pilgrimage). During the course 
of his prison life, according to tradition, 
Rama and Lakshmana appeared before 
the Ruler of Golconda one night, as two 
beautiful youths. They posed as messen­
gers of Ramadas and paid the entire 
amount Owed by him to the State and 
obtained his release.! Later the two 
youths went near the jail, showed the 
release order to the officer on duty and 
procured the release of Ramadas- The 
Nawab realised the greatness of Ramadas 
and felt humbled. Next morning, he 
met him and apologised for all the 
wrongs done to him.

The songs composed by; Ramadas can be 
divided into : (0 those composed prior to 
his prison life (2) those composed during 
the prison life and (3) those composed 
after his release. His songs have a wide 
appeal and are sung in all the concerts 
and bhajana parties of South India. The 
soul-stirring nature of his songs, the depth 
of the feeling underlying them and their 
sweet and melodious music have an 
irresistible appeal. Tyagarftja pays his 
homage to Bhadrachala Ramadas in two 
of his Kritis: Brundavana lola (Todi 
raga) and Kshirasagara s'ay ana (Deva 
gandhari). Besides the Pas’arathi s'ata- 
kam, Ramadas, has composed many 
namavalis and divyanama kirtanas.

Bhadrachala Ramadas is a rare instance of 
a bahumudrakara :j.ef., ..who used plural 
signatures. Sometimes he signed as 
Ramadasa and at other times he used the

B H A D R A C H A L A  RAM ADAS
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mudra : Bhadrachala or its synonyms,. 
Bhadras'aila, Bhadragiri or Bhadradri.

Bhadrachala Ramadas is sometimes referred 
to as Bandekana (prison) Ramadas-

BHADRADRI, one of the mudras used by 
Bhadrachala Ramadas in his compositions.

BHADRADRI VASA, a famous composer 
of divyanama kirtanas with the signature 
Bhadradri.

BH ADR AG ANDH ARl, a janya raga 
derived from the 29th m6la, Dhira S'ankara- 
bharaha :

s r m p n s — s n d m r g s

BHADRAGIRI, i- same as Bhadradri or 
Bhadrachala.

2. One of the ankitams of Bhadrachala
Ramadas.

3. The signature adopted by Rama-
chandra Yatfndra in his com­
positions.

BHADRAKALIPATTU, songs on the Deity 
Bhadrakali, sung’in the temples of Malabar.

BHADRAKARA, a janya raga derived 
from the 33rd mela, Gangeyabhushani:

s r g r m p d  n s  — s n d n p in r g s

BHADRAS'AILA, another of the signatures 
used by Bhadrachala Ramadas.

BHADRA SARANGA LILA, a janya 
raga derived from the 22nd mela, Kharahara- 
priya :

s f g t n p d p  n s  — s d p m r s (S.  K.)

BHADRAs'RI, a janya raga derived from 
the 17th mela, Suryakantam

s r g d n 3 — s n d g r s

BHAGANA, a kind of prosodial foot and 
consisting of a guru and two laghus: 8 1 1 .

BHAGAVATA DAS AMA SKANDA 
NATAKAM, an operatic work in Tamil by 
Ananta Bh&rati (1845-1905). It was begun in 
1883 and completed in 1889. He has also 
written the Uttarakanda of the Ramayana in 
the form of an opera; (see under Ananta 
Bharati) . .

BHAGAVATA GOSHTHI, a group of 
devotees singing sacred songs.

BHAGAVATA MELAM, the dance party 
consisting of Bhagavatarsor devotees, as opposed 
to the Nattuvamelam, or the dance party con­
sisting of professional dancers and nattuvanars.

BHAGAVATA MELA NATAKAM, the 
devotional dance drama enacted in front of the 
Deity in temples during the annual festivals, in 
places like Melattur, Uttukkadu, S'ulamangalam, 
S'aliyamangalam, NallUr, Tepperumalnalltir ini 
Tanjore District and in Kuchipudi in Krishna 
District.

BHAGAVATA NAT AN AM, religious 
dance performed by Bhagavatars as part of 
worship.

BHAGAVATAPRIYA, an epithet of Vishiju, 
meaning the lover of Bhigavatas or devotees 
who sing his praise.

BHAGAVATAR (Tam,), BHAGAVATULU 
(TeU, the name given in South India, to per­
formers ot Katha Kalakshepams or religious 
discourses to the accompaniment of music. In 
Malabar, music teachers and professional musi­
cians are called Bhagavatars.

BHAGAVATA SAMPRADAYAM, another 
name for Harikatha Kalakshepam or religious 
discourse to the accompaniment of music.

BHAGAVAT BHAJANA PADDHATI, a 
valuable anthology of sacred songs in Telugu 
published by T. P. Koda^idarama Ayyar, Madras 
(1913). This contains the texts of more than a 
thousand songs and includes selections from 
Sanskrit, Telugu, Kannada and Mahratti 
composers.



BHAGAVAT BHAJANOTSAVA PAD­
DHATI, a book in grantha script containing the 
songs sung in Bhajanas and presented in their 
sequential order: (Kumbakonam, 1920).

BHAGAVATI, a janya raga derived from 
the 26th mela, Charukes'i

s r g m n s — s n m g r s

BHAGAVATPRIYA, a janya raga derived 
from the 22nd mela, Kharaharapriya :

s r G m r m p d n s  — s n d p m r s

BHAGAVAT SARAMRlTAMU, a small 
book of devotional 'songs in Telugu pub­
lished by Tachur Singar&ch&rlu (1916). The 
songs herein are given in notation.

BHAGlRATI, a janya raga derived from 
the 20th mela, Nathabhairavi:

s r  g d n  s— s n d  g r  s

BHAGNA TALAM, one of the time- 
measures mentioned by Sarngadeva in his list of 
120 des'i talas.

BHAGYA RANJANI, a janya raga 
derived from the 22nd mela, Kharaharapriya :

s r g m d n s — s p m g r s (S.K.)

BHAIRAVA, the mela in Hindusthani 
music corresponding to the mela, Mayamalava- 
gaula of the Southern system.

1 BHAIRAVADHVANI, a janya raga deri­
ved from the 52nd mela, Ramapriya:

s r g m p m n d s  — s d p  m g r s

BHAIRAVAM, a janya raga derived from 
the 17th mela, Suryakantam :

• •
s r g m p d n s  — s D p m g r s

An upanga r&ga; ri, ma and ni are the 
jiva svaras; can be sung at all times. 
Tyagaraja’s Mariyada gadayya is a 
wellknown kriti in this raga.
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BHAIRAVl, a janya raga derived from the 
20th melakarta, Nathabhairavi:

s r g m p * d n s  — s n d p m g r s
•

A bhashanga raga taking the foreign note 
chatus's'ruti dhaivata. The anya svara

occurs in the phrases: p d n S,  p d n d 
• • *

n S  and s n d nS .  One of the few 
bhashfinga ragas with the anya svara 
incorporated in the scale ; ri,  ga,  ma  and 
ni  are the jiva svaras; ri,  ma,  pa,  ni  
and chatus's'ruti dha are nyasa svaras; 
ga, ma  and ni  are kampita svaras; 
r m G r s and P,  d M and p d n d M 
are vis'esha prayOgas. The commencing 
notes for melodies in this r&ga are 
ni,  ri  and dha (chatus's'ruti). Datu

svara prayOgas like n g r  g s r ,  n r  s r  nS ,

p r S  n d P, m n d p and m p G r s 
lend beauty to the raga. Tristhayi raga. 
Sarva svara gamaka varika rakti r&ga. A 
major raga, with a number of composi­
tions in it. It can be sung at all times. 
It figures in operas and dance dramas. 
This raga corresponds to the TevarappaO 
Kaus'ikam.

The origin of this raga can be traced to the 
ancient scale sa grama. This raga is 
mentioned in the Sangita ratnakara, 
Sangita makaranda, Sangita samaya 
Sara, Lochana kavi’s Raga tarangini 
and all the later works.

The Bhairavi of Hindusthani music is the 
Todi r&ga of Karn&tic music.

BHAJA GOVINDA STOTRAM, a hymn 
in 14 stanzas composed in Sanskrit in praise of 
Lord GOvinda by S'ankara (7th cent). This is 
usually sung in M&nd r&ga, Adi tala.

[ 44 ] B H A JA N

BHA JA N , a  devotional song o r  a song on a
religious them e. T h e  bhajans of M ira Bai and
Tulsi D&s a rc  w ellknow n.
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BHAJANA, a democratic form of worship 
consisting in reciting the Names of the Lord 
and> singing His Praises through kirtanas and 
other types of devotional songs. The people 
present m a bhajana party participate in the 
worship either as singers, instrumental accom­
panists or listeners. Old and young, men and 
women, the initiated and the uninitiated all alike 
participate in bhajana. A bhajana party con­
sists of —

(l) a leader called the Bhagavatar,

(i) singers who sing devotional songs either 
individually or along with the Bhaga­
vatar,

(3) Musical accompanists who provide the
drone and rhythmic accompaniment 
and

(4) others who derive spiritual solace by 
• listening to the sacred music. Even

these silent participants join when a 
uamavali is sung. The choric response 
of the congregation to a putydarikam 
of the Bhagavatar is at once striking 
and impressive.

The tambnra is usually used to provide 
the drone accompaniment. In places not 
musically advanced, it is usual to find a s'ruti 
box or a harmonium used for the purpose- 
Rhythmic accompaniment is provided by a 
performer on the mridangam. Occasionally 
a kanjira is used for the purpose. A number 
of people generally play the cymbals fjalra) 
in a bhajana and this not only strengthens 
the rhythmic accompaniment of the mridangam, 

• but also provides a religious atmosphere- 
The pleasing sounds of the Par.dharpur jalras 
are wellknown. Sometimes a violinist is 
engaged to provide a musical accompaniment. 
In fact, the first introduction to the village folk 
to music‘is the bhajana performed on sacred 
days'in the village temple-

Bhajanas are performed in the houses of 
accredited devotees an Fridays, Saturdays,

Ekadasi, New moon and Full moon days and 
on the days of the stars : Krittika, Rohirii and 
Punarpusatn. They are also performed in 
Temples, Matams and Mandirams constructed 
specially for the purpose. The Bhagavatar 
who leads the bhajana is a religious - 
minded person, initiated into the holy 
task by another and senior bhagavatar. 
Such people have a sacred string (sutram) 
tied on to the right arm as a mark of their 
initiation.

Bhajanas performed in houses or Bhajana 
mandirams on any of the sacred days men­
tioned above may be said to be of the 
stationary type. The entire bhajana is 
performed at one place, all the people sitting. 
During Divyanama sankirtanam, however, 
a select number of devotees go round and 
round the sacred lamp, specially brought and 
kept in the centre of the hall for the purpose. 
As against this is the mobile Bhajana party 
which accompanies a Deity in a temple pro­
cession, behind the Veda parayapa goshthi. 
During the month of Margas'ira 
December - January, itLis usual to find bhajana 
parties starting from a temple and going 
round the mada streets of the place and finish 
again at the place from whence they started.

The Unchavritti Bhajana party  is a 
mobile party, wherein the Bhagavatar, 
dressed in the Unchavritti costume goes 
on slowly along the streets in the company of 
devotees, singing kirtanas. The housewifes 
and the householders in the houses on both 
sides of the street eagerly await the approach 
of the Bhajana party and reverentially offer 
rice and dhall to the Unchavritti bhagavatar. 
The bhagavatar who is vowed to a life of 
poverty, plain living, high thinking and 
service to humanity utilises the rice and other 
articles given during the unchavritti to main­
tain his family and the large number of sishyas 
who may have come to study under him. The 
unchavritti is done in the mornings. The 
evening is utilised by the Bhagavatar in
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teaching his disciples and in giving religious 
discourses. Tyagaraja, the great composer of 
Tiruvaiyar has lived the life of an ideal 
Unchavritti Bhagavata. There have been 
instances when Tyagaraja was invited to come 
with his goshthi to other places in Tanjore for 
Unchavritti bhajanas.

During the Saptasthana Utsavam for 
which Tiruvaiyar in Tanjore District is justly 
famous, numerous bhajana parties accompany 
the Deity. This is a festival in which Deities 
from seven shrines participate. The Deities 
are carried on beautifully decorated glass 
palanquins. (In these palanquins small pieces 
of looking glass are artistically studded over 
the frame and the cover. The glitter of these 
glass pieces both during day and night furnish 
a most lustrous spectacle). The main palan­
quin with the Deity starts from the Tiruvaiyar 
temple early in the morning. This is joined 
by the Palanquins from 'other shrines as the 
procession touches: Tiruppayapam, Tiruch- 
chotrutturai, Tiruvedikudi, Tirukkapdiyur, 
Ti.uppunturutti and Tillaisthanam. The full 
procession reaches the Tiruvaiyar temple the 
next morning. At least fifty thousand pil­
grims accompany the procession on foot, all 
the twenty-four hours. The residents of each 
of the above villages vie with each other in 
affording welcome to the vast concourse of 
pilgrims. They are provided with food, 
drinking water and light tiffin at various 
places. The whole route is decorated and 
Vandals are erected at short distances to 
provide shelter from the hot sun. It is a 
grand sight to see this festival which takes 
place in the month of April. During the 
course of the procession, if the rivers which 
have to be crossed happen to be in floods, the 
bearers of the Palanquins skilfully manage to 
swim across the river with the Palanquins on 
their back. At least a hundred bhajana par­
ties used to accompany this procession. In 
the days when Tyagaraja lived, he himself led 
a bhajana party in this festival. Care was 
taken by him to see that songs in the ragas

appropriate to the particular hour were sung. 
Thus in the morning, his kritis in Dhanyasi 
and Kedara raga were sung. In the afternoon, 
s5ngs in Mukhari and Begada were sung. In 
the evening, songs in Purvakalyadi, Nata- 
kuranji and Vasanta were sung and so on.

The mobile bhajana is referred to as the 
Vidhi bhajana i.e., a bhajana party going 
along the streets.

The Bhajana as a form of worship receiv­
ed special impetus from the days of the 
Bhagavatam. Tallapakam Chinnayya of 
Tirupati (15th cent.) is regarded as the Mula 
purusha of the modern bhajana paddhati. 
Luminaries in the realm of sacred music like 
Purandara Das, Bhadrachala Ramad&s, Boden- 
dra sadguru swami, Ayyaval, Sadas'iva 
Brahmendra, Tyagaraja and many others have 
not only enriched the repertoire of Bhajana 
music but have also raised the dignity of this 
form of worship. In the nine kinds of bhakti: 
S'ravapam, Kirtanam, Smarapam, Padaseva- 
nam, Archanam, Vandanam, Dasyam, Sakh- 
yam and -Atmanivedanam, the bhajana pro­
vided scope for six of the above.

Swati Tirunal aharajah has composed 
nine songs elucidating these nine kinds of 
bhakti. These nine songs are collectively 
called N avaratnamalika kirtanas. The 
names of these songs as well as their raga and 
tala are given below :—

BHAKTI SONG

S'ravapam Bhavadiyakathd
[Bhairavi - Adi)

Kirtanam Tavaka namani 
• (Kedaragaula - Jhampa)

Smarapam Sat at am samsmarOmha 
(Nilambari • Ata)

Padasevanam Pankajaksha
(Todi - Rupakam)
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BHAKTI SONG

. Archanam 

Vanclanam 

Dasyam 

Sakhyam

Aradhayami
(Bilahari - Ata)

Vandi Diva Diva
(Begada - Jhampa)

Paramapurusha
(Ahari - Ata)

Bhavati Vis'vasO
(Mukhari - Ata)

Atmanivedanam Diva Diva kalpaydmi 
(Nadanamakriya -

Rupakam)

In a mobile bhajana party, it is usual to 
sing a song completely standing at one place 
and then march to the music of a namavali or 
divyanama kirtana. The clear-cut and impres­
sive rhythm of the namavalis and divyanama 
kirtanas facilitate marching. When the 
namavali or divyanama kirtana is concluded, 
the party again stand at the spot of conclusion 
and sing song completely and then proceed 
This procedure is followed till the party comes 
back to the place from whence they started.

For a bhajana performed in a house, 
mandiram, matam or temple, a regular sequence 
has been formulated. It may take about eight 
hours to go through the whole series of items. 
If the bhajana starts at about 9 P.M. it 
will be 5 A.M. by the time it finishes. The 
following is the sequence of items in a bhajana 
performed in the orthodox style on Ekadas'i 
and other sacred days:

1. Namavali.
2. S'lokas in praise of Gaijesa, Sarasvati

etc., S'lokas in praise of Prahlada, 
Narada and other great bhaktas, 
and s'lokas elucidating the greatness 
of Nama mahima, etc.

3. Todaya mangalam.
4. Guru kirtana.
5. An ashtapadi of Jayadeva.
6. A Taranga of Narayaija Tirtha.

7. Songs in praise of Gapes'a, Subrah-
manya, Sarasvati, s'iva and
Parvati.

8. Upachara kirtana.

9. Songs in praise of Rama, Sita and
Anjaneya.

10. Songs in praise of Krishna.

With this, the first half of the bhajana 
comes to a close. Visitors are now given a 
chance to sing a few songs.

The second half starts with the Divyanama 
Sankirtanam. The lamp kept near the Deity 
or the Picture of God is brought to the centre 
of the hall and a select group of devotees go 
round and round the lamp slowly, singing the 
Divyanama sankirtanas. These are songs 
specially composed for the purpose. Gopikd 
gitarn is also sung. The lamp is then taken 
back to its original place. Then the dolotsavam 
is gone through. Na angu, Padyarn, Lali, TJnjal, 
and other songs are sung. With the singing 
of the Mangalam the bhajana comes to a 
close. The party break up after receiving the 
Prasadam.

A person who performs or participates in a 
bhajana will, at the end, feel as if he has gone 
through a purificatory bath.

In the Tivdra bhajana, trained singers of 
Tamil sacred hymns (Tivaram, Tiruvachagam 
etc.) called Oduvars take the place of the 
bhagavatars. Tinkling basin cymbals are used 
by them instead of the jalras. Tevara bhajanas 
also may be of the mobile type or 
stationary type.

BHAJANA GOSHTHI, the group of devo­
tees forming a Bhajana party, inclusive of 
the leader (the bhagavatar), singers and 
instrumentalists.

BHAJANA M ANDIR o r  M ANDIRAM , a
hall dedicated  for the perfo rm ance of bhajanas.
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BHAJANA MATAM or MATH, a place 
intended for the performance ofbhajanas.

BHAJANA PADDHATI, the sequence 
of items gone through in a performance of 
bhajana.

BHAJANAVALI, a book containing kha-
jans.

BHAJANOTSAVA PADDHATI, a book 
containing songs sung in bhajanas and presented 
in their sequential order.

BHAKA MANJARI, a janya raga derived 
from the 47th mela, Suvartjangi:

s g m n p d n s — s n p m g r s

BHAKTA PRIYA, a janya raga derived 
from the 16th mela, Chakravakam :

s g m p d n s — s n d p m r g m g s  (S.K .)

BHAKTI MANJARI, a work of Swati 
Tirunal Maharajah of Travancore.

BHAKTI MUDRA, the mudra or identity 
relating to the particular type of bhakti, 
s'ravanam, kirtanam, smaragam, etc. In the 
songs elucidating the nine kinds of bhakti or 
devotion, it is usual to find the name of the 
particular bhakti incorporated in the sahitya 
of each song (See Swati Tirunal’ N avaratna 
maltha kirtanas).

BHAKTI RASA, the feeling of devotion. 
1 This is the tenth rasa. Ragas like Bhairavi, 
Kedaragaula and Yadukulakambhoji are 
useful for portraying this feeling.

BHALLADI, a janya raga derived from 
the 16th mela, Chakravakam :

s r g m p d n s  — s n p m r g m r s  (S-K.)

BHALLATI, a stri raga mentioned by 
Narada in his Sanglta makaranda. This is also 
mentioned as one of the pafls (ue&rxm) by 
Arabatta Navalar in his Tamil work, Barata 
Sa  stir am (Raga chapter).

BHALLATIKA, ohe ot the upanga ragas 
of HindOla and mentioned in the S a n g ita  
s u d h a . *

BHAMA KALAPAMU, a dance* drama in 
Telugu, staged by the Kuchipudi Bhagavatas.

BHAMAMANI, a janya raga derived from 
the 15th mela, Mayamalavagaula :

s m r g m d n s  —  s d p g r s  (S. S . P .  S .)

The same book mentions another raga of 
of this name and derived from the 61st 
mela, Kantamani ;

s r g m 6l n s — 4 n d m g rs

BHAMMANA PANCHAMA, a raga men­
tioned in the S a n g i ta  r a tn a k a r a .

BHAMMANI, a raga mentioned in the 
S a n g i ta  ra tn a k a ra . The S a n g i ta  s a m a y a  s a r a  
mentions this raga under the heading of 
Bhashanga shadavas-

BHANAVI, one of the four ragas belonging 
to the group of Takka janya vibhashas and 
mentioned in the S a n g i ta  s u d h a .

_ •

BHANDl, a bharya raga of Bhairavi and
mentioned in the S a n g ita  s a r v a r th a  s a r a  
s a n g r a h a m u  (Telugu) P. 21.

4 R  p  d  4 — p m g r s i i d p

Also mentioned as a Buddha raga of ancient 
music (C.R.S. Ramayatta Notes P, 253).

BHANDIRA BHASHA, a kind of prakrit 
or a varied form of the Sanskrit language. 
During the medieval period, sahityas of gitas 
and other musical forms were composed in the 
bhaijdira bhasha. According to Vis'ves'vara 
(alias Vagis'a) who has written a treatise on the 
grammar of this language, ‘ Bhandira is best 
suited for music, having had its origin in the 
melodious medley of the lyrical notes that 
arose when S'ri Krishna danced with the flute 
in His hand, in the company of the GOpis of 
different countries and tongues. This language
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is thus a creation from Kambhoji, Magadhi, 
Gaudi, Maharashtri, Kalingi and Gairvaiji with a 
sense* to its potency for rich musical effect’. 
The bhandira bhasha received an impetus for its 
development from the time of Bhoja and 
Somes'vara. Some lakshana gitas and some of 
the gitas of Purandara Das and other medieval 
composers are in this language.

BHANU CHANDRIKA, a janya raga of 
the svarantara - audava type and derived from 
the 8th mela, Hanumatodi:

s m  d  n s — s n d  m  g  s (5. K. )

BHANU CHUDAMAN1, a janya raga 
derived from the 18th mela, Hatakambari :

s r g  m p 3 — s n d  n p m g  r s (5. K . )

BHANU DHANYASl, a janya raga derived 
from the 45th mela, S'ubhapantuvarali:

s r g  m  n d  n — d  p  m g  r s n  s (S. S.  P .  S.)

BHANU DlPAKAM, a janya raga derived 
from the 24th mela, Varunapriya :

s r g m p d n s  — s n  p  m r s (S.  K. )

BHANU DlPARAM, a janya raga derived 
from the 34th melakarta, Vagadhis'vari :

s m r g  m  p s — s d  p  m  g m r s (S.  S.  P .  S. )

BHANUGAUUA, a janya raga derived 
from the 7th mela, Senavati:

d s r g m p d n  — d p m g r s n d p  (S.  K. )

. BHANU GIRVAN1, a janya raga derived 
from the 45th mela, S'ubhapantuvarali:

s r g m p d n s  — s n d  m  g  r s

BHANU JYOTISHMATI, a janya raga 
derived from the 67th mela, Sucharita :

s r g m p d n d s  — s n d p m g m r s
(S.  S.  P . S'.)

s t m  p d  n s — s n d  p  m r s

BHANUKIRANI, a janya raga derived 
from the 27th mela, Sarasangi :

s g  m d  n s — s n d p m g r s  (5. K. )

BHANUKOK1LA, a janya raga derived 
from the 12th mela, Rupavati:

s m  p  d  n s — s d  n p  m  g s

BHANUKRIYA, a janya raga derived 
from the 30th mela, Naganandini:

s m g m p d n s  — s n d p m g r s  (S.  K -)

BHANUMANJARI, a janya raga derived 
from the 34th mela, Vagadhis’vari:

s r g  m p n s — s n p m r g r s

BHANUMATI, (l) a janya raga derived 
from the 4th melakarta, Vanaspnti:

s r g  r m  p s — • s n d p m g r s

(2) the name of the fourth mela in the 
asampurna mela paddhati.

BHANUPRATAPAM, a janya raga derived 
from the 25th mela, Mararanjani :

s r g m  p  d  s — s d  p  m  g r s  ( S .  K. )

BHANUPRIYA, a janya raga derived 
from the 1st mela, Kanakangi:

s r  g  t n p  s  — s p  m  g r  s  (S.  S.  P.  S. )

The same work mentions another raga of 
this name, as a derivative of the 21st 
mela, Kirava i i :

s  r  g d  n s  — s  n d  g r  s

BHANUTA, a janya raga derived from the 
29th mela, Dhira s'ankarabhararia :

s m g m p d n s  — s d  p  m  g r  s (S .S .P .S .)

B H A N U K A N TI, a janya ra g a  derived
from  th e  25th m ela, M a ra ra n ja n i:

7
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s m r g m p s — s n d p m r g m g s

BHARATA, the illustrious author of the 
classical work, Natya s'dstra in Sanskrit. This 
work deals with the science of dramaturgy prin­
cipally and with music, incidentally. This is the 
most ancient and authoritative work dealing with 
the musicology of the early times. The author 
lived about the 4th century B. C. Also see 
under ' Natya s'dstra ’.

The initial syllables (in their shortened 
forms) of the three words : Bhava, Raga 
and Tala are said to constitute the word 
BHARATA.

BHARATA, (l) An actor.

• 2) the name for a musician 
in Guzerat. (A parallel instance is found in 
Malabar, where every musician is called a 
Bhagavatar).

BHARATA, a kind of grace in vhja play 
and wherein the rishabha note is flashed when 
the string is pressed on the shadja sthana (Raga 
vibOdha).

BHARATA BHASHYA, the commentary 
on Bharata’s Natya s'dstra, written by king 
Nanyadeva of Mithila. This commentary is 
known by other names as Sarasvati Hrida- 
yalankara, Sarasvati Hridaya BhUshana and 
Bharata Vdrtika.

Nanyadeva (12th cent.) also called Nanya- 
bhupala is quoted by S'arngadeva. 
Though his work in 17 chapters is 
ostensibly a commentary, still it is an 
independent work. He gives his personal 
views regarding the controversial pro­
blems relating to music. The items 
constituting the chaturdandi are explained 
by him. He also gives a detailed des­
cription of the fretted vipa.

B H A N U  T IV R A , a  jan y a  ra g a  derived
from  the 34th  m ela, V agadh ls 'vari :

BHARATA CHANDRIKA, a work referred 
to in the colophon to Chap. 10 of Bharatarnava 
in the Tanjore Sarasvati Mahal library.

BHARATACHARYA, an expert teacher 
of dance.

BHARATA CHUDAMAN1, the author of 
the Tamil work on Tala, entitled Tala 
samuttiram.

BHARATA JATI, the caste of profes­
sional dancers. In the dance dramas staged 
by them, it is the wife of the hero that 
appeared as the heroine and not some other 
lady.

BHARATAJNA, oue who is well versed in 
the science of Bharata or dramaturgy.

BHARATA KALPA LATA MANJARI, 
a work on the art of dancing in the Oriental 
Library, Mysore. *

BHARATA KIRTANAI, another name 
for the work Bharata Natakam.

BHARATA LAKSHANAM, a manuscript 
work on the science of dramaturgy in the 
Sarasvati Mahal Library, Tanjore.

BHARATAM, (l) the art of dancing and 
acting.

(2) a work in Tamil on the 
same subject.

BHARATA MATA, the school of music 
founded by Bharata.

BHARATA MOH1NI, a skilled dancer who 
fascinates others by her dance.

BHARATA MUNI, the reverential appel­
lation for the author* of the Natya s’dstra.

BHARATA NATAKAM, an operatic 
workin’Tamil on the story of Mahabhdrata in 
darus and verses on the model of Arunachalak 
Kavirayars Rdmanatakam  by Muttu Ramak- 
kavirayar and Vellore Subbaraya Mudaliyar.
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Also called Sri Mahabarata Kirtanai and Sri
Mahabharata Natakam.

•

BHARATA NATYAM, the classical dance 
of India, according to the school of Bharata. 
The South Indian dance as cultivated and 
practised in the Tanjore school, continues the 
tradition of the ancient classical dance.

Originally, the term Bharata natya meant 
only dance drama. Later on with the 
advance made in the art of dancing, this 
term came to denote pure dance, un­
connected with any story as such.

BHARATA NIJATA, producing the bha­
rata gamaka (see under bharata) by a mild 
plucking of the string (Raga vibodha).

BHARATA PUTRA, son of a profes­
sional dancer.

BHARATA PUTRAKA, an actor.

BHARATA RASA PRAKARANAM, a 
work on dance consisting of s'lokas in Sanskrit 
with Telugu meaning and compiled by the 
famous composer of Telugu padas, Muvvalur 
Subhapati Ayyar (VJth cent).

BHARATARNAVADI BHARATA S'AS- 
TRA SANGRAHA, a work on dancing in the 
Mysore Oriental Library.

BHARATARNAVAM, literally ocean of 
‘ bharata art’ is a big work in 4000 s'lokas of 
unknown authorship and Nandikes'vara in his 
“ Abhinaya darpana ” says that his own work 
is a summary of this stupendous work.

BHARATARNAVA SANGRAHA, a manus­
cript with a Telugu commentary in the Saras- 
wati Mahal Library, Tryijore. This is an 
abridgement of Bharatarnava by Nandikes'wara 
by an unknown author.

BHARATARTHA CHANDRIKA,* a work 
on dancing. It is attributed to Nandikesvara, 
and Parvati (Oriental MSS Library, Madras).

BHARATARTHA KALPA VALLI, a 
printed work on dancing.

BHARATA SARA SANGRAHA, a work 
on dancing (Oriental Library, Mysore).

BHARATA SARVARTHA SANGRAHAM, 
a work on dancing. The author came of 
Srivatsa gotra. According to the author, this 
work is based upon similar works written by 
Bharata, Nandikesvara, Narada and Brihaspati 
(Oriental MSS Library, Madras).

BHARATA S'ASTIRAM, a Tamil work on 
the art of dancing by Arabatta Navalar.

BHARATA S'ASTRA GRANTHA, a work 
of Lakshmidhara (16th cent.) (Poona).

BHARATA S'ASTRAM, the science of 
dance.

BHARATA S'ASTRAM, a work on dancing 
by Raghunatha (Tanjore Saraswati Mahal 
Library). Another work of the same name by 
Tulajadhipa of Tanjore also exists.

BHARATA SIDDHA.NTAM, a manus­
cript work on music and dancing in the 
Madras Government Oriental Manuscripts 
Library. It is in Tamil verse. Sanskrit verses 
are also found here and there.

BHARATA SUTRAM, the work of Bha­
rata, written before his Natya s'astra.

BHARATA VAKYAM, the benedictory 
verse or verses in honour of Bharata, figuring 
at the end of dramas.

BHARATA VARTIKA, same as the com­
mentary Bharata bhdshya, written by Nanya- 
deva, King of Mithila (12th cent).

BHARAT1, a janya raga derived from the 
44th mela, Bhavapriya:

s r m p d n s — s n d p m r s

BHARATI, another name for Sarasvati, 
the Goddess of music and learning.



BHARATI, a danseuse.

BHARATI, GCPALAKRISHNA, see under 
GOpalakrish$a Bharati.

BHARATI, KAVIKUNJARA, see under 
Kavikunjara Bharati,

BHARATI, SUBRAHMANYA, see under 
Subrahmaijya Bharati.

BHARATI, TIRUKKADAIYUR, see 
under Tirukkadaiyur Bharati.

BHARATIYA NATYA S'ASTRAM, the 
comprehensive work, Natya s'astra by Bhirata 
Muni. There are two editions of the whole 
work—one by the Nirnaya Sagar Press, 
Bombay and the other in the Kashi Sanskrit 
Series, Banaras.

BHARATIYA SANGITA, a work on 
music in Mahratti by K. G. Mulay (Bombay 
1941).

BHARATIYA SANGITA S'ASTRA, the 
science of Indian music.

BHARATIYA SRUTI - SVARA - RAGA 
S'ASTRA, a work on music in Hindi by Pandit 
Firoze Framjee (Poona, 1935).

BHARAVl, an upanga raga of the sam- 
purija class, mentioned by Pars'vadeva in his 
work, Sangita samaya sara.

BHARBHARA, a janya raga derived from 
the 64th mela, Vachaspati :

s g m r g m d n d s  — s n d m g r s
(P . S. Ms.)

BHARGAPRIYA, a janya raga derived 
from the 25th mela, Mararanjani :

s r g d n s — s n d g r s

BHARGAVI, (l) a janya raga derived from 
the 9 th mela, Dhenka :

s g tn p d n s — s n d  p 'm  g s

B H A R A T I

(2) a janya raga derived from the 37th 
mela, Salagam :

s g m p d n s — s n d p m g

BHARMAMBARI, a janya raga derived 
from the 30th mela, Naganandini:

s r m d n s — s n d m r s

BHARMANGI, a janya raga derived from 
the 33rd mela, Gangeyabhushaiji:

s r g d n s — s n d  g r s

BHARYA RAGA. literally a wife raga; 
same as Ragiiji. Ragas in Hindusthani music 
were classified into Ragas, Raginis, Putras, etc. 
Six male ragas were recognised and to each of 
them were assigned five bharya ragas.

BHASA, one of the twenty s'uddha ragas 
mentioned in the S a n g i ta  su d h a -

BHASA VALITA, one of the four ragas 
of the Antara bhasha group mentioned in the 
S a n g ita  s u d h a .

BHASHA, one of the 9ix types of Margi 
ragas of ancient music and mentioned by 
S'arngadeva in his Sangita ratnakara.

BHASHANGA, one of the four kinds of 
des'i ragas. Des'i ragas or the ragas in use in 
the different parts of India were classified in the 
time of S'arngadeva into Raganga, Upanga, 
Bhashanga and Kriyanga.

The term bhashanga raga in modern 
music means a janya raga which takes a' 
foreign note in specified sancharas for 
the sake of ranjakatva or aesthetic beauty. 
Bhairavi, Kambhoji and Bilahari are 
wellknown examples of bhashanga 
ragas.

B H A SH A N G A  A U D A V A

BHASHANGA AUDAVA, an audava
raga of th e  bhashanga  class and  re fe rred  to by
Pars'vadeva in his Sangita samaya sara.

[ 5 2 ]
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BHASHANGA KHANDA, the name of the 
third section of a raganga raga lakshana gita 
and wflich contains the names of the bhashanga 
ragas derived from that mela.

BHASHANGA RAGA, a janya raga, 
wherein one, two or three foreign notes (notes 
foreign to its melakarta) come in for the sake 
of enriching its melodic beauty. Such notes 
come in well defined sancharas. In bhashanga 
ragas like Bhairavi, Asaveri, Mukhari, 
Punnagavarali and Saranga, the foreign notes 
are incorporated in the scale itself i.e. they 
form part of the arohara and avarshana: 
There are only Ekanyasvara bhashanga ragas 
as examples under this head. In such cases 
the use of foreign notes becomes obligatory. 
There are other bhashanga ragas like 
Kambhoji, Bilahari,. Nilambari and Devagan- 
dhari wherein the foreign notes are not 
incorporated in the scale but occur in specified 
sancharas. In such cases, the use of phrases 
involving the foreign notes may be said to be 
in a sense, optional. The full picture of a 
bhashanga raga can however be perceived only 
when phrases involving the use of foreign 
notes are utilised. .

According to the number of foreign notes 
used, bhashanga ragas are classified 
into :—

(1) Ekanya svara bhashanga ragas i.e.
using one foreign note ; ex. Bhai­
ravi.

(2) Dvi-anya svara bhashanga ragas
i.e. using two foreign notes: ex.

. Athaxa.

(3) Tri-anya svara bhashanga ragas
i.e. using three fbreign notes; ex.
Hindusthan Kafi.

BHASHANGA SAMPURNA, a sampurria 
raga of the bhashanga class and referred to by 
Pars'vadeva in his Sangita samnya sara.

BHASHANGA SHADAVA, a shadava raga 
of the bhashanga class and referred to by 
Pars'vadeva in his Sangita samaya sara.

BHASHANGIKA, the name of the second 
s'ruti of dhaivata svara in the s'ruti nomen­
clature of Bhavabhatta (see his Anupa sangita 
vilasa).

BHASHA RAGA MALIKA, a ragamalika 
composition wherein the sahitya of each section 
is in a different language.

BHASH1N1, a janya raga derived from the 
56th mela, Shanmukhapriya :

s g r g m p d n s  — s n d p m g r s
(.P. 5. Ms.)

BHASKARA DAS, a vvellknown composer 
of folk songs in Tamil of the twentieth century. 
His national songs and songs on religious themes 
are widely sung.

BHASKARAPR1YA, a janya raga derived 
from the 36th mela, Chalanata :

s r m p d n s — s n d p m r s (S.S.P.S.)

BHATKHANDE, V. N. (1860 - 1936), the 
distinguished Research Scholar and Musicolo­
gist of North India. He has written a number 
of books on the Theory and History of North 
Indian music. Vishiju Narayan Bhatkhande 
was a Mahratta, Brahmin. He was born on 
the 10th August 1860. Side by side with his 
scholastic studies, he pursued the study of 
music under eminent musicians of his time. 
He graduated from the Bombay University in 
1885 and two years later took the L. L- B„ 
Degree of the same University. Though a 
lawyer by profession, he utilised his leisure to 
a thorough study and mastery of the rich 
literature on Indian music in Sanskrit and 
other languages. He was instrumental in 
convening the First All-India Music Confer­
ence in Baroda in 1916. He took a prominent 
part in the proceedings of. the successive 
sessions of the music conferences held in
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different places in North India. He trained a 
number of disciples. Pandit Shri Krishna 
Narayari Ratanjankar, Principal of the Marris 
College of Hindusthani Music, Lucknow is one 
of his pupils. Bhatkhapde passed away on 
the 19th September 1936 at Bombay.

He saw the aesthetic basis of the Janaka- 
janya system of raga classification 
current in the South Indian system of 
music and introduced it in the North.

Out of the 72 melakartas, he chose the 
following ten and classified the ragas of 
Hindusthani music under those ten
thats :

Name of the Corresponding melakarta
that in the southern system

Bhairavi 8th mela, Hanumatsdi
Bhairavi 15 th mela, Mayamalavagaula
Asavari 20th mela, Nathabhairavi
Kafi 22nd mela; Kharaharapriya
Khamaj 23th mela, Harikambhoji
Bilaval 29th mela, Dhira Sankara-

bharaijam
Todi 45th mela, S'ubhapantuvarali
Purvi 51st mela, Kamavardhani
Marva 53rd mela, Gamanas'rama
Yaman 65th mela, Mechakalyaiji

The janya ragas which fell outside these
ten thats were allocated to the thats
nearest them.

The following are some of his wellknown 
works:—

1. Hindusthani Sangita Paddhati (Mah-
ratti and Hindi) 7 volumes,

2. A short Historical Survey of the Music
of Upper India (English).

3. A Comparative study of some of the
leading music systems of the 15th, 
16th, 17th and 18th centuries.

4. Abhinava raga manjari.
5. Shrimallakshya Sangitam.

The last two works were published 
under the pseudonym of Vishiju 
sharma.

BHATRAJU-S, a caste of professional 
bards in the Andhra Des'a.

BHAVA, the soul of expression in music, 
dance and literature. Raga bhava is patent 
in the music of those persons who sing or 
perform the phrases and sancharas characteris­
tic of the ragas with their correct s'rutis, 
relevant gamakas and touches. The melodious 
treatment of the apt phrases reveals directly 
the individuality of the ragas. A person 
playing a raga on a fixed-toned instrument like 
the piano or the harmonium can at best reveal 
the outline or contour of the raga and not its 
real bhava. A person’s music may be accurate 
from the point of view of its raga and tala but 
still it will fail to impress us, if it lacks the 
essential element of bhava.

The bhava underlying a piece of sahitya 
is conveyed by a dancer through facial 
expressions. The highly expressive and 
suggestive character of the facial 
bhavas of gifted dancers make their 
dances highly enjoyable and create a 
lasting impression upon us. An ideal 
dancer is one who is equally good in 
facial expression and foot-work.

The padam composition is composed in 
vilambita kala (slow tempo) so that 
when sung in that tempo, it gives 
the fullest scope to the dancer to 
convey the ideas underlying the sahitya 
with relevant abhinayas in a vivid 
manner. Whereas compositions like, 
the tillaQa and padavarija involve a lot 
of footwork and prove tiring composi­
tions to the dancer, the padam is in 
happy contrast to this.

BHAVA BHARANAM, a janya raga deriv­
ed from the 29th melakarta, Dhira s'ankara- 
bharana:

s r g m d n s — s n d m g r s



B H A V A  B H A T T A BHAVAPRIYA155 1

BHAVA BHATTA, a lakshariakara of 
the 17th cent, and the author of the three 
works in  S a n s k r i t : Antipa sangita vilasa, 
AnUpa sangita ratnakara and AnUpa 
sangitanku&a.

He was born in Dhavalpur in the Abhir 
District of Malwa. He was a Brahmin 
and belonged to the Krishnatra gotra. 
His mother was Swapna bhava and his 
father Janardana Bhatta. Janardana 
Bhatta adorned the court of the Mogul 
Emperor, Shah Jehan. The latter 
honoured him with the title Sangita Raj. 
Anupa Singh, the son of Karan Singh 
ruled in Bikanir from lS?4 A. D. to 
1709 A. D. and Bhava bhatta adorned 
the court of this Rajput King. Bhava 
bhatta gives his pedigree and other 
details about him in the AnUpa sangita 
vilasa. He enjoyed the title, Anush- 
tupa Chakravarti • Sangita Raj.

In the Anfipa sangita vilasa, he treats of 
the topics of nada, s'ruti, svara and 
raga. He divides s'rutis into two 
classes: Gatraja and Yantraja. He 
deals with 70 ragas. He refers to the 
authors, S'arngadeva, Ahobala, DamO- 
dara Mis'ra, Pundarika Vithala, Srini­
vasa and Somanatha. In the AnUpa 
sangita ratnakara and AnUpa san- 
gitankus'a, he deals with many ragas 
current in his time.

BHAVA HAMSA, a janya raga derived 
from the. 15th mela, Mayamalavagaula :

s g p  d n s — s n p r m g s {S. S. P .  5. )

BHAVA] A PRIYA, a janya raga derived 
from the 3rd mela, Ganamurti:

s g m p d n s —  s n d p m g s (S.S.P.S).

BHAVAKRI, a kriyanga raga of ancient 
music.

s r  m p d s — s n d n d p m g r s

BHAVAMANOHARI, a janya raga derived 
from the 53rd mela, Gamanas'rama :

s r g m d p n s  — s n d n p m g t n r s
(P. S. Ms.)

BHAVANA PANCHAMA, one of the 
eight upa ragas mentioned in the Sangita 
sudha, This raga is mentioned in the Sangita 
ratnakara also (218th in the list).

BHAVANI, (l) a janya raga derived from 
the 44th mela, Bhavapriya :

s r g m D n s — s n d m g r s ( S .  K.)

Subbarama Dikshitar in his Sangita 
sampradaya pradarsini  on P. 1089 
gives the following arohana and avaro- 
hana for the raga.

s r g m p d p  n s  — s n d p m G r s

There is a kriti of Muthuswamy Dikshitar 
“ Jayati S iva  Bhavani ” in this raga.

(2) the name of the 44th mela in the 
asampurna mela paddhati.

BHAVANI, one of the two vibhasha 
ragas belonging to Malava panchama.

BHAVA PRADHANA GA.NAM, refers to . 
music or performances with a high degree of 
emotional content.

BHAVA PRADHANA SANGITA, music 
wherein the quintessence of bhava is strikingly 
patent on the face of it. That music appeals 
directly to one’s heart.

BHAVA PRAKAS'ANAM, a treatise on 
dancing by Saradatanaya.

BHAVAPRIYA, the 44th melakarta raga 
taking besides shadja and panchama the notes,

B H A V A L l, a janya raga  derived from  the
46th m ela, Shadvidham argigi :
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suddha rishabha, sadhararia gandhara, prati 
madhyama, s'uddha dhaivata and kais'iki 
nishada.

s r g m p d n s —  s n d p m g r s

Sarva svara gamaka varika raga ; can be 
sung at all times Tyagaraja’s “ SVi- 
kdnta niyeda ” is a wellknown kriti in 
this raga.

BHAVA PUSHTI, repleteness of bhava.

BHAVAS1NDHU, a janya raga derived 
from the 23th mela, Harikambhoji:

s r g p d n s — s u p  m g m r s (S. K.)

BHAVINl, a janya raga derived from the 
15th mela, Mayamalavagaula :

s g m p d n s —  s n d  p m gs  (S. S. P . S.)

This raga is also mentioned in the Sdngita 
ratnakara in the group of Malava 
Panchama Vibhashas.

BHAVUKA, a singer who in the act of 
rendering a composition, overdoes or exceeds 
the limit (C.R.S. Rdmdyana Notes).

BHAVUKADAY1NT a janya raga derived 
from the 44th mela, Rhavapriya :

s g m p d n s —  s n d p m g s (S.S.P.S.)

BHAVYALILA, a janya raga derived from 
the 16th mela, Chakravakam :

s g  m  d  n s — s n d  p  m g  s (S . K .)

BHAYAKARA, a corruption of ubhaya- 
kara. A vaggeyakara or composer. The term 
ubhayakara means that the composer is a 
dhatu-matu-kara, i.e. who is the author of 
both the music and the sahitya or libretto.

BHEDA, difference; variety ; ex. laghu 
ajti bheda.

s r g m p d  n s — x p m  g  r s (S .S .P .S .)

BHERI, the martial drum of India and 
referred to in the Rdmayana and other ancient 
works. The shell of the drum is made of 
copper, brass or sheet - iron rivetted together. 
The skin is stretched upon hoops of metal. 
The diameter of the drum-head may be two to 
three feet. It is played upon with two curved 
sticks.

In former times this drum was kept in the 
village look-outs. For fear of robbers 
and marauding plunderers, the people 
of the village kept watch from these 
look-outs by turns. At the sight of the 
robbers at a distance, the men keeping 
watch beat the drum violently. The 
slumbering people of the village imme­
diately got ready to attack the robbers 
with their sticks, knives and other 
implements.

Rana bliBri was the drum used in war and 
Jaya bheri was the victory drum.

BHERIKA1 (Tam), same as Bheri.

BHERI KARNIKA, a janya raga derived 
from the 3rd mela, Ganamu. t i :

s r g m p d n d s  — s n d p m g r s  (S.  K. )

BHIKARA GHOSH1NI, a janya raga 
derived from the 44th mela, Bhavapriya :

s r g m p d n s  — s n d m p m g r s  (S.  K. )

BHIMANETRA, a dasi raga, mentioned 
in the Brihaddharma purdna.

BHIMPALASI, a raga of North Indian 
music, 'corresponding to the raga Abheri of 
South Indian music.

B H E V D R U L A , a janya raga  derived from
the  20th m ela, N a th a b h a ira v i:

BHINNA, a kind of raga.
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BHINNA CHATURMUKHAM, a tala 
mentioned in the Telugu work Raga tala 
chintUmani (17th cent).

BHINNA GANDHARI, a janya raga 
derived from the 27th mela, Sarasangi:

' S r g m p d n s  — s d p m g m r s  (S.  K- )

BHINNA HERAL1, a janya raga derived 
from the 49th mela, Dhavalambari :

s m p d  n d s  — s n d  p m g  s

BHINNA KAIS'IKA, a raga mentioned in 
the Sangita ratnakara.

BHINNA KAIS'IKA MADHYAMA, a 
raga mentioned in the S a n g i ta  r a t n a k a r a .

BHINNA N1SHADA, (l) a janya r&ga 
derived from the 63rd mela, Latangi :

s r g  m p  d n  — p m g r s n

(2) The 5. S.  P .  5. mentions a raga of the 
same name as a derivative of the 6th 
mela Tanarupi and with the following 
arohapa and avarohapa

s r g m d s — s d m g r s

BHINNA PANCHAMA, a janya raga 
derived from the 3rd mela, Ganamurti:

s g  m  p d  n s — s n d p m g r s

This raga is mentioned in the Sangita 
ratnakara and the Chaturdandi pra- 
kas’ika.

BHINNA PANCHAMI, a raga mentioned 
as a bhasha of Kakubha in the Sangita 
ratnakara.

BHINNA P AURAL I, a raga mentioned 
in the Sangita ratnakara as a bhasha of 
HindOla. The Sangita samaya sdra mentions 
this as a bhashanga sampurpa raga.

8

s r g r p m p n s  — s d  p  m  g  r s

Tyagaraja’s “ SarivdralOna ” is a well- 
known kriti in this raga-

This raga name with the prefix ‘ Dhuni ’ 
figures as the 9th mela in the asampurpa 
mela paddhati.

The raga Bhinna shadja is referred to in 
the Sangita ratnakara and the Raga 
tala chintamani.

The S a n g ita  s u d h a  of Raghunath Naik 
mentions the following five kinds of 
Bhinna ragas :—

Bhinna kais'ika madhyama, Bhinna 
shadja, Bhinna tana, Bhinna kai­
s'ika and Bhinna panchama.

BHINNA SHADJA VIBHASHA, four 
ragas are mentioned under this group in the 
S a n g ita  ratnakara and DSvSra vardhani is 
one of those.

BHINNA TANA, a raga mentioned in the 
S a n g ita  r a tn a k a r a  and the S a n g ita  s u d h a .

BHINNA VALITA, a raga mentioned in 
the Sangita ratnakara under the heading, 
Takka kais'ika bhasha.

BHINNA VARALl, a janya raga derived 
from the 49th mela, Dhavalambari:

s m p d n d  s — s n d  p  m s

(This raga is in effect the Kuntalavarali 
pattern under the 49th mela).

BHINNA VIKRAMA, a janya raga derived 
from the 29th mela, Dhira s'ankarabharapa :

s r g  m d  s — s n d  p r s (P. S. Ms.)

B H IN N A  SHADJAM , a janya raga  derived
from  the  9th m ela, D henuka :



BHINNA VIKRIYA f 58 1 BHOGA V ARAL I

s r g m p d s — s d p m r s (S. K.)

BHISHMAVALl, a janya raga derived 
from the 8th mela, Hanumatodi:

s g r g m d p n d s  — s n d m g r s (S .K .)

BHOGA, the name given to the sankirna 
jati Triputa tala ; 1 ^ 0  0  Avarta = 13 akshara-
kalas.

BHOGACHHAYANATA, the name of the 
34th mela in the asampurna mela paddhati. 
Chhayanata is the raga and ‘ Bhoga ’ is merely 
the katapayadi prefix.

BHOGA CH1NTAMANI, a janya raga 
derived from the 7th mela, Senavati:

s r m p d s  — s n d p m g r s  ( P.S. Ms. )

The S. K. mentions this raga as a janya of 
the 1st mela Kanakangi and with the 
following aroharia and avarShana.

s r p m p d n s  — s d p m g r g r s

BHOGA DHANYASI, a janya raga derived 
from the 48th mela, Divyamani :

s g m p  n s — s n p d n p m g r s  (G.  L. )

BHOGA DHVAJA, a janya raga derived 
from the 39th mela, Jhalavarali :

s r g m p d n s  — s d p m r s (S. K .)

BHOGA DHVAJIj a janya raga derived 
from the 47th mela, Suvarnangi :

s r g m p d n s  — s d p m r s (S.S.PiS.)

BHOGA KANNADA, a janya raga derived 
from the 22nd mela, Kharaharapriya :

s r m p d p n s  — s d n p d m g r g s  {S.K)

B H IN N A  V IK R IY A , a janya raga derived
from  the  28th m elakarta , H arikam bhO ji:

BHOGA LILA, a janya raga derived from 
the 27th mela, Sarasangi:

s r g p d n s  — s n d m g r s  (S.K.)

BHOGA MELAM (Tel), the dance party 
consisting of the professional dancing girl and 
her accompanists.

BHOGA RANJANI, a janya raga derived 
from the 7th mela, Senavati:

s r m p d s  — s n d p m g r s  (S. K.)

This is the same as the raga BhOga 
chintamatti referred to in Pallavi Seshay- 
yar’s MSS.

BHOGA RASALI, a janya raga derived 
from the 38th mela, Jalarijavain :

Sr  g m d p n S  — S n d n p m g r S
(S.  K )

BHOGA RASAVAL'I, same as the raga, 
Bhoga rasali.

BHOGA SAMANTAM, a janya raga 
derived from the 51st mela, Kamavardhani:

s g m p d p s — s d n f i m g r s  (G. L.)

BHOGA SAVERI, a janya raga derived 
from the 37th mela, Salagam :

s r m p d n — d p m g r s n (S. K.)

BHOGA S'lKHAMANI, a janya raga 
derived from the 7th mela, Senavati :

s m g m d n s — S n d p m g r s
(S. S. P. S.)

BHOGAVARALI, a janya raga derived 
from the 12th mela, Rupavafi :

s r g m p n s —- . S n p m g r S

This raga is assigned to the 9th mela 
Dhenuka in the Sangita kaumudi but 
it makes no difference since the note 
dhaivata which distinguishes the 2 melas 
is absent in this raga.
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Another raga of the same name is men­
tioned under the 37th mela and with the 

. following arOharia and avarOhana :

S r g m p n d n s  —-s n d m g r s (G. L.)

(The S. S. P. S.  while giving the same 
arohana gives the avarOhaiJa as

s n p d m g r s )

BHOGA VARDHANI, a janya raga derived 
from the 37th mela, Salagam :

s r g m d s — s d m g r s

BHOGA VASANTAM, a janya raga deri­
ved from the 53st mela, Kamavardhani :

s r g m d n s — s n d m g r s ( G. L.)

BHOGAVATI, a janya raga derived from 
the 12th mela, Rupavati:

S r g m d S — S d m g r S (S. S. P.  S.)

The same work mentions another raga of 
the same name as a derivative of the 
22nd mela, Kharaharapriya and with the 
following arOhana and avarOhana :

s r g m n s — s n m g r s

BHOGES'VARI, same as the raga Bhogis'- 
vari (see below).

BHOGI, a janya raga derived from the 
7th mela, Senavati :

s g t n p d n d s  — s n d p  m g s (S. K.)

BHOGI BHAJRAVI, a janya raga derived 
from the 28th mela, Harikambhoji :

S r g m p n d n S  — s d p m r g r S ( S ,  K.)

BHOGI SINDH U, a janya ragg derived 
from the 48th mela, Divyamani:

s p m p d n S  —  S n d n p m S  ( G. L .)

BHOGIS'VARI, a janya raga derived from 
the 64th melakarta, Vachaspati:

Sr g p d n d s  —  S n d P m g r S
(P. S. Ms.)

BHRAGAJATI, the name of the first 
gandhara s'ruti, in the s'ruti nomenclature of 
Bhavabhatta (see his Ariupa sangita vilasa).

BHRAMARA, a janya raga derived from 
the 19th mela, Jhankaradhvani :

s r g  m  d  n s — s n d  m g  r s

BHRAMARA, a variety of hasta (see under 
Hastas).

BHRAMARABHOGI, a janya raga derived 
from the 44th mela, Bhavapriya :

m p d  n s r  g  — m  g  r s n  d  p ( G . L. )

BHRAMARA DHVANl, a janya raga 
derived from the 54th mela, Vis'vambhari :

s g m d n s — s d n p m g r s  (G.  L)

BHRAMARA HAMSI, a janya raga derived 
from the 57th mela, Simhendramadhyama :

s r g m p n s — s n d p m g s

BHRAMARA KETANAM, a janya raga 
derived from the 8th mela, Hanumatodi:

s r g m p n d n s  — s n d  p  m  g  s ( S .  K . )

BHRAMARA KOKILAM, a janya raga 
derived from the 57th mela, Simhendra­
madhyama :

s r m p n d n s  — s n d p m r s (G. L.)

BHRAMARA KUSUMAM, a janya raga 
derived from the 56th mela, Shaijmukhapriya :

s g m p n s — s n d p m g r s  ( G.L.)



BHRAMARA NARAYANI, a janya raga 
derived from the 54th mela, Vis'vambhari :

s r g m p n d n s  — s n m g r s (G, L )

BHRAMARA PUTTARI, a janya raga 
derived from the 58th mela, Hemavati:

s r g m p d n s  — s d p m r s ( G  L.)

BHRAMARA SARANGA, a janya raga 
derived from the 56th mela, Sharimukhapriya :

s r g m p m d n s  — s d p m g f s (G.  L.)

BHRAMARA SUKHI, a janya raga 
derived from the 57 th mela, Simhendra- 
madhyama :

s r g m p d n s  — s d p m g r s (G. L.)

BHRAMARA VARDHANI, a janya raga 
derived from the 10th mela, Natakapriya :

s r m p d n s — s n d p m r s (S.  K.)

BHRAMARIKAM, a kind of dance of the 
nritta variety performed in the Is'ana sandhi 
(north - east) in temples daring the navasandhi 
rituals.

BHRAMARIKA MANJARI, a janya raga 
derived from the 22nd mela, Kharaharapriya :

s g md  p n s — s n d p d . m g r s  {S.K.)

. BHRNGADHVANI, a janya raga derived 
from the 62nd mela, Rishabhapriya :

s g m p d n s — s n d  p m g s (5. S. P. S.)

BHRNGAMOHI, a janya raga derived 
from the 47th mela, Suvarpangi :

s r m p d n s — s n d p m r s (S.S.P.S).

BHRNGA VILAS1TA, a janya raga derived 
from the 20th mela, Nathabhairavi :

s r m d n a — s d p m r s {S. K.)

BHRAMARA NARAYANI [

BHRNGU KUNGA, a janya raga derived 
from the 24th mela, Varunapriya :

s r m p n d s —  s n d p m g r s
(S..S. P. S.)

BHUJAGA CHINTAMANl. a janya raga 
derived from the 18th mela, Gayakapriya :

s p m p d n d s  — s n d p m g r s  (S. K.)

BHUJAGAMANI, a janya raga derived 
from the 16th mela, Chakravakam :

s r m d n g p s  — s n d p m g r s  (S. K. )

(This is the arohana -  avarOhana pattern of 
the raga; Kathana kutuhalam).

RHUJAGES'VARI, a janya raga derived 
from the 16th mela, Chakravakam :

s r g m d n s — s n d p mg r s  (S. K.)

BHUJANGA CHINTAMANl, same as the 
raga Bhujaga chintamani (see above).

BHUJANGA LALITAM, a variety of 
dance (nritta) performed in the Vayu sandhi 
(north - west) during the navasandhi rituals in 
temples.

BHUJANGA LALITA NR1TTAM, a kind 
of dance performed during the nava sandh 
rituals in temples.

BHUJANGA SVARAM, the name of the 
wind instrument used by the snake-charmer to 
charm snakes. This is called Magudi in Tamil. 
This instrument figures in the sculptures of the 
temples in Rames'waram and Tirukalikundram.

BHUJANGATRASAM, • a variety of 
dance (nritta) performed in the Niruruti 
sandhi (south - west) ^during the navasandhi 
rituals in temples.

BHUJANGI, a janya raga derived from 
the 3rd mela, Ganamurti :

s r g m n s — s nm g r s (S.S.P.S.)

601 BHUJANGI
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s r s m g m n d n s  —  sndmgrs  (5 . K.)

BHUJANKANCHITAM, a variety of 
dance (nritta) performed in the Indra sandhi 
(east) during the nava sandhi rituals in 
temples.

BHULOKA CHAPA CHUTTI (Tel), liter­
ally, ‘ one who rolled the world into a mat.’ 
A high sounding title taken by the famous 
singer, Bobbili Kes'avayya. (See under Bobbili 
Res' avayya).

BHULOKA GANDHARVA, literally a 
celestial musician of this world: Musicians of 
outstanding eminence and with unusual vocal 
gifts were called Bhuloka gandharvas. Tyaga- 
raja, the great singer and composer was 
called by his contemporaries as a Bhnloka 
gandharvfi.

BHULOKAMALLA, a medieval writer on 
the science of music. He deals with the subject 
of prabandhas on the lines of Matanga. He 
mentions a new variety of prabandha called 
Lalita. Its sahitya was of a lucid character and 
its music simple. Bhulokamalla has also com­
posed many prabandhas.

BHUMI DUNDUBHl, a big earthen drum, 
consisting of a pit dug into earth and covered 
by animal skin : it was struck with a stick and 
used at the Mahavrata ceremony. This is 
referred to in the Samhitas and Brahmanas.

BHUNCHl, a raga referred to in the 
Sangita ratnskara The Sangita sudha men­
tions this raga under the group of Velavali 

• upangas.

BHUP, same as the raga Bhupali of 
Hindusthani music. This Corresponds to the 
Mohan a raga of South Indian music.

BHUPA KALYANl, a janya raga derived 
from the 65th mela, Mechakalyapi :

s r m p d s — s ndpmgr s  (S.S P.S.)

B H U JA N G IN I, a  janya rag a  derived from
the  16th m ela, C hakravakam  :

BHUPALA CHINTAMANI, a janya raga 
Perived from the 2nd mela, Ratnangi:

s r g mp d n d s  —  s d n d p mr s  (G. L.)

BHUPALAM, a janya raga derived from 
the 15th mela, Mayamalavagaula :

s r g p d s — s d p g r s

The gandhara in some places is sounded 
slightly flat. This is an ancient raga and 
is a wellknown raga. It is to be sung 
before sunrise. This corresponds to the 
pafl Puranirmai u&far t-jpiSirsann and 
figures in the Tevaram. It is an auspici­
ous raga. It figures as the concluding 
raga in wellknown ragamalikas.

Gandhara and Panchama are the jiva svaras 
of this raga. Dinajanavana S r i Rama 
of Tyagaraja and the seventh Ashtapadi 
of Jayadeva are wellknown lakshyas in 
this raga.

This raga is also known by the name, 
Bibasu.

There are many folk songs in this raga. It 
is a common thing to see women in 
the South singing songs in this raga 
before sunrise. This raga is popularly 
known as ‘ Udaya raga ’. It is the 
custom for nagasvaram players in 
temples to play this raga before dawn.

In modern music, this raga goes by the 
name Revagupti and Bhupala is deemed 
to belong to the 8th mela "with the same 
arOhana and avarShana.

s r g p d s — s dp g r s

Bhupala was the name of the 8th mela in 
Venkatamakhi’s scheme of 72 melas.

Subbarama Dikshitar in the Sangiia sam- 
pradayd pradars'ini assigns this raga to 
the 9th mela, but it makes no difference.
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BHUPALA MANOHARI, a janya raga 
derived from the 5th mela, Manavati:

s g m p d n s — s n d p m g s

BHUPALA PANCHAMA, a janya raga 
derived from the 39th mela, Jhalavarali:

s g r g p t n d s  — s p d m s r s

BHUPALA RANJANI, a janya raga 
derived from the 33rd melakarta, Gangeya- 
bhushapi :

s r m p d n s — s n d p m r s

BHUPALA TARANGINI, a janya raga 
derived from the 18th melakarta, Hatakam- 
bari :

s r m p n s — s n d n p m g m R s

BHUPALl, the raga in Hindusthani music 
corresponding to the Mohana of South Indian 
music. Its amsa svara is ga.

BHUPALIKA, a janya raga derived from 
the 16th melakarta, Chakravakam :

s g m p n s — s n d p m g s (S. K.)

BHUPATI, one of the secondary ragas 
assigned to Des'akha, a primary raga and men­
tioned in the Hamsa vilasa.

BHUPATIRAJAPURAM, the earlier 
name of the village Varahur in Tanjore 
District and hallowed to the sacred name of 
Naraya ja Tirtha, rhe author of Krishna Hid 
tarangini (see also under Narayapa Tirtha.)

BHUPAVALI, a janya raga derived from 
the 59th melakarta, Dharmavati:

s r g r m p n s  — s n d p m g r s

BHUPAYOSITA, one of the stri ragas 
mentioned by Narada in his Sangita 
makaranda.

s r  g p d s—• s d p m g r s (C. R. N.)

BHURANJANI, a janya raga derived 
from the 65th melakarta, Mechakalyapi :

s r gp  d n s — s n d m g r s (P. S. Ms.)

BHURI, the curved brass horn used in 
temples and mutts in South India.

BHURI KALYANI, the corrupt and collo­
quial form of the raga name, Puri kalyapi or 
more correctly, Purva kalyapi.

BHUSHA KALYANI, a janya raga deri­
ved from the 54th melakarta, Vis'vambari :

s r g m p d n s  — s n p m g r s (G. V.P.)

BHUSHANA DHARIN1, a janya ruga 
derived from the 35th melakarta, S'ulini :

s r g m p d n s — s n d p m r s

BHUSHANI, a janya#raga derived from 
the 28th melakarta, Harikambhoji :

s g r g m p d  n s  — s n d p m g r s
(G. V. P.)

BHUSHAVALl, a janya raga derived from 
the 64th mela, Vachaspati:

s r g m p d s — s n d p m g r s

Tyagaraja’s “ Tanamida ns"  is a well*
known composition in this raga.

BHUSHAVATI. the name of the 64th 
mela in the asampurna mela paddhati. This 
raga takes a sampurna arohapa and avarohapa

• *
but phrases like s r g s ,  s r p m p d s ,  s d p,
d n p g R  S also occur. Can be sung at all 
times.

B H U P K A L Y A N , a  jan y a  rag a  derived
from  the  29 th  m ela, D h ira  S 'a n k a ra b h a ra p a :
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BHUTA NARTANA, the dance of a 
bhuta. Sculptures of bhuta nartana are seen 
in some temples. The Big Temple in Tanjore 
contains a good specimen.

BHUTA SANKHYA, a mnemonic method 
of denoting numbers through words or names 
suggestive of those numbers.

Thus Indu or sOma (moon) is used to 
denote the number 1 ; Netra or drik 
(eyes) 2; Agni or anala 3 ; Veda, Yuga 
(chaturyuga) or abdhi (sea) for 4 ; Baija 
(the five banas of Manmatha) or s'ara 5 ; 
Ritu  (six seasons) or Rasa (six kinds of 
taste — eumeh) 6; Rishi Muni
(sapta rishis) or Marut 7 ; also Turanga, 
Asva, Haya (horse) for 7. Vasu, 8; 
also Matanga (elephant) Ashta dik gaja 
for 8. Nidhi (nava nidhis) and Ankatn 
9; -Disi or Dik (the ten directions; 
North, east, south, west, north-east, 
south-east, north-west, south-west,
akas'a (above) and patala (below) 10 ; 
Rudra, Hara or Is'a 11 ; Aditya, Ravi 
12; Vis'va 13.

Bhuta sankhya is used in the ghaifita 
s'astra and in chronograms. In musical 
mnemonics, bhuta sankhya is used to 
denote the names of the 12 chakras in 
the scheme of 72 melakartas, the names 
of some of the 35 talas, the names for 
the varieties of flutes and the names of 
the 12 svarasthanas in the work, 
Svararnavam.

BHUTES'APRIYA, a janya raga derived 
• from the 39th melakarta, Jhalavarali ;

s g tn p d n s — s n d p in g s

BHUVANA, the name given to the 
Sankirija jati Dhruva tala :

1̂  O 1 1̂  Avarta = 29 aksharakalas

(Since this is the longest of the 35 suladi 
talas, it is appropriate that this tala

should be named bhuvana which means 
literally, the world).

BHUVANA GANDHARI, a janya raga 
derived from the 20th melakarta, Natha- 
bhairavi:

s r m p n s — s n d p m g s

Paramatma ni pada sarasa, a song in 
praise of Sadas'iva Brahmendra by 
Mis'u Krishna is a popular kriti in this 
raga.

BHUVANA KUNTALI, a janya raga
derived from the 68th melakarta, JyOtisvarupini :

s t g m p d 5 —s dp m g s

BHUVANA MOHINI, a janya raga derived 
from the 16th melakarta, Chakravakam :

s g m n d s — s n p d m g r s  (S. K.)

BHUVANA RANJAN1, a janya raga
derived from the 14th melakarta, Vakula- 
bharanam:

s g m p d n s — s n d p m g s

BHUVANA SUNDARI, a janya raga
derived from the 29th melakarta, Dhira S'anka- 
rabharanam :

s r g m n s — s n d p m g r s  (S. K.)

BHUVANES'VARl, a janya raga derived 
from the 4th melakarta, Vanaspati :

s r g  m p d s — s d p m g  r s

BHUYOMANi, a janya raga derived from 
the 22nd melakarta, Kliaraharapriya :

s g m p d n s — s n p m g r s (S. K .)

BIBAS, a raga belonging to Hindusthani 
music. In the work “ KuchslOpakyanam ” of 
Swati Tirunal, we come across a song 
{Madhavaldkavanam) in this raga.
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BIBASA, one of the six stri (feminine) 
ragas assigned to Panchama, (one of the six 
primary ragas), according to the school of 
Somes'wara.

BIBASU, a janya raga derived from the 
15th melakarta, Mayamalavagaula :

s r g p d s — s d p g r s

This in effect is the same as the raga, 
Bhupala, with the antara gandhara.

BIBAS, BEBAS, BIBASA, and BIBASU, 
are all the varied names of one and the same 
raga.

BIBLIOGRAPHY OF MUSIC, see under 
Musical literature.

BIDAJAPRIYA, a janya raga derived 
from the 31st melakarta, Yagapriya :

s r g d  n s — s n d g r s

BIKANIR, an important seat of music in 
North India. Under the patronage of Raja 
Anup Singh (1674 - 1701) Bhava bhatta wrote 
his three works on music. The State Library 
in Bikanir contains valuable manuscripts on 
music.

BILAHARI, a janya raga derived from the 
29th melakarta, Dhira S'ankarabharana :

s r g p d s  — s n d p m g r s

, Bhashanga raga, the only foreign note 
kais'iki nishada occurs in the phrases. 
p d n d p,  p d n p and p n d p ; ri 
dha and ni  are the jiva svaras. Morning 
raga ; can be used to portray vira rasa. 
A cheerful and joy - inspiring raga.

BILAHARI, same as Bilahari.

BILAHURI, same as Bilahari.

BILAKSHINl TODI, a raga of Hindus- 
thani music, corresponding to S'uddha todi of 
South Indian music.

BILAMBIT (Hind, music), slow tempo, 
same as vilambitn.

BILAVAL -THAT, the scale in Hindus­
ta n i music corresponding to the 29th mela, 
Dhira S^ankarabhararia of South Indian Music.

BILVAVANAM, one of the reputed disci­
ples of the great composer, Muttuswami 
Dikshitar and; a renowned nagasvaram player of 
the time. His native place was Tiruvazhundur.

BIN, the Vioa of North India- It is a 
seven-stringed instrument and has two large 
gourd resonators fixed underneath the dandi or 
the stem. The diameter of the gourds is about 
14 inches and each has a round hole cut out at 
the bottom ; this hole serves as a sound hole- 
The frets are placed on the dandi, just as in the 
South Indian Vina. The instrument is held in 
the oblique posture and played, the upper 
gourd resting upon the left shoulder, Raga 
alapana in vilambita kala is usually played on 
the bin and tanas are played on the sitar. The 
bin is admirably suited for playing the various 
gamakas (graces) characteristic of Indian music.

BINDU, a synonym for the drutam, one 
of the shadangas. *

BINDU, the name given to the Sankirna 
jati Rupaka tala : O Avarta = l l  akshara- 
kalas.

BINDU, a variety of arohi alankara and 
wherein the phrases occur in the following 
pattern and sequence :

s s s r, r r r g, g g g m, m m m p etc.

BINDU HERALI, a janya raga derived 
from the 15th melakarta, Mayamalavagaula:

s r g r g m p d m p d n s  — s n d p m g r s
{S. K.)

BINDU KALANGA, a janya raga derived 
from the 16th melakarta, Chakravakam :

s r g m p d n s —  s n p m g m r g r s
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BINDUMALI, one of the classical 108 
talas and consists of the angas : 8 0 0 0 0 8 
Avarta = 0 matras or 24 aksharakalas.

BINDUMALINI, a janya raga derived from 
the 16th melakarta, Chakravakam :

s g r g m p n s  — s n s d p g r s

An ubhaya vakra shadava raga ; upanga 
raga ; ga and ni are the raga chhaya 
svaras ; can be sung at all times.

Tyagaraja’s Enta muddo, enta sogasO 
is a wellknown kriti in this raga.

BINDURAJA, one of the ancient autho­
rities on music (C. R. S. Notes on Ramdyana 
P- 225).

BINKAR, a player of the bin.

BINKARS, the name given to the descen­
dants of* Naubat Khan, the son-in-law of Tan 
Sen, the Musician Royal to Emperor Akbar. 
The descendants of Tansen’s son, Bilas Khan 
are known as the Rababiyas.

BINKAVATl, a janya raga derived from 
the 07th melakarta^ Sucharitra :

s g m g p d n s  — s n d p m g r s  (S.S.P.S .)

BIN-SITAR, an instrument of the bin class 
and wherein the frets are movable as in the 
sitar; in the bin, the frets are fixed.

BIRADA1 (Tam), the tuning peg of a 
stringed instrument like the vitja or the 
tambura.

In the tamburas of Tatjjore make, the
biradais haye a flat top like the violin
peg. In other tamburas, the biradais'
are modelled after the biradai of the •
vhja i.e. with a round knob at the top.

BIRKA, same as briga. Musical phrases of 
alluring patterns and variegated beauty sung 
or played in quick tempo at the concluding 

9

part of the alapana of a raga- Birkas of 
singers with lustrous and responsive voices 
have a captivating charm.

BIRUDA, one of the six angas or limbs of 
the ancient form, prabandha ; it consisted of an 
exclamation or words of praise addressed to the 
prabandha nayaka, expatiating on his valour, 
courage, etc.

BITAKI, a stri raga (C.R.S. Ramayana 
Notes P. 258.)

BlTAL, a janya raga derived from the 
29th mela, Dhira S'ankarabharana :

s g r m p n d p n s  — s n d p m g r s  (S.K.)

BOBBILI, one of the seats of music in 
the Andhra Desa in the 19th century. Illus­
trious musicians like Bobbili Kes'avayya and 
Nandigana Venkayya Garu adorned that seat. 
Bobbili is also noted for the manufacture of 
musical instruments like the vifla.

BOBBILI KES'AVAYYA, (early 19th 
cent.) the reputed singer who took upon 
himself the preposterous title, Bhuloka chapa 
chutti i.e. ‘ who could roll the world like a 
mat He was an adept in the ghanam style 
of singing. He was a Sattada Vaishijava 
(Sattani) by caste. Thirsting for fame be 
travelled southwards. He defeated prominent 
musicians in many samasthanas and won 
laurels Legends have grown around him. 
He rode on horse back. Every morning he 
systematically carried on his vocal practices. • 
Illustrious musicians like.Ghanam Krishriayyar 
took lessons in Ghanam style of singing from 
him. When he came to Tanjore, he met a 
formidable rival in the person of Syama 
S'astri. According to oral tradition, in the 
contest that took place in the Tanjore 
Palace between him and Syama S'astri, 
the latter managed to win by singing a 
pallavi in S'arabhanandana tala, a tala 
which took angas like druta viramam, 
laghu viramam and laghu druta viramam in
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addition to the anudrutam, drutam, iaghu and 
guru. This tala took 19f matras or 79 
aksharakalas for an avarta. This is a rare 
and . intricate time-measure and we come to 
know of it for the first time from this historic 
contest. In recognition of his musical talents 
however, the Maharajah of Tanjore bestowed 
upon Bobbili Kesavavya, special honours.

BODHENDRAL (Tam), the reverential 
form in which Bodhendra Saraswati is some­
times referred to.

BODHENDRA SADGURUSWAMY, a 
revered name in the history of sacred music in 
South India. He gave an impetus to the form 
of worship known as Bhagavan nama sankir- 
tanam. The famous song in Todi raga 
Satam ani pranutimpuchunu sung at the 
commencement of every Bhajana is in his 
praise. There are namavalis also in praise of 
this Saint.

Bodhendra Sadguru Swamy was the son of 
Kes'ava Panduranga Yogi- His moiher 
was Suguna. He was born in the 
renowued Mandana Mis'ra Agraharam 
in Kanchipuram, in Chingleput District. 
Purushottarr.an was his name in his 
purvas'rama i.e. prior to his initiation 
into sanyasa as'rama. He had his 
aksharabhyasam in his 5th year and his 
Upanayanam in his 7th year. He com­
pleted his studies by the age Of 16.

The then S'ankaracharya (58th in the line 
of Jagadgurus) of the Kanchi Kamakoti 
Math, Vis'vadikendra Sarasvati, found 
in young Purushottaman, a fitting suc­
cessor to him. He began to bestow 
special attention on his education. 
Once he went on a pilgrimage to 
Benares. Purushottaman and his friend 
Gnanasagara later followed him to 
Benares. In Benares, Purushottaman 
was ordained a sanyasi and was named 
Bodhendra Saraswati. The S'ankara- 
charya himself attended to his initiation

and gave him the Upades'a. Taking 
leave of the Jagadguru, the newly 
ordained Bodhendra, travelled towards 
South. On his way he halted at 
Jagannath and stayed in the* house of 
Lakshmikanta Kavi according to his 
Guru’s orders. The host was kind 
enough to present the distinguished 
guest with a copy of Nama Kaumudi, 
the work of his father Lakshmidhara 
Kavi. Bodhendra returned to Kanchi­
puram and wi.h the Nama kaumudi as 
the basis, wrote the following eight 
works, collectively entitled the Nama 
siddhanta granthas :

1. Nam amrita rasOdayam
2. Nama rasayanam
3. Nama sUryOdayam
4. Nama tarangani
5. Namarnavam
6. Harihara bheda dikkaram
7. Hariharadvaita bhushattam
8. Mtirdha brahma vivekam

When the S'ankarachary'a returned to Kan­
chipuram, Bodhendra showed him his 
works. The Acharya was pleased with 
his scholarly writings and blessed him. 
Both of!them later went on a pilgrimage 
to Rameswaram. On the way, Vis- 
wadikendra Saraswati attained siddhi 
(passed away). Thi^ took place on the 
banks of the Garucla nadi and a samadhi 
was erected on that spot. The disciple 
succeeded his Master aud became the . 
59th Pitadhipati- He went to Rames­
waram and on his return, met Ayyaval, 
the revered bhakta at his place in 
Tiruvisainalfur (Sahajirajapuram), near 
KumbakOnam. Both of them lived 
together for sometime at Tiruvada- 
marudur. One day, Bodhendra Sarasvati 
wefh for biksha to the neighbouring 
village, Govindapuram. There he at-
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tained siddhi in the year 1752, on the 
paurpami day of the Proshtapada 
Bhedrapida or Purattas'i month of 

. the Prajotpatti year. His Aradhana 
mahotsavam is celebrated with great 
eclat year after year in Govinda- 
puram. That place has since become 
an important seat of sacred music. 
It is said that by his spiritual 
powers, he once made a congentially 
dumb boy to speak and that subse­
quently the boy began to perform Nama 
sankirtanam.

BODHENDRA SARASVATI, same as 
Bodhendra Sadguru Swamy.

BOGINI, a janya raga derived from the 
41st melakarta, Pavani :

s g m p d n s — s n d p m g s

BOL, a term signifying the rhythmical 
solfa syllables like ta dhin gina tom and used 
in Hindusthani music. Same as jati or s'olkattu 
in Tamil.

BOLI, one of the navasandhi talas used 
in temple rituals.

BOMMALATTAM, puppet show. This 
is a popular form of entertainment. A beauti­
fully dressed and decorated doll is operated 
upon by a conductor with strings held in the 
hand. The strings are connected to the 
various parts of the doll and as they are 
pulled and operated, the doll'will be found to 
literally execute the several actions in confor­
mity to the songs sung. A whole story like 
that of Harischandra is sometimes presented. 
To witness a Bommalattam is a feast for both 
the eye and the ear. The music of the songs will 
be found to be in perfect accord with the rasa 
of the several situations. Swaminatha Guru- 
kkal of Tiribhuvanam (near Kumbakonam) 
was an adept in this art. He lived m the 19th 
century and his talents earned for him the 
praise of even a renowned composer like 
Tyagaraja.

BOTTA RAGA, a raga mentioned in the 
S a n g i ta  ratnakara, under the group of raganga 
ragas. The Sangita sudha mentions this raga 
under the group of Vesara ragas.

BOW, a stick slightly bent or curved and 
strung with horse-hair. This is used for 
producing the tone in the stringed instruments 
of the bowed group. The earliest bow known 
to musical history is the one used for playing 
the primitive instrument, Rava ;astram. 
Dhanu or Dhanvi is the name for bow in 
Sanskrit. In tamil it is called vil

BOWED INSTRUMENT, a musical 
instrument played with a bow. The violin, 
sarangi, dilruba and taus are examples.

BOWL, the resonator of stringed instru­
ments like the vifla., gotuvadyam and tambura 
and which is shaped like a bowl. This is the 
kudam and is. hemi spherical in shape.

B O W  STRING, the most a n c i e n t  s t r i n g e d  
instrument known to man It consisted of a 
single string held in tension by being strung 
to the two ends of the bow and either struck 
with a stick or plucked by the linger and 
played. The Villukojtu of Malabar is a 
modern survival of this primitive instrument.

BRAHMA, one of the ancient authorities 
on music and mentioned by many writers of 
the past.

BRAHMA, one of the Trinity, the other 
two members being Vishnu and Mahes'vara. 
According to the ancients, it was through 
Brahma that music came to this world. 
Brahma is said to have provided rhythmical 
accompaniment when Lord Nataraja danced.

BRAHMA, the name of the ninth chakra 
in the scheme of 72 melakartas, comprising 
melas 49-54.

Brahma - bhU, signifies the fourth mela in 
the IX chakra—52.



BRAHMA BHARATAM [68]

Brahma - go, signifies the third mela in 
the IX chakra—51.

Brahma - ma, signifies the fifth mela in 
the IX chakra—53.

Brahma - pa, signifies the first mela in the 
IX chakra -  49.

Brahma • sha, signifies the sixth mela in 
the IX chakra—54.

Brahma - s'ri, signifies the second mela in 
the IX chakra—50-

BRAHMA BHARATAM, a work on 
dance ascribed to Brahma.

BRAHMADATTA, the person figuring 
in the Jataka legends and who presented a 
mountain hermit with a drum saying that if 
he beat the drum on one side, his enemies 
would run away and if he beat upon the other 
side, they would become his friends.

BRAHMA LILA, a janya raga derived 
from the 15th melakarta, Mayamalavagaula :

s r g  m  d  n s — s n d p m g r s

BRAHMANANDA PARADES!, an illus­
trious singer of the 19th century. He was an 
ativarnas'rami; people thristed to listen to his 
concerts.

• He belonged to the Gurukkal caste (temple 
archakas) and hailed from Tirunelveli 
District in South India. His music was 
praised 'by such illustrious singers as 
Maha Vaidyanatha Ayyar. He was a 
highly talented pallavi singer. He used 
to expound even simple pallavis for hours 
together to the delight and admiration of 
sangita vidvans aud rasikas.

BRAHMA TALAM, the pair of metallic 
cymbals larger than the ordinary variety and 
used in temple services. The diameter of the 
Brahma talam is about six inches.

,'BHRADDES!
ii

BRAHMA VINA, (1) the name cf a 
variety of tambura used in North India.I

(2) A variety of viija described in the 
following works : Sangita makaranda 
of Narada, Sangita \sudhakara of 
Haripala Deva (early 14th cent.) San­
gita parija ta  of Ah6bala and the San­
gita sara sangrahamu (Telugu). The 
descriptions given are;not the same in 
all the cases. The last named work 
mentions that the Br'ahma vma has 
24 houses i.e. inter-spaces between the 
frets on the datjdi and this is in accord 
with the structure of the modern vina.

BRAHM1, a janya raga derived from the 
46th mela, Shadvidhamargirfi :

s r g m d s — s d m g r s

(This is the Abhogi raga pattern, bnt 
derived from the 46th mela).

BRAMA TARANGANI a janya raga 
derived from the 51st melakarta, Kamavar- 
dhani:

s r g m p d n s  — s p d n p m r g m r s
(P. S. Ms.)

BRASS-WIND INSTRUMENT, a wind 
instrument 'made of brass like the Ekkalam, 
Gaurikalam and Tiruchinnam. The opposite 
of this is the wood-wind instrument like the 
Nagasvaram, Mukhaviija and Sanai.

BRHADDAKSHINATYA, a sampur^a 
raga of the bhashanga class and referred to in 
the Sangita samaya sdra of Bars'vadeva.

BRHADDEs!, an important work on the 
science of music written about the 5th cent. 
A.D. It is in Sanskrit and its author is 
Matanga Muni. This work is a treatise on 
the des'i sangita—the music developed and 
cultivated by the thinking folk of the land. 
The various topics in this work are dealt with
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in a scientific manner. The work is highly ins­
tructive. The jatis of Bbarata became obsolete 
before his time and their place taken by ragas. 
Matanga himself says that he is treating of 
ragas. a subject which had not been handled 
by Bharata and other writers. His defini­
tion of raga as that which is decorated by 
the tonal excellence of svaras and varnas and 
which decoration gives pleasure to the mind Of 
the listener ” has been endorsed by subsequent 
writers on music.

The Brhadd&s'i gives a good account of the 
raga system. The classification of ragas 
into s'uddha, chhayalaga and sankirfla 
is 'scientific and paved the way for the 
emergence of other detailed and exhaus­
tive systems of raga classification later 

on. After dealing with des'i lakshapam, 
the author deals with the topics of

. nadotpatti (origin of nada), s'ruti, svara, 
murchhana, varpa, alankara, giti, jati, 
raga, bhasha and prabandha. The work 
evidently contained a chapter on musi­
cal instruments but in the published 
book (Trivandrum Sanskrit Series) this 
chapter is not to be found. The fact that 
the Vadyadhyaya of the Brhaddes'i has 
been held in high esteem by subsequent 
writers is proof of the fact that Matanga 
was an authority on the subject of 
musical instruments. Among the earlier 
writers quoted by Matanga are Kohala 
and Nandin.

BRHADGHANTA, the big bell used in 
temples. The smaller varieties are known as 
Madhyaghanta and Laghughanta.

BRHASPATl, an ancient authority on 
music.

BRHATI, the bigger variety of kinnari. 
This stringed instrument has three strings. 
There are fourteen frets for the. 14 svara- 
sthanas.

The chest bones of the vulture are used 
as frets. Sometimes frets of iron or

bronze are also used. The smaller 
variety of Kinnari is called Laghvi.

BRHATTALAM, a ghana vadya ; it is 
the bigger variety of cymbals used in temple 
rituals.

BRIDGE, the piece of wood kept in a 
vertical position over the belly or table of 
stringed instruments. The strings pass over the 
bridge. The two feet of the bridge rest firmly 
on the table. The bridge in the violin is flat and 
has an arched top with 4 grooves for the four 
strings to pass over. In the Virta, Tambura 
and Gotuvadyam, the bridge has a flat top. 
A properly surfaced metallic plate of bell- 
metal is placed on the flat top of the bridge in 
the vitja, inorder to give the enlivened tone. 
Some tamburas have a sliding bridge (sr^/f 
QwlL®) on the datjdi or stem and this enables 
one to increase or decrease the pitch of the 
three strings (other than the mandaram) 
simultaneously.

BR1GA, same as birka ; (see under Birka).

BRNDAVANA DES'AKSHI, a janya raga 
derived from the 62nd melakarta, Rishabha- 
priya:

s r g m p m d s  — s d p m  g r s
(S. S. P. S.)

BRNDAVANA KANNADA, a janya 
raga derived from the 69th mela, Dhatu- 
vardhani:

s g m p d s — s d p m g r s

BRNDAVANA SARANGA, a janya raga 
derived from the 22nd mela, Kharaharapriya :

s r m p n s — s n p m r g s

Some books give the arohapa as s gr  mp n  s 
but from the two wellknown and authori­
tative kritis : Kamalaptakula of Tyaga- 
raja and Sarasiruhanana S ri Rama cf

I
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Patnam Subrahmahya Ayyar, it is clear

that the arOhapa is only s r m p 11 s. 
Thus this is an audava - vakra shadava 
raga. Ma and ni are the jiva svaras for 
this raga ; can be sung at all times.

BRNDAVANI, same as the raga Brnda- 
vana saranga-

BRUDUVAKA, a janya raga derived from 
the 24th mela, Varunapriya :

s r g r m p d n s  —- s 11 p m r s
(S.  S.  P. S j

BRURAVI, a janya raga derived from the 
20th mela, Nathabhairavi:

s g r g m d n s  — s n d p m g r s
(G. V. P  „

BUDDHAVAH1NI, a janya raga derived 
from the 68th melakarta, JyOtisvarupini:

s r m p  d n s  — s p m g r s

BUDHA MANOHARI, a janya raga derived 
from the 29th mela, Dhira s'ankarabharana :

* r g m g p s — s p m g r s

This raga is obtained by taking the madh ■ 
yama of Kuntalavarali as the tonic note.

BUDUBUDUKE, the hour-glass shaped 
drum used by the gypsies. A string with a 
knotted end is tied on to its centre and as the 
instrument is rattled, the knotted end strikes 
on the two faces of the drum, alternately.

BUKTIPRIYA, a janya raga derived from 
the 58th mela, Hemavati:

s r m p n s  — s n d p m g r s

(This is the Kedaragaula pattern of arOhana 
and avarshana and derived from the 
Hemavati mela).

(P. S. Ms.)

BULBUL TARA, a stringed instrument 
with a type writer key-board. It was devised 
in Japan. Music of a lighter nature can be 
played upon this instrument. The strings are 
plucked with a horn plectrum The plectrum 
is held by the fingers of the right hand and 
played. The left hand fingers press the 
required keys. Each key when pressed, con­
tacts the string at the particular svarasthana 
and produces the note of the required pitch. 
Thus the keys serve as frets.

BUNDLE FLUTE, reed-dulcimer or 
panpipes.

BURRA, the gourd resonator or calabash 
attached to the underside of the vina near the 
region of the neck.

BUTTON, the projecting piece of wood 
at the top of the violin and from which the 
gut of the tail piece emerges. (Also see under 
violin).

BY AG, same as the raga Karnataka byag.

This is a janya raga derived from the 28th 
mela, Harikambhoji:

s r g m p d n s  — s n d n p d m g r g s

An upanga raga ; ma and ni are the jiva 
svaras. Gamaka varika takti raga ; can be 
sung at all times.

Tyagaraja’s kritij Nenendu vetakudura 
is an authoritative composition in this 
raga.

BYAGADA, same as the raga Begada (see 
under Begada).

BYAGADAI (tarn), same as the raga 
Begada (see under Begada).
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C
C, the first note of the major scale of C in 

European music.

CANDLE DANCE, a variety of dance 
performed with lit candles in Java.

’ CASTANETS, a pair of pieces of hardwood 
(rosewood or black wood) or ivory held in the 
hand and struck together. This is used to 
provide rhythmical accompaniment in many 
countries. The Chipld used by the Bhagavatars 
in Katha Kalakshepam and Bhajana is an 
example. Castanets are used in Spanish dances. 
They are also used by mendicants in India.

CHACHAPUTA, one of the five margi talas 
and the second in the list of the classical 108 
talas taking a guru, laghu, laghu and guru 
8 1 1 8  An avarta consists of 6 matras or 24 
aksharakalas.

CHACHCHARl, a variety of prabandha or 
musical composition referred to in the Sangita 
sudhd and other early works.

CHACHCHATPUTA, one of the five margi 
talas and the first in the list of the classical 
108 talas taking a guru, guru laghu and 

1
plutam, 8 8 18. An avarta consists of 8 matras 
or 32 aksharakalas.

CHAITANYA (1485 - 1534), the wellknown 
composer of devotional songs. He was born in 
Bengal. He was a great devotee of Krishna. 
His songs are widely sung in Bengal and Orissa. 
He laid the foundations for the spiritual renais­
sance of the period -

CHAITI GAUDI, a janya raga mentioned 
as derived from Malavagaula mela in Soma- 
natha’s Raga vibodha.

CHAKAR1, a janya raga derived from the 
28th melakarta, Harikambhoji :

s r g p n d s — s n d p m g r s
(S . 5. P. S.)

CHAKRA, (l) scheme or arrangement; ex. 
the 72 melakarta chakra and 35 tala chakra:

(2) Section. The 72 melakartas are ar­
ranged into 12 chakras or sections, each chakra 
comprising within it six mela ragas.

CHAKRA, a pair of wooden castanets 
circular in shape and with slightly concave 
surfaces.

CHAKRA, the name of the trisra 
jati Rupaka tala : O 1̂  Avarta = 5 akshara­
kalas.

CHAKRA BANDHAM, a style of vh?a 
play wherein a whole composition or a long 
passage of music is played within the ranga of 
five or six frets, the left hand fingers gracing 
the svarasthanas on all the four strings. It is a 
pleasure to look at the graceful and circling 
movement of the fingers during this play. Vnja 
Venkatarama^ia Das of Vizianagaram (18(56-1948) 
excelled in this style of play.

CHAKRADHARI, a janya raga derived 
from the 20th mela, Nathabhairavi:

S r m g p d n S  — s d p m g r s (S. K.)

CHAKRA MANJARI, a janya raga derived 
from the 56th mela, Shanmtikhapriya :

s r g m d p d n s  — s d p tn r s

CHAKRA PRADIPTA, a janya raga deriv­
ed from the 22nd mela, Kharaharapriya :

s r g p m d n s  — s n d m g s (S. K.) •

CHAKRA TANA, one of the six varieties 
of tanas, the other five being Vakra tana, Mis'ra 
tana, Malika tana, Gambhira tana and Vidyu 
tana. The tana is an important branch of raga 
alapana. After the routine patterns, highly 
suggestive and thought - provoking patterns of 
tanas are sung or performed. In chakra tana, 
svara groups of wheel-like patterns are sung in 
whirl-wind rapidity. It requires creative talents 
of a high order to attempt this branch of crea­
tive music.
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CHAKRA TULYAM, a janya raga derived 
from the 65th mela, Mechakalyani:

s r m p n s — s n d p m g r s  (P . S. Ms.)

(Note. This is the Kedaragaula arohana 
avarQhatJa pattern belonging to the 
Mechakalyani mela).

CHAKRAVAKAM, the 16th melakarta 
raga. Besides shadja and panchama, this raga 
takes the notes: s'uddha rishabha, antara gan- 
dhara, s'uddha madhyama, chatus's'ruti dhaivata 
and kais'iki nishada.

s r g m p d n s  — s n d p m g r s

A sarva svara gamaka varika rakti raga : ri 
and ni are the jlva svaras; ri and pa 
are nyasa svaras; g m  R s and p m D  are 
vis'esha sancharas ; sa, ga and pa are the 
commencing notes for melodies in this 
raga- Can be sung at all times. Tyagaraja 
brought this raga to prominence.

CHAKRAVAKI, the Brhaddharma 
Puratja mentions this as a dasi raga of the 
primary raga, Mallara.

CHALANATA, the 36th melakarta raga. 
Besides shadja and panchama, this mela raga 
takes the notes: shats'ruti rishabha, antara 
gandhara. s'uddha madhyama, shats'ruti dhaivata 
and kakali nishada.

s r g m p d n s  — S n d p m g r s

CHALANAVARALl, a janya raga derived 
from the 20th mela, Nathabhairavi:

s r g m d n d s  — s d m g r  s (S. K.)

CHALANI, a janya raga derived from the 
35th melakarta, S'ulini:

s r g m p d n d s  — s n d m g r s (S. K.)

CHALANIKA, the name of the third s'ruti 
of rishabha in the work Sangiia DamOdara.

CHALA TALA, a rare time-measure found 
in the Kannada Yakshagana, Sarangadhara 
Charite.

CHALAVINA, the experimental vina 
wherein the pitch of the seven strings was gra- | 
dually lessened as against the Dhruva vina 
wherein the pitch of the seven strings was kept 
constant. (Also see under Dhruva vina and 
Achala viria).

CHALLAGALI (Tel.) literally cool breeze. 
This was a title conferred upon those singers 
whose music was as pleasant as the cool breeze 
(Qpssrpji) xirjbv)i). Two musicians of the 19th 
century. Challagali Krishnayyar and Challagali 
Viraraghavayyar enjoyed this title.

CHALLAGALI KRISHNAYYAR, a samas- 
thana vidvan in Tanjore in the time of S'ivaji 
Maharajah (1833 - 1855). He was a gifted singer 
and vaiijika.

(1) Tyagaraja Dikshitar of Tiruvalangadu,

(2) Kanchi Vina Nilakantha S'astri,

(8) Vipa Vaidvanatha Ayyar of Mayavaram 
and

(4) Akhitan.dapuram Dharma Dikshitar 
were the more prominent 
amongst his disciples.

CHALLAGALI VIRARAGHAVAYYAR, a 
samasthana vidvan in Tanjore.

CHAMARAM (1) a janya raga derived 
from the 56th mela, Sharimukhapriya :

s g r g m p n s  — s n d p m g r s

p d n s is a vis'esha. sanchara.

(2) The name of the 56th mela in the 
asampurria mela paddhati.

CHAMBAULANI, a janya raga derived 
from the 61st mela, Kantamani:

s r m g m d n p s  — s n dg  r s (S.S.PiS.)
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* CHAMMARAKRIYA, a janya raga derived 
from the 15th mela, Mayamalavagaula :

s r  g d n s — s n d p r s (S. S. P . S).
m

CHAMPAKA LATA, a janya raga derived 
from the 19th mela, Jhankaradhvani :

s g tn d n s — S n p m g m r S  (S . K.)

CHAMPAKA MALI, a janya raga derived 
from the 17th mela, Suryakantam :

s r g p d n s — s n d  p g r  s (S. S. P . S.)

CHAMPAKA VIDARI, a janya raga derived 
from the 28th melakarta, HarikambhOji:

s m g m p n d m p d n d s  —  snd n md m g r g s
(5 . K.)

CHAMUNDI, a janya raga derived from 
the 63rd mela, Latangi:

s g r m p n d s  — s d n p t n g r s  (G. L.)

CHANA, the name of the kha^da jati 
Jhampa tala. 1 w  O Avarta = 8 aksharakalas.

CHANA VARIKAI, mentioned as a stri 
raga for HindOlam in the work, Matrka v ila s a  
of Mandala Kafldita (pp. 141 - 143).

CHANCHU KAMBOJ1, same as Chenchu 
Kambhoji; (see under Chenchu kambhoji).

CH AND AN A GANDHI, a janya raga 
derived from the 3rd mela, Ganamurti:

s r g  p dn  s — s n dp  g r s

CHANDA PAVALAPPERUMAN, literally 
n unrivalled mastei; of verse ” ; a title associated 
with Armjagirinathar, the distinguished com­
poser of Tiruppugazli songs.

CHANDA TALA, a time-measure mention­
ed in the Sangita ratnakara.

CHANDHIKAM, a janya raga derived from 
the 66th mela, Chitrambari:

10

s g m d n s — s n d m g s

CHANDI DAS, (c. 1400 A.D.) a great com­
poser of devotional songs. His songs on the 
divine love of Radha and Krishna have a wide 
appeal. He lived in North India.

CHANDIKA, a janya raga derived from 
the 20th mela, Nathabhairavi :

s r g  m  d  n s — s n d  m  g  r s

CHANDIRA VALAIYAM (Tam), the name 
of the percussion instrument, Chandrapirai.

CHANDRA CHUDA, a janya raga derived 
from the 29 th mela, Dhira S'ankarabharapa :

s g m p d n s — s n d p m g s
(A. S. Ms.)

CHANDRA CHUDAMANt T AND A V AM, 
a dance said to have been performed by Lord 
Nataraja for the sake of Chandrachuda 
Chakravarti. There is a figure depicting this 
dance in the Temple at Tirutturaippundi in 
Tanjore District-

CHANDRA CHUDAPRIYA, a janya raga 
derived from the 18th melakarta, Hatakam- 
bari :

s g m p n d n s  — s n p  m  r $

CHANDRADARI, a janya raga derived 
from the 63rd melakarta, Latangi:

s g m p m r p s  — s n d p m g r s  (C.B.N.)'
( Same as the raga Chhatra dhari ).

CHANDRADES'lKA, a janya raga derived 
from the 56th mela, Shartmukhapriya :

s r g m p m d n s  — s n d m g s

CHANDRA GANDHARAM, a janya raga 
derived from the 8th mela, Hanumatodi :

s r g m s — s n tn g r s
A svarantara - audava raga (C.B.N.)
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CHANDRA GANDHARI, a raga mentioned 
in the Tamil work, Batata Sastiram  of 
Arabatta Navalar.

CHANDRA HASITAM, a janya raga deri­
ved from the 28th melakarta, HarikambhOji:

* t  g  m d  n s — s n  d  m  g  r s

CHANDRAJYOTI. a janya raga derived 
from the 41st melakarra, Pavani :

a r g  m p  d  s — s d  p  m g  r s

B d g a y a n a y y a  and S a s ' i v a d a t ja  of Tyaga- 
raja are wellknown kritis in this raga.

CHANDRAKALA, a janya raga derived 
from the 22nd melakarta, Kharaharapriya :

s r g m p t n d n s  — s d p m g m s

CHANDRAKANTAM, a janya raga deriv­
ed from the 65th melakarta, Mechakalyani:

s r g m p d n s  — s n d n p m g r s
(G. V- P.)

CHANDRAKANTI, same as the raga 
Chandrakantam (see above).

CHANDRAKAUS'lKA, a janya raga 
derived from the 29th melakarta, Dhira S'an- 
karabharana:

S r g m p t n d n s  — s d p m g s

CHANDRA KIRANT, a janya raga derived 
from the 16th melakarta, Chakravakam :

s g m p m d n s  — s n d n p m g m r s

CHANDRA MANDALAM, the telugu 
name for the drum, Chandrapirai. This is used 
to provide rhythmic accompaniment in a 
nagasvaram concert. There is a good perfor­
mer on this instrument in the temple at 
Kalahasti, in Chittoor District, South India.

CHANDRAMANDANA, a janya rag3 
derived from the 22nd melakarta, Kharahara­
priya :

s r g m p m d n s  — s n p m g m.r s

CHANDRAMS'A RAGA, a class of ragas 
mentioned by Narada in his Sangita maka- 
randa. He classified the ragas into Suryamsum 
and Chandrams'am  i.e. those with solar and 
lunar traits respectively.

CHANDRAMUKHl, one of the dasi ragas 
mentioned for the primary raga Mallara, in the 
Brhaddharma purana.

CHANDRAPIRAI, a percussion instrument 
shaped like the crescent moon and used in 
the temples of village deities. A thin parchment 
is strained over a crescent-shaped ring. The 
ring is connected to a handle with an extended 
arm. • The instrument is tied on to the forehead 
and played with a stick. (Same as Chandra 
ma^dalam and Chandira valaiyam).

CHANDRA PRABHA, a janya raga deriv. 
ed from the 42nd melakarta, Raghupriya :

3 r g m p d s —s d p m g r s

CHANDRAREKHA, (l) a janya raga deriv­
ed from the 58th melakarta, Hemavati :

s r g m p d s  — s n d m g r s  ( P. S, Ms.)

(2) a janya raga derived from the 15th 
melakarta, Mayamalavagaula :

s r g p n d n s  — s d p m g r s (S.  S.  P. S. )

CHANDRA REKHI same as the raga 
Chandrarekha (l) above.

CHANDRAS'EKHARAPRIYA, a janya 
raga derived from the 14th melakarta, Vakula- 
bharanam :

s r g p d  n s — s n d p g r s
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• CHANDRAS'EKHARENDRA S A R A S -  
VATl, the wellknown author of the work, 
Sivashtapadi or Sivagitim dld. He was the 
62nd pithadhipati of Kanchi KamakOti Math. 
He becaifie the Acharya in 1729 A.D. and 
attained siddhi in 1789 A.D. The Sivashtapadi 
is written on the model of Jayadeva’s Gita 
GCtvinda. In the place of Radha and Krishna, 
we have herein Parvati and S'iva. There are 
20 songs in all and are set to South Indian ragas 
and talas. The rhythmical construction of the 
songs closely follows the Ashtapadis of Jaya- 
deva. At the top of each song, the name of the 
particular ashtapadi of Jayadeva after which it is 
to be sung, is mentioned.

CHANDRA S'RI, a janya raga derived 
from the 28th melakarta, Harikambhoji :

s r g m p d n s  — s n d p m Q r s
(S.  S. P. S.)

CHANDRAV ADANA, a janya raga 
derived from the 29th melakarta, Dhira S'anka- 
rabharana :

s n s r g m p n s  — s n d p m g r s

CHANDRIKA, (l) a janya raga derived 
from the 21st melakarta, Kiravarii:

s r g p  d n s — s n d p  g r s

(2) Another raga of the same name is men­
tioned under the 18th melakarta, Hata- 

kambari.and with the following arohaija 
and avarOhaija :

s r g m p d s — s d p m g r s

But this raga is in effect, the same as 
Kalindaja • derived from the 14th mela­
karta, Vakulabharanam :

s r g m p n s — s n p m g r s

CHANDRIKA BHAIRAVI, a raga men­
tioned in the Tamil work : Nattiya Sastiram  
(18th* cent).

CHANDRIKA DHAVALI, a janya raga 
derived from the 15th mela, Mayamalavagaula :

s r m p d n s — s n d p m g s (5. K.)

CHANDRIKA GAUL A, There are two 
ragas with this name :—

(1) A janya raga derived from the 8th
melakarta, Hanumatodi and with the 
following arohana and avarOhana :

s r g m p d s — s d p m r s

(2) A janya raga of the 15th melakarta,
Mayamalavagaula, and with the 
following arohana and avarOharja :

s r m p d n s — s n d p m g s

This is the same as the raga Chandrika 
dhavali (see above). Therefore this 
second raga has no significance.

CHANDRIKALA, same as Chandrakala.

CHANDRIKYA, a janya raga derived from 
the 28th melakarta, HarikambhOji:

s g m p d ft s — s it d in r g r s

CHANTER, the name of the pipe of the 
magudi, puugi or bag-pipe, which gives the 
tune as opposed to the other pipe which is the 
drone pipe. Chanter is therefore the tune pipe 
or the melody pipe.

CHANTERELLE (Fr.), the string of a 
Violin, Viola, Cello, Guitar, Sitar, Viija or 
Svaragat which is tuned to the highest pitch. 
In the Violin it is the first string or the E string 
and in the Vina, it is the sarani string on the 
finger board. For this purpose only the playing 
strings are reckoned and not the drone-cum-tala 
strings of the Vin.a. The Chanterelle string is 
always reckoned as the first string and the other 
playing strings in the decreasing order of their 
pitch are progressively numbered. In the Vina, 
Gotuvadyam, Sitar, Taus, Svaragat and other
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such instruments, it is the chanterelle string 
that is mostly played. In the Vina, the chan­
terelle string is nearest the performer, while 
in the  ̂ Sitar, and the Rudravhja it is at the 
other end.

CHAPA GHANTARAVAM, a janya raga 
derived from the 20th melakarta, Nathabhai- 
ravi :

s g m p tt — d m g r s n

This is a nishadantya raga.

CHAPALA, the name of the second s'ruti 
of panchama in Narada’s nomenclature for the 
22 s'rutis as given in his Sangita makaranda.

CHAPARA, the name of the second s'ruti 
of Madhyama in Bhavabhatta’s nomenclature 
for the 22 s'rutis, as given in his Anftpa san­
gita vilasa.

CHAPU TALA, one of the old and indi. 
genous time-measures. There are many folk melo­
dies in this time-measure. It is usually reckoned 
with two beats and sometimes with a beat and 
a visarjita (waving of the hand). The commonest 
variety is Mis'ra Chapu 3 +  4 or 7 uuits for an 
avarta—the duration of the first beat being 
three units and the second beat. four. Khatjda 
Chapu 2 +  3 or 5 units for an avarta is the 
next common variety. Sometimes we come 
across Tisra Chapu tala : 1 + 2  or 3 units for 
an avarta. The SankirQa Chapu tala consisting 
of 4+5 or 3 units of time for an avarta is used 

• rarely in Pallavis. Tyagaraja has composed a 
number of songs in Misra Chapu and Khauda- 
Chapu talas. The potentialities of the Chapu 
tala in all its ramified forms are seen in the 
compositions of S'yama S'astri. When the tab. 
of a composition is merely mentioned as Chapu, 
the presumption is that it is Mis'ra Chapu ; 
when the other two varieties, Kharda Chapu 
and Tisra Chapu are meant, they are specifically 
mentioned as such.

CHAPU TOL (Tam), the middle ring of 
skin on the right head of the mridangam i.e.

the ring between the outer ring and the blacl* 
paste in the centre*

CHARA CHANDINl, a janya raga derived 
from the 51st melakarta, Kamavardham :

s r  m d p d s — s d p g m r s

CHARANA, the third section of a kriti, 
varija, padam, javali or other similar composi­
tion in Karnatic music. Its length is normally 
the same as that of the pallavi and anupallavi 
taken together. But at times, it is of the same 
length as the anupallavi and sometimes it is also 
four times the length of the anupallavi. In 
many kritis, the music of the latter part of the 
charaija is the same as that of the anupallavi.

CHARAVALI, a janya raga derived from 
the 22nd mela, Kharaharapriya :

s r g p d s — s n d  p g r s (S. K.) .

(This raga has the Bauli pattern of SrOhapa 
and avarOhalJa).

CHARAVIBHASINI, a janya raga derived 
from the 29th mela, Dhira s'ankarabharana :

s r m p t n d n a  — s n p rn g r s (S. K.)

CHARAVIBHASITAM, a janya raga 
derived from the 65th mela, Mechakalyani :

s g  m p d  n s — s d  p  m g  r s (P. S.  M s.)

CHARA VINA, the portable concert vma 
which was carried from place to place and 
played, as opposed to the sthira vitia, which , 
was tuned and kept in position at a particular 
place—the bank of a river or some open space. 
This latter instrument was like a harp and as 
currents of wind dashed against the open 
strings, the strings were set in vibration and a 
delightful music was produced.

CHARCHARI, one of the classical 108 
talas. It takes the following angas :
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An avarta equals 18 matras or 72 aksharakalas.

CHARCHARI, the name of a medieval 
type of prabandha, now obsolete.

' CHARMAJA, the tone emanating from 
skin-covered instruments i.e., drums or mem- 
branophones. The classification of musical 
sounds according as the source from which 
they emanate into : s'ariraja (voice), nakhaja 
(plucked instruments), vayuja  (wind instru­
ments), charmaja(drums) and lohaja (cymbals) 
is found in Narada’s Sangita m akaranda.

CHARM A VADYA, a skin-covered instru­
ment ; drum or membranophone. Mridangam, 
Tavil, Dolak and Kanjira are examples.

CHA.RTALA, a tala used in Hindusthani 
music.

CHARU KARNATA SARANGA, a raga 
mentioned in the Tamil work, Barata 
sdstiram  of Arabatta Navalar.

CHARUKEST, the 26th melakarta raga: 

s r g m p d n s  — s n d p m g r s

Besides shadja and panchama, the notes 
taken by this raga are, chatus's'ruti 
rishabha, antara gandhara, s'uddha 
madhyama. s'uddha dhaivata and 
kais'iki nishada. Sarva svara gamaka 
varika rakti raga. Can be sung at all 
times. A raga which came to promi­
nence through Tyagaraja. His kriti, 
AdamBdigcflada in this raga is a well- 
known composition and is widely 
sung.

CHARUKUNTALA, a janya raga derived 
from the 26th mela, Charukes'i:

s r g m d n s — sn  d m g r  s (S. S, P. S.)

CHARU RUPINI, a raga mentioned in 
the Brhaddharma purana as a ragirii of 
Mallara.

CHARU VARDHANI, a janya raga deriv­
ed from the 15th mela, Mayamalavagaula :

s r m p dn s — s dp  m g r s (S.S.P.S.)

CHATA, a kind of drum, mentioned in 
the Sangita ratnakara.

CHATAM, a janya raga derived from the 
22nd melakarta, Kharaharapriya :

s g m p d s — s n d p m g m r s

CHATURA KALL1NATHA, the author 
of the commentary Kalanidhi on the Sangita 
ratnakara. (Also see under Kallinatha).

CHATURAMBHA, a janya raga derived 
from the 29th melakarta, Dhira s'ankara- 
bharana :

s r  g m d p d n s — S n d p m g r g s
(S. K.)

CHATURANANAPRIYA. a janya raga 
derived from the 11th melakarta, Kokilapriya :

s r  g p d n s — s n d p g r s

CHATURANGA, a kind of musical com­
position in vogue in Hindusthani music. It 
consists of four angas : Khyal, Tarana (pass­
ages of rhythmical mnemonics), Sargam (svara 
passages) and Trivata (meaningless words).

CHATURANGA PRASTARA, a tala 
prastara (i.e. the possible permutations and 
combinations of tala angas) employing the four 
angas: laghu, guru, pluta and kakapadam 

1
18  8 +

CHATURANGINI, (l) a janya raga derived 
from the 66th melakarta, Chitrambari:

s m g m p n m— n d n p g m g r s



(2) the name of the ’66th melakarta in 
the asampurpa mela paddhati:

S r  g m p d n S — s n p  m g r  s

CHATURA PANDITA, the pen-name 
adopted by V. N. Bhatkhande in his musical 
compositions.

CHATURAS'RA GATL refers to a rhythm 
wherein each count of the tala has four sub­
units of time.

CHATURAS'RA JATI LAGHU, same as 
Chaturas'ra laghu.

CHATURAS'RA LAGHU, the variety of 
laghu consisting of a beat and three finger- 
counts. | (duration : four aksharakalas).

CHATURAS'RA VARNA, one of the 
classical 108 talas, consisting of two gurus, 
a laghu, two drutas and a guru 8 8 | O O 8 
takes eight matras for an avarta.

CHATURAS'RA VARNA RAJA TALA, 
one of the 120 des'i talas mentioned in the 
Sangita ratnakara.

CHATURBHAGA, a unit of time equal in 
duration to half of an anudrutam.

CHATURDANDI, (l) According to the 
Sangita sdramrita  of King Tulaja, the term 
signifies: gita, al&pa, thaya and prabandha— 

. the four channels through which the melodic 
entity of a raga is revealed or realised.

(2) Earlier works speak of Chaturdartdi 
as referring to the four gana kriyas 
(varpas) or modes of singing : 
sthayi, arohi, avarohi andsanchari. 
The Sangita sUryOdaya of Lak- 
shmi Narayana (early 16th cent.) 
written in the court of Krishpadeva 
Raya of Vijayanagar says that 
Chaturdapdi refers to the four 
varnas : sthayi, arohi, avarohi and 
sanchari.

C H A T U R A  P A N D IT A

CHATURDANDI PRAKAS'IKA, the epoch- 
making work of Venkatamakhi written about 
the year 1635 at the request of King Vijaya 
Raghava Naik of Tanjore. The title of the 
work, paraphrased will mean the exposition or 
illumination (prakas'ika) of the chaturdandi—the 
four possible channels through which a raga 
manifests itself. Like the two earlier works, 
Ramamatya’s Svara mela kalanidhi and SOma- 
natha’s Raga vibodha, it is a work on South 
Indian Mnsic. It is in Sanskrit and its chapters 
deal with the following topics: vina, s'ruti, 
svara, mela, raga, alapa, thaya, gita, prabandha 
and tala. The chapter on tala which he has 
evidently written is not traceable. Some of the 
topics treated of in the book like the one on 
prabandha are now of only academic interest. 
The most important part of the book is the one 
relating to the scheme of 72 melakartas. The 
author was indebted to SOmanatha for the idea 
of (evolving) a scheme of melas. The scheme of 
72 melakartas constitutes a distinct landmark in 
the history of Indian music. It is of interest to 
students of comparative musicology of other 
countries as well, since the scheme is based on 
the universally recognised 12 notes of the 
gamut. Venkatamakhi gives us for the first time 
a systematic classification of melas based on their 
svaras. The 19 melas which were already in 
vogue were called by him as Kalpita melakartas 
(already made) and the remaining 53 were 
classified by him as Kalpyamdna (immediate 
possibilities) and Kalpayishyamana (remote 
possibilities). The Chaturdandi prakas’ika 
merely explains the scheme of 72 melas and does 
not attempt a nomenclature for them. It is but 
natural that the author should have abstained 
from giving names to the 72 melas, since he_ 
visualised only the remote possibilities of many of 
those melas. The author has mentioned that the 
wellknown melas of his time occupy such and 
such a rank in his new scheme : Gaula mela is 
the 15th ; KambhOji mela is the 2Sth and so on. 
The scheme being souud was accepted by all 
scholars. A later scholar imbued with the idea 
that a That or scale should be named after one 
of the chief ragas generating from it gave the

C H A T U R D A N D I PR A K A S'IK A78
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Kanakambari - Phenadyuti nomenclature. This 
nomenclature includes many janya ragas not 
known in Venkatamakhi’s time. Then came the 
Kanakangi-Ratnangi nomenclature mentioned in 
the Sagraha ChUdamani. This keeps intact the 
time-honoured distinction between a mela and its 
raga as also the krama sampurQa character of a 
mela. The Katapayadi prefixes were introduced 
in this nomenclature- Since both the nomencla 
tures are not mentioned in the Sangita saratn- 
rita, it is certain that they came into vogue 
sometime after 1735. Then came another impro­
ved Kanakambari nomenclature with katapayadi 
prefixes introduced wherever necessary. That 
the author of this nomenclature was indebted to 
the Kanakangi—Ratnangi nomenclature is 
revealed in many places.

The Raga lakshanam printed as an Appen­
dix to the Madras Music Academy edition of the 
Chaturdandi prakas'ika is not the work of 
V enkatamakhi.

The Kanakambari — Phenadyuti nomen­
clature is found in a lakshanpa gita in 
Gundakriya raga and also in a ragamalika in six 
ragas and both these are ascribed to Ven­
katamakhi. The Chaturdandi prakas'ika men­
tions the names of‘only 19 melas and even these 
mela names have no katapayadi prefixes. 
Further the 1st, 8th, 20th, 21st, 28th and 30th 
melas bear the names ; Mukhari mela, Bhupala 
mela, Bhairavi mela, Ahiri mela, Kambhoji 
mela and Samanta mela and not the names : 
Kanakambari, Jana todi, Nariritigaula, Kirapa- 
vali, Harikedaragaula and Nagabharaija.
Further in the raga prakarana Venkatamakhi 
specifically says, that Ritigaula is derived from 

# the Bhairavi mela and Kedaragaula is derived 
from the Kambhoji mela. Therefore the Kana- 
kambari-Phenadyut? nomenclature cannot be 
said to be that of Venkatamakhi’s. The idea of 
katapayadi prefixes was again foreign to his 
mind. The author of the Sangita saramrita 
while recognising Venkatamakhi’s scheme of 
melas. mentions that the melas formulated by 
him remained obscure. Tulajaji therefore dealt 
with only the melas and ragas which were in

vogue in his time. Tulaja deals with only 
21 melas.

Venkatamakhi refers to the sarva raga 
mela vina and the eka raga mela vina and also 
to the s'uddha mela vina and the madhya mela 
vina. The tuning of the latter is the same as 
that of the modern vnja ( s p s p ). He, along 
with his two brilliant predecessors, Ramamatya 
and SOmanatha committed the mistake of 
calling the Chatuss'ruti ri and chatuss'ruti dha 
as panchas'ruti ri and panchas'ruti dha. His 
statement that Pantuvarali is not fit for pra- 
bandha is inexplicable- (Also see under Venkata­
makhi, Seventy-two melakartas and Mela 
paddhati ).

CHATURDAS'A MURCHHANAS, the 14 
murchhanas or scales derived by the process of 
model shift of tonic from the sagrama and 
magrama.

The 7 sagrama mdrchhanas were :

Uttara mandra (with sa as the tonic note)
Rajani ( „ ni )
Uttarayata ( „ dha

S'uddha shadja ( „ pa „ )
Matsarikrita ( ma )
Asvakranta ( „ )
Abbirudgata ( „ ri „ )

The 7 magrama mUrchhanas were :

Sauvira (with ma as the tonic note)

Haripasva ( „ ga )
KalOpanata ( ri „ )
S'uddha madhya.( „ sa „ )
Margi ( „ ni „ )
Pauravi ( „ dha )
Hrushyaka ( „ pa )

CHATURDHATU PRABANDHA, . a
musical form which had all the four dhatus or



C H A T U R M U D R A  P R A B A N D H A C H A T U S 'S 'R U T I IN T E R V A L

sections: udgraha, melapaka, dhruva and 
abhoga.

CHATURMUDRA PRABANDHA, a 
composition containing any four of the dva- 
das'a mudras in its sahitya.

CHATURMUKHA, the flute which had a 
distance of four angulas between the mouth- 
hole and the first finger-hole. The madhya 
sthayi panchama was heard when finger-holes 
I - 7 of this flute were closed and blown.

CHATURMUKHA, one of the classical 
108 talas taking the angas : laghu, guru laghu 

1
plutam, 18  18. (7 matras for an avarta)

CHATURTHA, the fourth note of the 
Saman scale in the descending order, corres­
ponding to the nishada.

CHATURTHA KALA, fourth degree of 
speed.

CHATURTHA RAGA VARDHANI, the 
fourth stage of the main part or the body 
(central part) of a raga alapana. Murchhana 
prastara or sanchara in quick tempo is the 
dominating feature of this part of the alapana.

CHATURTHA SAINDHAVI, a variety 
of Saindhavi raga mentioned in Sdngita 
ratnakara.

CHATURTHA VIDARI, the concluding 
. part of that section of the raga alapana known 

as Chaturtha raga vardhani.

CHATUR VIMS'ATI S'RUTIS, the scheme 
of 24 s'rutis elucidated in the Meladhikara lak- 
shana. The two extra s'rutis contemplated 
herein, in addition to the 22, are the gandhara 
and nishada s'rutis, occurring between sadha- 
rana gandhara and antara gandhara in the one 
case and kais'iki nishada and kakali nishada 
in the other case. These two s'rutis are called 
Prati antara gandhara and Prati kakali 
nishada respectively. These s'rutis occur in

1

the phrases s r g r s and p d n d p m g r's 
in Saveri raga.

CHATUSHKALA, a concept belonging 
to the sphere of tala das'a pranas. Herein 
there are four kalas or minor units (and as 
many svaras) for each kriya or count of the 
tala.

CHATUSHPADI, a musical form belong­
ing to the sphere of sacred music and consist­
ing of four padas or feet.

CHATUSH-SHASHTI KALAS, the cele­
brated 64 arts and sciences. These include all 
that is worth knowing in the sphere of know­
ledge—pure knowledge and utilitarian know­
ledge inclusive. Academic and utilitarian 
arts, industrial arts and crafts, ordinary arts 
and fine arts, essential arts and non-essential 
arts, education of the physical body, intellect, 
and emotion, medicine, engineering, ship­
building, veterinary science, agriculture, 
home science, technology and in fact all the 
faculties of learning of the most advanced 
Universities of modern times are comprised in 
these studies. In addition to these 64 kolas, 
there are more than 400 upa kalas. Singing 
and performing on instruments, dance and 
drama find a prominent place in the 64 kalas. 
Performing on udaka vadyam (jalatarangam* 
is also mentioned as one of the 64 kalas.

CHATUSRA GATI, same as chaturas'ra 
gati (see above).

CHATUSRA JATI, same as chaturas'ra 
jati (see under chaturas'ra jati above).

CHATUS's'RUTI DHAIVATA, the tivra 
or the higher variety of dhaivata svara with 
frequency, 27/16.

CHATUS'S'RUTI INTERVAL, the inter­
val of 9/8. There is a chatus's'ruti interval 
between s'uddha madhyama 4/3 and pan­
chama 3/2.
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CHATUS'S'RUTI RISHABHA, the tivra 
or the higher variety of rishabha svara with 
frequency i>/8- 

•
CHATUS TALA, one of the classical 

108 talas, consisting of a guru and three 
drutas 8 0  0  0. It takes 3^ matras or 14 
aksharakalas for an avarta.

CHATUSVARA VAKRA RAGA, a vakra 
raga with four vakra svaras in the arohaija 
and avarohapa.

CHAUKABHIRU, a janya raga derived 
from the 45th mela, S'ubhapantuvarali :

s r  g tn p d n s — s d m g r s

CHAUKA KALAM, slow tempo. A 
chauka kfila kriti is a kriti in slow speed like 
Sri Rajagopala in Saveri raga of Muthuswami 
Dikshitar.

CHAUKAM, the style of singing raga 
alapana in slow tempo. There is a special 
technique involved in this Paddhati of raga 
alapana. In the case of musicians who 
specialised in this style of singing, the word 
chaukam was prefixed to their names as a 
mark of recognition. Thus we have Chaukam 
Sinu Ayyar.

Ghanam, Nayam and Des'yam were also 
styles of singing in which some musi­
cians specialised.

CHAUKAM SINU AYYAR, a sangita 
vidvan who adorned the court of Sarabhoji 
and Sivaji in the 19th.cent. He was a specialist 
in the Chaukam style of singing.

CHAUKA VARNA, another name for 
pada var.a. Chauka varpa, as its name 
indicates is set in slow tempo. In a few 
chauka varnas, sahitya is found only for the 
pallavi, anupallavi and chararia after the model 
of a tana varria and not for the svara 
passages.

11

CHEMPATA, tb 
in Kathakali music.

CHENCHU K/ 
derived from the 28th ..

s m g r p m d n s  — s tip  n m g  r _

It is an ubhaya vakra raga. Tyagaraja’s 
Vararaga layajnulu  is a wellknown 
kriti in this raga.

The arohatia s g r g m p m d n p n d n s  
given for this raga in some books is not 
supported by lakshya.

CHENDA, the cylindrical drum used in 
Malabar. A performance of Kathakali is pre­
ceded by a solo performance on the chertda. 
The rhythmical display on this instrument by 
skilled performers is fascinating.

CHENGALVARAYA S'ASTRI (1810- 
1900). Chengalvaraya S'astriyar of Cheyyur 
is one of the brilliant composers of the post- 
Tyagaraja period. He was a Telugu Brahmin 
of the Velanadu sect. He belonged to the 
Kaus'ika gotra His house name was Maru- 
peddi. He was born in the year 1810 in a 
village in the Marakanam Taluq of the 
Chingleput District. He became a scholar in 
Sanskrit and Telugu. He attained high profi­
ciency in music and Bharata s'astra. He later 
came over to Cheyyur. On account of his long 
stay in this place for over half a century, he# 
came to be called Cheyyur Chengalvaraya 
S'astri. He enjoyed the patronage of the 
Zamindar of Cheyyur. Cheyyur grew in 
musical importance after his advent. He 
trained a number of pupils in music and dance. 
Cheyyur S'arada, the renowned dancer of the 
last century was one of his brilliant disciples. 
Whenever she was invited to give a dance 
recital in a new samasthanam, Chengalvaraya 
S'astriyar invariably composed for her use, a 
new s'abda in honour of the Ruler who 
invited her.



r ^**engalvaraya S 'astriyar s ta rted  teaching 
in the pial school a t Cheyyur. Many 
studied Sanskrit and telugu under him.
He performed bhajanas on Saturdays 
and on the days of the Krittika nak- 
shatra: On every Krittika day, he 
performed santarpana. Illustrious’musi- 
cians and composers of the time like 
Kamakoti S'astri (a composer of kritis 
in Sanskrit) and Jhanjhamarutam Sub- 
bayyar visited him.

Chengalvaraya S'astriyar was a tall 
person. He had a commanding person­
ality. He had a big head, long arms, 
and long ears. He was fair-skinned. 
The signs of greatness were writ on his 
face. His body frame was however 
slightly bent. He was a pious person 
and the Goddess Muktamba of Cheyyur 
blessed him. He was a contended per­
son "and did not run after wealth and 
fame. Once the Maharajah of Berham- 
pore invited him to go to his Samas- 
thanam but he declined the invitation.

Chengalvaraya S'astriyar was a great poet, 
scholar and composer. He wrote the 
Muttukumara s>atakam. He was a 
prolific composer and has composed 
more than a thousand kritis. He has 
composed 360 kritis in praise of Ranch 
Kamakshi and about 240 kritis in praise 
of Minakshi of Madurai. His kritis in 
praise of Venkatas'a number more than 
a hundred. Madhyamakala sahityas are 
an attractive feature of his composi­
tions. He sang most of his songs, 
extempore. They were given a polished 
and lustrous setting by two scholarly 
singers of his time, Sambamurti S'astri 
and Krishra S'astri. In addition 
to the kritis, s'abdas and kaustu- 
bhams, he has composed two operas . 
Sundaris'a Vilasam  and Valli Ndta- 
kam. The former opera was performed 
during the Temple festival in Cheyyur 
for many years. His kriti “ Avirala-
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magu bhaktin i" in Kalyaiji raga, 
Chaturas'ra jati Dhruva tala shows how 
even in that tala one could compose a 
kriti with flowing music. I^ritis like 
“ Enta vedina gani " (Darbar raga) and 
“ Lalits mam frahi daya"  (Yadukula 
Kambhoji raga) breathe the fragrance of 
spiritual fervour. The musical setting 
of the Bilahari piece, “ Ni ruchi mari- 
gina rasana ” is highly captivating. 
He had a gift for conceiving original 
melodies. He has composed many 
pieces in scholarly ragas like Purria- 
chandrika, Yamuna kalyani and Gauli- 
pantu Prosodical beauties and svarak- 
shara beauties abound in his composi­
tions. His language is beautiful and 
flows naturally. He was a past-master 
in Chitra kavitvam. He has composed 
songs of varying grades of difficulty. 
His songs range from the simplest down 
to the most complicated patterns. His 
songs pertaining to the temple rituals 
are even now sung in the temple at 
Cheyyur. The marriage songs that he 
has composed are widely sung in 
Chingleput District.

Chengalvaraya S'astriyar is a svanama 
mudrakara. All his kritis and stray 
compositions bear his signature. But 
in the darus adorning his operas, he has 
not introduced his signature. In this 
respect he resembles his brilliant con­
temporary, Gopala Krishna Bharati, 
who introduced his signature in all his 
vidudi kirtanas and refrained from 
doing so in the songs pertaining to his . 
opera : Nandanar Cl[aritram.

Chengalvaraya S'astriyar lived for 90 years 
and passed away on the 28th February 
1900 (Krishpa Chaturdasi: 18th day of 
Mas'i). He was survived by his widow 
Subbamma. She lived for two years 
after him. Their only daughter Muk­
tamba became a childless widow even

C H E N G A L V A R A Y A  S 'A STR I
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during the life-time of her parents. 
Hence the direct line of S'astriyar 
is extinct. There are, however, his 
descendants by the collateral line in 
Vellore, Tholnadu, Usoor and other 
places.

the shodas'Opacharam to the Deity is 
over. Each item is started after 
the officiating temple priest recites 
the relevant avatarika s'loka. The 
following instruments are used in the 
sarva vadyam :

CHENNALA, ((o&fiimsofr) the name for 
gong in Malayalam. It is used in Kathakali 
performances.

CHETULAVALI, a janya raga derived 
from the 65th mela, Mechakalyani:• •

s r g r g m p n d n s  — s n d p m r g r s
( P. 5 .  Ms.)

It is an ubhaya vakra raga.

CHEVATI, a raga mentioned in the 
Sangita ' ratnakara under the group, Takka 
bhashar.

CHEYYUR, a seat of music and dance in 
the 19th century. It is an interesting place in 
Chingleput District. It lies near the sea- 
coast and is on the hoary Kas'i bhata—the 
time-honoured pilgrim route from Benares 
to Rames'waram, on the Coromandal coast. The 
temple at Cheyyur is noted for the performance 
of Sarva vadyam. Sarva vadyam, (literally 
all musical instruments) is worship offered to 
God in the triple aspect of gita, vadya and 
nritya. Besides the musicians in the regular 
temple establishment, like the nagasvarakaras, 
Oduvars, nattuvanars, and the dancing girls, 
this performance gives an opportunity to ad 
hoc musicians to come and participate. It is 
an education, entertainment and a spiritual 
experience to witness and listen to a perfor­
mance of sarva vadyam.

There is a principle and plan underlying 
the sequence of items in the performance 
of sarva vadyam. Instruments are per­
formed solo and also in combination 
with other instruments. The perfor­
mance of the sarva vadyam starts after

Brahma talam
Nandikes'wara vadyam (s'uddha mad-

dalam)
Taksra vadyam
Bherikai
Mallari
Jhallari
Dhanka
Nagara
Damaram
Raja vadyam
Murali
Nagasvaram
Mukha vljja
Bhujanga svaram (Magudi)
Tiruchinnam
Davalai s'angu (conch)
Navuri
Banka
Vina and latterly the Violin.

In dancing, the following items are per­
formed :—Nrittam, Natyam, Bhujanga 
natyam and Vipa natyam (dance per­
formed to the musical accompaniment 
of the mukha vipa).

The vocal items include the singing of 
Dhyana s'lokas, Tevaram, Tiruvacha- 
gam, Tiruvis'aippa, Tiruppallapdu, Ti- 
ruppugazh, Gita, Varija, Pada, Kirtana, 
Tillana, S'lokam, Padyam, Churtpka, 
Ashtakam, Ashtapadi, Dhavala, Parani, 
V e $ b a, Kalitturai, Kochchagam, 
Kalippa, Tazhis'ai, Viruttam, Ammanai,
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Vappam, Ula, Vennila-Kuravanji, Pra- 
bandham, IJnjal, Lali, Hechcharika and 
S'obhanam. More than forty items 
figure in the programme and it takes 
about three hours to go through the 
whole series of items.

The Kumaraswamy temple in Cheyyur is 
also of interest from the point of view 
of musical iconography. There is a 
sculpture of a Yakshi or Kinnari—half­
swan and half-woman with a vipa in 
the hand.

CHHANDODHARI, a janya raga derived 
from the 22nd melakarta, Kharaharapriya :

s g r g m p d n p s  — s n d m  g r s
(S. K .)

CHHANDOVATI, the name of the fourth 
s'ruti of 'shadja in Bharata’s nomenclature 
for 22 s'rutis. This is the niyata  s'ruti of 
shadja.

CHHATRADHARI, a janya raga derived 
from the 63rd melakarta, Latangi:

s g m p m r p s  —•s n d p m g r s
(S. S .  P .  S.)

CHHAYA, a raga mentioned in the San- 
gita ratnakara.

It is mentioned as a Chandrams'a raga in 
Narada’s Sangita makaranda; it is 
also mentioned in the Sangita sudha 
under the heading of 20 Bhashangas.

CHHAYA, the name of the 17th s'ruti in 
the octave in the scheme of 24 s'rutis as given in 
the Telugu work, Sangita sara sangrahamu.

CHHAYA, a janya raga derived from 
the 20th melakarta, Nathabhairavi :

J r g r m p n d n s  — s n p n d p m g m r g s
(S. K .)

An ubhaya vakra raga.

CHHAYA BAULl, a janya raga derived 
from the 8th mela, Hanumatodi:

s r g m s p d n s  — s n p d m g r s  (S. K.)•
CHHAYA GAUDA, a raga mentioned in 

Narada’s Sangita makaranda under the heading 
of Pullinga (neuter) ragas. The Sangita 
samaya sara mentions this raga under the 
heading of upanga sampurpas.

CHHAYA GAUL A, (l) a janya raga derived 
from the 3rd melakarta, Ganamurti:

S r g r m p d n S  —  s d n P m g s r s
(S. K . )

(2) a janya raga derived from the l r>th 
mela, Mayamalavagaula :

srmpns — sndpmgsrs (S. S. P. S.)

CHHAYA GAURI, a janya raga derived 
from the 7th melakarta, Senavati:

s r m g m p n d n s  — s n d  p m g m r s
(5 . K.)

(This raga is mentioned as a janya of 
Malavagaula in the Telugu work Raga 
tala chintamani).

CHHAYA KAUS'IKA, a janya raga derived 
from the 15th mela,rMayamalavagaula :

s g r g m p n s  — s n d p m g r s  (S. K.)

CHHAYALAGA RAGA, a raga in whose 
exposition the trace of another raga is noticed 
occasionally. Also called Salanga raga and 
Salaga raga.

CHHAYALAGA SUDA, a kind of praban- 
dha or musical composition. Prabandhas in 
medieval times were classified under the heads:

(1) Suda
(2) Alikrama and
(3) Viprakirpa
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• The suda prabandhas were again classified 
into s'uddha suda and chhayalaga or 
salaga suda. The chhayalaga suda pra­
bandhas were in the sapta talas and their 
varieties.

CHHAYALAGA TALA, a kind of tala. 
Talas, like ragas were classified under the head­
ings of S'uddha, Chhayalaga and SankirQa. 
Chhayalaga tala was a tala formed by the fusion 
of two talas and Sankirna tala was a time- 
measure formed by the fusion of more than two 
talas. Simhanandana tala is an example of a 
sanknnja tala.

CHHAYA MALAVI j a janya raga derived 
from the 7th mela, Senavati:

s g r g m p d n d s  — s n d  p m g m r s
(S. K.)

CHHAYA MARUVA, a janya raga derived 
from the" 4'Jth mela, Dhavalambari :

s g r g m d n d s  — s n d m g r s (S.S.P.S.)

CHHAYA NARAYAN1, a janya raga 
derived from the 6th melakarta, Tanarupi:

s p m p d n s — s n d n p m g r s

CHHAYA NATA, a janya raga derived 
from the 34th mela, Vagadhis'vari:

s r g m p m p s  — s n d u p  m r s

An ekasvara vakra raga ; audava - shadava 
raga; upanga raga; ri, ma and dha 
are the jivasvaras. Tyagaraja’s Id i sama- 
yamura is a wellknown kriti in this 
raga. This, raga is mentioned in the 
work, Raga tala chintamani.

CHHAYA NATI, a raga mentioned in 
Narada’s Sangita makaranda.

CHHAYA NATTA. a raga mentioned 
under the heading of upanga sampurnas in the 
Sangita samaya sdra of Pars'vadeva.

This raga is also mentioned in the Sangita 
ratnakara.

CHHAYA RUDRA, a janya raga derived 
from the 29th mela, Dhira s'ankarabharana :

s r m p m d n s  — s d n p m g r s (S. K.)

CHHAYA SAINDHAVI, a janya raga 
derived from the 11th melakarta, Kokilapriya :

s r g m p d p n s  — s n d p m g r s
(5. K. )

CHHAYA SINDHU, a janya raga derived 
from the 19th melakarta, Jhankaradhvani :

s r  m  p  d  s — s d  p  m  g r  s (S.  K. )

CHHAYA S'OBHITAM, a janya raga 
derived from the 22nd melakarta, Kharahara- 
priya :

s r g m p d s — sn  d p m d m r g r s
(S.  K. )

CHHAYA TARANGINI, a janya raga 
derived from the 28th mela, Harikambhoji:

S r  m g m p n s  — S n d p t n g r S

It is a vakra shadava-sampurija raga; 
upanga raga ; ga and m  are the raga 
chhaya svaras ; can be sung at all times.

Tyagaraja’s I tar a daivamulavala and 
Krupa jQchutaku vslara Rama and 
Sarasvati Chhaya tarangini of Muthu- • 
swamy Dikshitar are wellknown kritis in 
this raga.

CHHAYA TODDI, a raga mentioned in the 
Sangita samaya sdra.

CHHAYA TOD1, a raga mentioned as an 
upanga raga of Todi in early works.

CHHAYA VARDHINI, a janya raga 
derived from the 69th mela, Dhatuvardhani:

* r g m d n s — s n d m g r s



CHHAYAVATI, (l) a janya raga derived 
from the 17th mela, Suryakantam :

s r g m d n s — s n d p m g r s

(2) the name of the 17th mela in the later 
and improved nomenclature for the 
72 melasin the asampurija mela paddhati.

CHHAYA VELA, a janya raga derived 
from the 3rd melakarta, Ganamurti :

srgrmpdns  — sdnpmgrs
(B. S. S. B.)

CHHAYA VELAVALI, mentioned in early 
works as an upanga of the Velavali raga.

CHIDAMBARAM, the famous place in 
South Arcot District, South India and containing 
the shrine of Nataraja. Many composers have 
sung songs in praise of the shrine and the 
Deity.

In the temple, there are numerous sculp­
tures of interest from the point of view 
of music :and dance iconography. The 
figures of dance poses with the s'lokas 
inscribed beneath each in the Eastern 
Gopuram and the sculpture of a figure 
playing on the Panchamukha vadyam in 
the stone rat ham opposite the sanctum 
sanctorum are specially noteworthy.

CHIDAMBARANATHA YOGI, (lSth cent) the 
preceptor of the great composer, Muthuswami 

* Dikshitar. He was also the spiritual preceptor 
of his father Ramaswamy Dikshitar. While 
Ramaswamy Dikshitar was one day giving a 
Vina recital in Chidambaram shrine, Chidam­
baranatha Yogi heard his performance and vvas 
thrilled by it. He subsequently invited Dikshitar 
to his place and gave S'rividya upades'am. He 
then advised him to go to Ttruvarur. Many 
years later, Ramaswamy Dikshitar came with 
his family to Matjali at the request of Maijoli 
Venkatakrishna Mudaliyar. There, Chidambara­
natha Yogi again met him. He took Muthu- 
swamy Dikshitar along with him to Benares.
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The young Dikshitar, stayed with him fn 
Benares for five years. He returned back to 
the South after his Preceptor attained siddhi. 
The samadhi of Chidambaranatha Yogi is in 
Hanuman Ghat, Benares.

CHIDAMBARA VILASAM, the name of 
the third part of the Tamil opera Nandcmar 
Chacitram of GOpalakrish^a Bharati. This 
section starts after the happening of the miracle 
and Nandanar starting on his pilgrimage to 
Chidambaram after obtaining the consent of his 
master, the Vediyar.

CHIDANANDI, a janya raga derived from 
the Siith melakarta, Chalanata :

s r g m p d n s  — s n d n  p m g mr  s
(S. K.)

CHIKARl, a stringed instrument of North 
India. It has 3 strings of gut for playfng music 
and has 5 sympathetic strings of wire. It is 
played with a bow.

CH1NDU, a popular form of folk music. It 
consists of several stanzas and all of them are 
sung to the same music. Kavadichindu (Pilgrims 
songs), Noijdichindu,. S'urul nofldichindu, Vandi- 
chindu and Vazhinadaichindu, are some of the 
varieties of this form. One can hear these forms 
in rural parts. The tunes of some have a charm 
and attraction, all their own.

CHINMAYI, a janya raga derived from the 
16th melakarta, Chakravakam :

s r G m p m d n s  — s n d n p m G r s
ls .s .p .s .y

CHINNAMELAM (Tam), the dance party, 
as contrasted from the nagasvaram party, called 
the Periya melam. Besides the dancer, the 
Chinna melam comprises the nattuvanar, 
who conducts the performance of Bharata 
natya and the persons who provide the 
musical, drone and rhythmic accompani­
ment. The musical accompaniment in former

C H IN N A M E L A M
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times was provided by a performer on 
the flute or the mukhavina and the drone 
accompaniment was provided by a performer on 
the bag pipe* Now the musical accompaniment 
is provided by a performer on the clarinet. On 
account of the larger compass and the ease with 
which one could play on different s'rutis (keys), 
the clarinet came to supersede the flute and the 
mukhavina. Formerly the accompanists in a 
performance of Bharata natya stood behind the 
dancer at a distance of five or six feet and 
performed. During the items of nritta and 
nritya they marched forwards and backwards 
along with the dancer. Now the accompanists sit 
on one side of the stage, usually to the right of the 
dancer and provide their accompaniment leaving 
the stage area entirely free for the dancer.

CHINNA S'INGARACHARYULU, the 
younger of the famous S'ingaracharlu brothers 
and a great singer. He had his musical training 
under Arniaswamy S'astri, the grandson of 
S'yarna S'astri. Along with his elder brother he 
toured many places in South India and collected 
not only valuable compositions in notation but 
also valuable material relating to the Theory and 
History of Karnatic music. The brothers have 
done yeoman service to the cause of music by 
publishing the materials gathered by them in 
their graded books in Telugu : Svara manjari, 
Gayaka parijatam, Sangita kalanidhi, Gdyaka 
lOchatiam, Gayaka siddhanjanam  ( Parts I and 
I I ) Gansndu s'ikharam  and Bhagavat 
sdratnrutam.

CHINNASWAMI DASAR (1828-1881), a 
composer of devotional songs iu Sanskrit-and 
Tamil. He was born in 1828 (Saturday, Rgvati 
nakshatra, Krishna Paksha dvitiya of the Avaifi 
month of the year, *Sarvadhari, in Kuttanur near 
Kanchipuram. He belonged to the Bharadvaja 
gotra. His parents were Seshayyar and Ganga- 
bhavani. He attained proficiency in Sanskrit, 
tamil and music.

He signed his compositions with his own 
name. He has written the stories of 
Rukmangada, Ambarisha and Kus'ela in

the form of kirtanas. He is also the 
author of Bhadrachala Ramdas kirtanas, 
Bhashyakara charitra kirtanas, Subhadra 
Kalyaua kirtanas and Dadi paijdava 
charitra kirtanas.

He passed away in 1881 (30th of the Chitra 
month of the Chitrabhanu year).

CHINNASWAMI DIKSHITAR (1778-1823), 
was the younger brother of the great composer, 
Muthuswami Dikshitar. He was a great scholar 
in Sanskrit and telugu and a gifted singer and 
vaiijika. He was the recipient of several 
honours at the courts of Maijaii Chinnayya 
Mudaliyar and several other nobles and chief 
tains. His kriti in Todi raga in praise of 
Narada, Ganalola Karundlavala, is a well- 
known composition. He adopted the signature, 
Narayariadasa. Chinnasvvamy Dikshitar and his 
brother Balaswamy Dikshitar proved a good 
combination and they together gave concerts in 
many places. They established the beauty and 
potentialities of Jodippattu (two singing toge­
ther). They did much to popularise the com­
positions of their great brother, Muthuswamy 
Dikshitar.

An interesting story is told of Chinnaswamy 
Dikshitar. One night at Tiruvarur as he 
was performing an alapana of the 
Nagavarali raga before a large audience 
of pandits and cultured men, a big cobra 
appeared before him and spreading out 
its hood, began to dance. The audience 
was thrown into a state of flutter at the. 
sight of the venomous creature, but they 
were requested to remain calm. The 
snake rose up to its maximum height and 
danced with great vigour. When it got 
exhausted, it fell prostrate on the 
ground. After sometime the music ceased 
and the snake withdrew to its place of 
abode quietly. Subbarama Dikshitar, 
who heard of this incident from Muthu­
swamy Dikshitar’s disciples (who were 
eye witnesses to this), records the same in 
his S a n g i t a  s a m p r a d a y a  p r a d a r s ' i n i .
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Once Chinnaswamy Dikshitar went to 
Madurai along with his younger brother, 
to give concerts. There he passed away 
in his 45th year.

CHINNASWAMI MUDALIYAR, A. M., 
the author of the monumental work “ Oriental 
music in European notation." This work was 
published in the year 1892. Besides containing 
classical'compositions and folk melodies of 
South India, the book has a valuable introduc­
tion in English explaining the Theory of 
Karnatic music. It was this publication that 
later made many Western savants alive to the 
beauties of Indian music. The work was publi­
shed in the form of a weekly in Madras and the 
Music sheets were later bound and issued as a 
volume. Mr. Chinnaswami Mudaliyar learnt 
the compositions of Tyagaraja directly from 
Umaiyalpuram Krishna Bhagavatar and Sun- 
dara Bhagavatar, the accredited disciples of 
the great composer. He was also instrumental 
in persuading Subbarama Dikshitar to write 
the great work, Sangita sampradaya pradar- 
s'ini which was published by the Ettiyapuram 
samasthanam in 1904.

Mr. Mudaliyar was a Roman catholic and 
a Master of Arts of the University of 
Madras. He was a Superintendent in 
the Madras Secretariat and devoted his 
leisure to the study of music. He 
invested all his savings in the publica­
tion of this work. Unpublished manus­
cripts of songs in staff notation are 
still with his relatives in Pondicherry.

CHINNA VAITTI, an illustrious singer 
of the 19th century. He along with his cousin 
brother, Periya Vaitti, gave concerts in a 
number of places. They were appoinred 
samasthana vidvans in Mysore and were paid 
a monthly honorarium in recognition of their 
great talents. They distinguished themselves 
in the sphere of Pallavi. Vaitti is only 
an abbreviated name of Vaidyanatha 
Chinna and Periya in Tamil mean Junior and 
Senior.

CHINNAYYA, one of the brothers 
belonging to the Tanjore Quartette : Ponnayyaj 
Chinnayya, S'ivanandam and Vadivelu. They 
were disciples of Muthuswamy Dikshitar and 
lived in Tanjore. They were nattuvanars and 
came of a family noted for its traditional 
learning in the science and practice of Bharata 
natya. They were the sons of Subbaraya 
Nattuvanar.

Chinnayya (1806-1856) composed some 
kritis, varnas and a tillana. He went 
to Mysore samasthanam on invitation 
and stayed there for ten years. His 
kriti in Arabhi Amba Sauramba is a 
fine composition.

CHINNAYYA MUDALIYAR, MANALI, 
the wellknown patron of musicians and poets. 
Venkatakrishna Mudaliyar alias Chinnayya 
Mudaliyar was the son of Muthukrishpa 
Mudaliyar. When Ramaswamy Dikshitar 
completed his epoch-making 108 Raga tala 
malika, the longest single composition known 
to musical history, he was honoured with 
Kanakabhishekam by Mariali Chinnayya 
Mudaliyar. It was this patron again that 
made arrangements for Balaswamy Dikshitar 
to receive training in Western music and 
Violin playing under a European Violinist 
The possibilities of the Violin as a first class 
accompaniment were first demonstrated by 
Balaswamy Dikshitar and the instrument has 
now come to occupy an important place in the 
realm of concert music in South India.

ClQ CHIN N AYY A, TALlr APAKAM, the
revered name in the realm of sacred music in 
South India. He was the son of Pedda Tiru-- 
malayyangar, whose father was Annayarya . 
(1408-1503). All the three were prolific com­
posers and their songs numbering about 
20,000 have been inscribed and preserved in 
copper plates. These copper plates which were 
formerly preserved in a cellar in the Tirupati 
temple are now kept in the Venkateswara 
Oriental Research Institute, Tirupati. The 
three composers : son, father and grand father
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are together called the Tallapakam composers. 
They were Nanda Vaidika Brahmins and be­
longed to the Bharadvaja gOtra, As'valayana 
sutra and Rig S'aka. Their, descendants are 
in Tirupatt even now, singing songs during the 
Temple rituals.

Chinnayya lived in the 15th century. He 
is regarded as the Mala purusha of the 
modern Bhajana paddhati. In addi­
tion to klrtanaSj he has composed songs 
for the Utsava paddhati, Todayam, Hech- 
charika, Dupa-dipa naivedya, Vasantot- 
sava and Dolotsava- Tyagaraja started 
his bhajanas with the Todaya mangalam 
out of reverence to Tallapakam Chin­
nayya, although later on, in the course of 
the bhajana, he sang his own Divyanama 
kirtanas and Utsava sampradaya ku tanas. 
Sri Hart Pada tirthame in S'ankarabha- 
rana raga, Ata tala is a wellkuown song 
of Tallapakam Chinnayya.

CHINNI KRISHNA DASA, a composer of 
svarajatis and kritis in Telugu. He lived in the 
19th century. He is a svanama mudrakara. His 
svarajati in Khamas raga : Sambas' ivayanave 
is known to all students of music. EntO brahma- 
nandamu is a wellkuown kriti of his, in Bilahari 
raga—Rupaka tala.

CHINTAMANI, a janya raga derived from 
the 56th mehkarta, Shanmukhapriya :

s r p m p d n s  — s p d p m g r s

An ubhaya vakra raga; shadava raga. 
Bhashanga raga ; the only foreign note 
chatus's'ruti dhaivata occurs in the phrase

p d n  s. Gamaka varika rakti raga ; ri, 
ma, dha, tti are the raga chhaya svaras ; 
p r g r is a vis'esha praysga. Karuna rasa 
is the feeling that the raga evokes in the 
listener. Night time is its gana kala. 
S'yama S'astri’s kriti, Devi brOva 
samayamide is a classical composition in 
this raga.

12

CHINTARAMAN1, a janya raga derived 
from the 52nd mela, Ramapriya :

s g m p d n — d p m p g r s  11
(B. S. S. B.)

CHINTLA, iron cymbals of a big size used 
in Bundelkand in Central India.

CHIPLA (castanets), the pair of pieces of 
hardwood used by Bhagavatars for the purpose 
of keeping time. Black wood or rose wood is 
used for the purpose. The pieces are about six 
inches in length, flat on one side and rounded 
on the other. There are slits at both ends of the 
wood and into these are inserted metal pieces. 
Some ankle-bells (gejjai) are suspended from 
hooks fixed at the two ends. When struck, the 
metal pieces and the ankle bells together give a 
jingling accompaniment. A brass ring is fixed 
on the back of each wooden piece for the fingers 
to pass through. The chipla is usually held in 
the right hand and played. Unchavritti bhaga­
vatars hold the chipla in their left hand and play 
the tambura (suspended from their right 
shoulder) with the fingers of the right hand. The 
chipla is of various artistic shapes.

CHIPjLA KATTAI (Tam), same as Chipla.

CHIRANTI, a janya raga derived from the 
7th mela, Senavati:

s r g p d n s —  s n d p g r s (5 . 5 . P. S).

CHITANANDI, same as Chidanandi (see 
above).

CHITRA, the third of the shaiimargas or 
6 margas pertaining to the tala das'a praijas or 
ten elements of musical time. Herein for each 
count of the tala there are eight akshara kalas or 
2 matras. This type of slow tempo is used in 
some pallavis.

CHITRA, a kind of vilja with seven 
strings.

CHITRA, one of the murchhanas of 
gandhara grama, beginning on wo,
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CHITRA, the name of the first s'ruti of 
rishabha in the Sangita DamOdara.

CHITRA CHANDRIKA, a janya raga deri­
ved from the 63rd melakarta, Latangi:

s g r m p n d s  — s n d m g r s (P . S. Ms.)

CHITRA GHOSHAVAL I, a kind of lute.

CHITRA LAGHU, same as sankirna 
laghu : 1 ^

CHITRA MALIKA, a janya raga derived 
from the 23rd mela, GaurimanOhari:

S r g m p d n S  — s d p m r s (5. K.)

CHITRA MALIKAM, same as the raga 
Chitramalika {P.S. Ms.)

CHITRA MANDIRA, a janya raga derived 
from the 15th mela, Mayamalavagaula :

s r g m n s — s n d p m g r s  (S. K.)

CHITRA MANI. a janya raga derived from 
the 11th mela, Kokilapriya :

s r m p d n s  — s n d p m g r s  (S. K.)

(This is the Kapinarayaiji raga pattern of 
arohana and avarOhajja and derived from 
this mela).

CHITRAMBARI, the 66th melakarta raga. 

s r g m p d n s  —s n d p m g r s

Besides shadja and panchama, this raga 
takes the notes: chatus's'ruti rishabha, 
antara gandhara, prati Imadhyama, 
shatsruti dhaivata and kakali nishada.

CHITRA NATYA JATI, the sequence of 
rhythmical mnemonics used in Chitra Natya or 
special types of dance.

CHITRA NATYAM, special types of dances 
involving high skill and talent on the part of the 
dancer. Simha natanam is an example of this

type. A layer of fine sand of uniform thickness 
is strewn on the floor or on a carpet. The 
dancer begins her dance to the accompaniment 
of the chitra natya jati and by her foot-work 
re-strews the sand in such a manner that at the 
conclusion of this dance, the re-formed sand 
layer will present the figure of a lion.

CHITRA PADITA, a janya raga derived 
from the 32nd mela, Ragavardhani:

s g r g m d m p d n s — s d p m r g r s
(S. S. P. S.)

CHITRA PRABANDHA, a musical com­
position with unusual decorations in it. The 
ragamalika Pannagadris’a (Telugu) is an 
example of a Chitra Prabandha.

CHITRARAVAM, a janya raga derived 
from the 30th mela, Naganandini:

s r g m p d n d s  — s n d p m g s (S. K.)

CH1TRARUPI, a janya raga derived from 
the 4th melakarta, Vanaspati :

s r g m d s — s d m g r s (S. S. P.  S.)

CHITRA SAURABHAM, a janya raga 
derived from the 30th mela, Naganandini :

s r g m p d n d s  — s n dp  m g s
(P . S. Ms.)

CHITRA TAMA, the fifth of the 6 margns 
pertaining to the tala das'a pranas. For each 
count of the tala, there are 2 akshara- 
kalas or i  a matra. A kriti like Raghundyaka _ 
in Hamsadhvani raga is in the chitra tama 
marga.

CHITIM TARA, the fourth of the shan- 
margas pertaining to the tala das'a praijas. For 
each ialakshara, there are 4 akshara kalas or one 
matra. Kritis like Evari mata vinnavo (Kam- 
bhOji) and SarOja data netri (s'ankarabharaJJa) 
are in the chitra tara marga.
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• CHITRA V ARAL I, a janya raga derived 
from the 20th mela, Nathabhairavi:

s r g r m p d n s  —  s n m g r s (S. K.)

CHITRAVATl, the Panchama murchhana 
of the gandhara grama.

’ CHITRAVELA, a raga to be sung in the 
latter part of the night.

CHITRA VELAVALI, a raga mentioned 
in the Tamil work, Barata s'astiram by Ara- 
batta Navalar-

CHITRA VINA, a kind of villa with seven 
strings.

CHITRIN1, a lady endowed with charms 
and talents; one of the four varieties of women 
contemplated in the Srugara s'astra, or the 
science of erotics, the other three varieties being, 
Padmini, S'ankhini and Hasthini. Chitririi is the 
second class of women. The R a t i  m a n j a r i  in 
Sanskrit describes these four types of women.

CHITSVARUPI, a janya raga derived from 
the 26th mela, Charukes'i:

s r g m p d n s —  s n d p m g m r s
IS. K.)

CHITSVARDPINI, same as the raga Chit- 
svarupi. (G .V .P .)

CHITTADYUTl, a janya raga derived 
from the 65th mela, Mechakalyapi:

s r  m  p  d  n  s — s n d p m g r s
(P . S . Ms.)

CHITTAKARSHIN!; a janya raga derived 
from the 7th mela, Senavati:

s r g  m d  s — s d m  g  r s ( S .  S .  P .  S .J

CHlTTAM _(i)( the circular black 
paste at the centre of the right head of the 
mridangam.

CHITTA MODINI, a janya raga derived 
from the 10th mela, Natakapriya :

s r g m d s — s d m g r s (S. S. P. S.)

CHITTA RANJANI, a janya raga derived 
from the 22nd mela, Kharaharapriya :

s r g in p d n — n d p in g r s

This raga takes the notes of the ancient 
samagana scale: 1 9~ 21 3 2 f  9 ■
The kriti, Nddatanumanis'am  of Tyaga- 
raja in this raga is an authoritative 
composition.

CHITTA RANJILLINl, a janya raga deriv­
ed from the 66th mela, Chitrambari:

s r g m p d s — s n p m r g m r s
(5. S. P . S.)

CHITTA SVARA, a set svara passage added 
on to a kriti for decorative effect. It is sung at 
the end of the anupallavi and chararta. It may 
be set in the sama kala (identical speed) of the 
composition or in madhyama kala. If set in the 
same speed as the composition, it is usual to sing 
the chitta svara in the normal tempo at the end 
of the anupallavi and in madhyamakala at the 
end of the charana. The chitta svara adorning 
the kriti, Pdhimatn S ri Raja Rajes'vari (Jana- 
ranjani raga) is set in the same tempo as that of 
the composition ; the chitta svara adorning the 
kriti Ni madi challaga (Anandabhairavi raga) is 
set in madhyama kala, compared to the speed of 
the composition.

I
Some chitta svaras are adorned with 

patterns of ancient alankaras (Ex. the 
chitta svara figuring in the kriti, Sringara  
lahari (NUambari raga). A few chitta 
svaras are figured with the repetition of 
the same phrase at the commencement of 
each avarta (Ex. the chitta svara in the 
kriti Inta parakelanamma—Begada 
raga). Some chitta svaras are concluded 
with impressive makutams—crown-like 
endings (Ex. the chitta svara in the kriti 
BrOchSvarevarurd (Khamas raga).



There are also instances of viloma chitta 
svaras. Herein the solfa passages are so 
couched that they can be sung in the 
normal order i.e. from beginning to end 
and again in the reverse order i.e. from 
the end to the beginning (in both the 
anulOma and viloma krama) and with 
enriched melodic effect. In the kriti, 
Kamalambam b/ia/arefKalyaiji) there is 
a viloma chitta svara.

Chitta svaras are usually composed and 
added by the authors of the kritis them­
selves. But there are instances when apt 
chitta svaras have been added to kritis by 
other and subsequent composers. The 
classic example is the chitta svara adorn­
ing the kriti, Mamava satatam  (Jagan- 
mOhini raga). Whereas the author of 
this kriti is Tyagaraja, the chitta svara is 
the composition of his disciple, Walajapet 
Krishijaswamy Bhagavatar-

CHITTA TANAS, set exercises intended for 
developing the finger technique in vina play. 
After a course in the gitas and before beginning 
the practice of varnas, students of viria are 
taught chitta tanas in ghana i agas like, Nata, 
Gaula, Arabhi and S'riraga.

CHITTI a Tamil word de­
noting whistling. There have been skilled musi­
cians who used to reproduce classical com­
positions and alapanas, through whistling.

CH1TTIKA, same as Chipla (castanets).

CH1TT1NI (Tam), same as Chitririi.

CHITTIRA TALAM, one of the Nava talas 
(nine time-measures) mentioned in the Tamil 
work, Barata s'astira m.

CHITJI VAIDYANATHA AYYAR, a 
musician who cultivated the art of whistling 
and raised it to the level of a fine art. He 
belonged to Arantangi in Tanjore District. 
He gave concerts with violin and mridangam

C H IT T A  T A N A S

accompaniments. His performances of classi­
cal music were highly appreciated.

CHITTI VENKATASAMAYYA, an expert 
in whistling. He belonged to Nagrrpattariam. 
His whistling surpassed even the flute.

CHODl GADU (Tel), the Koaangi or the 
clown appearing at the opening of the dance 
dramas.

CHODYA. another name for the laghu.

CHOKKANATHA NAIK (1701-1731), 
Ruler of Madurai. Ke was the grandson of 
Tirumal Naik of Madurai Ghanam Sinayya, 
the famous composer of Telugu padas, with 
the signature, Mannaruranga adorned the 
court of Chokkanatha Naik and received his 
patronage.

CHORDOPHONE, stringed instrument : 
tata vadya.

CHtJDAMANl, a janya raga derived from 
the 29th mela, Dhira s'nnkarabharatja :

s r g m p d n s  — s p n d m g s (5. K.)

CHUKKA, a variety of wind instrument 
mentioned in the Sangita ratnakara.

CHURN1KA, a literary form sung in Deva- 
gandhari raga in loose rhythm: figures in 
operas. The churnika Jayatu jayatu  in Tyaga- 
raja’s opera, Prahlada Bhakti Vijayam  is 
wellknown.

CHURNIKA VINODINl, a janya raga 
derived from the Rfith melakarta, Chitrambari:

S r g m p d n s  — s n,d n p  m g r s

CHUTA MANJARI, a raga mentioned in 
the Sangita ratnakara.

CHyTAVALI, a janya raga derived from 
the R6th melakarta, fihanmukhapriya :

s m g  m p d ns — s n d p m g r s

C H TJTA V A I.I[ 9 2 ]
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' CHYUTA MADHYAMA, the note occur­
ring between the antara gandhara and s'uddha 
madhyama in the scale of 22 s'rutis; same as 
the Pythagorean major third ; frequency 81/64. 
This note ffgures in Devagandhari raga in the 
phrase : M, g R.

. CHYUTA MADHYAMA GANDHARA, 
same as Chutya madhyama (see above).

CHYUTA PANCHAMA, the note occurring 
immediately below the Panchama in the scale 
of 22 s'rutis. In ancient times, this s'ruti signified 
the note of the frequency 40/27. But later on 
with the emergence of the concept of pa as an 
avikruta svara, the Chyuta Panchama came to 
denote the sharpened form of prati madhyama.

CHYUTA PANCHAMA MADHYAMA, 
same as Chyuta Panchama (see above).

CHYUTA SHADJA, the note occurring 
between the kakali nishada and tara shadja; same 
as the Pythagorean major seventh : frequency 
243/128. This note figures in Kuranji raga.

CHYUTA SHADJA NISHADA, same as 
Chyuta shadja (see above).

CLARINET, a wood wind instrument of 
European origin. It has a compass of 3  ̂octaves 
and is a single reed instrument. It is cylindrical 
in shape and is provided with keys. It is used 
in orchestra and in dance bands in South India. 
Mahadeva Nattuvanar, in the nineteenth 
century was the first to practice the instrument 
and introduce it in ehinna melam (dance band) 
in South India-

COMMA, the pramana s'ruti or the 
interval of 81/80 ; known as the comma of Didy- 
mus. This is the ekas'ruti interval of the lowest 
pitch. The difference between a major tone 
(chatus's'ruti interval) and a minor tone (tris'ruti 
interval) is a comma 9/8 -r- 10/9 = 81/80.

COMPARATIVE MUSIC, the subject that 
concerns itself with the study of the points of

resemblance and unlikeness of the different 
musical systems of the world.

This subject enables one to comprehend 
the principles underlying the different 
musical systems. It also enables one 
to understand the manner in which 
the language of sound has been effec­
tively used to portray musical thoughts 
by composers belonging to different 
countries and climes. A study of this 
subject widens one’s musical outlook 
and helps him to appreciate better the 
beauties underlying the music of other 
countries.

There are two ways of studying this 
subject. One is by taking the music of 
each country and study it analytically 
from the Theoretical and Practical 
points of view. The other method is to 
take specific topics like, musicography, 
solfa system, tone system, scales, time- 
measures, forms, graces, instruments, 
orchestration, concert varieties, sacred 
music, opera, dance, dance drama, 
martial music, folk music, musical 
therapy, literature on music etc. and 
study those topics with reference to the 
music of each country.

COMPARATIVE MUSICOLOGY, the sci­
ence of comparative music; Vergleichende 
Musik wissenschaft in German.

i

COMPASS, the range in terms of sthayis 
of a musical instrument, voice or composition. 
The compass of the vnjii is 3£ octaves. The 
range of a well cultivated voice is 2i octaves.* 
(There have been instances of illustrious singers 
like Maha Vaidyanatha Ayyar whose vocal 
compass comprised three full octaves (tristhayi 
s'ariram). The compass of the ViribOni varna 
in Bhairavi raga is two full octaves i.e. from 
mandra sthayi madhyama to tara sthayi 
madhyama.
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CONCERT DRUM, membranophones like 
the mridangam, kanjira, tavil and dolak used in 
concerts.

CONCERT FLUTE, the side-blown flute 
with the mouth-hole near the closed end and 
used for playing classical music.

CONCERT PIECE, compositions like Kritis 
and Ragamalikas sung in concerts, as opposed 
to Gitas and Alankaras which are Practice pieces 
and belong to the sphere of Abhyasa gana.

CONCERT PITCH, the pitch of the princi­
pal in an Indian concert; also the pitch of the 
accompanying band or orchestra in dance con­
certs and operas.

CONCH, one of the ancient wind instru­
ments. It is represented in the Amaravati and 
Sanchi sculptures (3rd century B. C.). The 
instrument is blown through a small hole made 
in the spiral on the top. It is used in temples, 
religious ceremonies and processions. The 
spiral end is sometimes provided with a mouth­
piece while the other end is decorated with a 
beautiful floral workmanship.

The conch is sometimes used to provide a 
rhythmic accompaniment in Nagas- 
varam concerts. The rhythmical solo 
display on the conch will be attractive 
and thought-provoking;

The conch is a sacred instrument and has 
a characteristic tone-colour. It is one of 
the attributes of Lord Vishnu. Krishna’s 
conch was called Panchajanyattt-

CONICAL DRUM, drums like the damaram 
and baya which are conical in shape. They are 
single faced drums and are played with the 
hand or by a stick, the striking end of the stick 
being curved. A pair of conical drums is usually 
used.

CONSERVATORIUM, public institutions 
for the study of music. The conservatories 
in the west are colossal institutions, They are

well equipped and provide instruction in every 
branch of music. Classes are held in double- 
walled sound-proof chambers. Intensive 
courses are provided for students who wish to 
take to music as a career. *

CONSONANCE, the pleasant feeling that 
is experienced when two notes bearing a 
samvadi relationship are sounded together. 
Same as concord or samvdditva. When two 
notes bearing a shadja-panchama relationship 
are sounded together, an agreeable effect will 
be felt. This is a universal truth. The oppo­
site of consonance‘is dissonance.

CONSONANT INTERVAL, a concor­
dant or harmonious interval like 3/2.

CORRECT INTONATION, same as Just 
intonation (see under Equal temperament).

COUNTER POINT, herein there is a 
melody called the theme or subject and to each 
note of this melody another note is added. 
The newly added notes constitute a distinct 
melody by themselves. Contrapuntal music is 
thus a case of plural melodies performed 
simultaneously. The several melodies or parts 
are of equal importance here.

CROSS-BLOWN FLUTE, same as the 
concert flute.

CROSS-FINGERING, special devices in 
fingering for producing gamakas, anusvara 
effects, and higher octave notes in wind instru­
ments like the flute. In cross-fingering, the air 
blown makes its exit through at least two non- 
adjacent finger-holes. In the graces produced . 
by cross-fingering, simultaneous shakes of two 
fingers against two non-adjacent finger-holes 
take place.

CROSS FLUTE, same as the concert flute 
or the orchestral flute.

C R O SS-W ISE  F L U T E , same as the  con­
cert flute.
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• CYCLE OF FIFTHS, literally, a series of 
fifths or panchama svaras. This and the Cycle 
of Fourths or the series of s'uddha madhyama 
svaras were the two processes which helped the 
ancient scholars to get a knowledge of the 
22 s'rutis or quarter-tones. The intervals of 
sa-pa 3/2 and sa-ma 4/3 are the most consonant 
ones and are referred to as the samvada dvaya. 
The 22 s'rutis were evolved by the shadja- 
panchama bhava. Let it be noted that an 
inverted panchama is equal to the s'uddha 
madhyama. Therefore, the Cycle of Fifths 
includes within it the Cycle of Fourths as well, 
(in the Cycle of Fifths, we proceed in the 
arbhaQa krama, each note being the panchama 
(higher) of the lower note. This may be regard­
ed as proceeding in the clockwise direction. 
The Cycle of Fourths may be viewed as proceed­
ing in the avarOharia krama each note being the 
inverted pa interval of the above note. This is 
anti-clockwise movement). In the Cycle of Fifths, 
the Fifth of each note of the cycle is taken as 
the tonic note and the relation of this new note 
to the original tonic note is determined. For 
example, if the starting note is taken as sliadja, 
its Fifth is the Panchama : frequency 3/2 ; the 
Fifth of this Panchama is found to be 3/2 x 3/2 = 
9/4 (compound interval) or tara sthayi chatus'- 
s'ruti rishabha. The frequency of this note in 
the middle octave = 9/8. The fifth of this note 
is the chatus's'ruti dhaivata 27/16. The panchama 
of this note is the chyuta madhyama gandhara— 
2”/l6 X 3/2 = 81/32 or 81/04 in the middle 
octave. The panchama of this note = 243/128. 
This is the chyuta shadja nishada. The pan­
chama of this note and the other subsequent 
notes of the series is thus calculated or experi­
mentally determined and their relationship to the 
original shadja found and so on. All compound 
intervals which arise in working this process are 
reduced to the middle octave for the sake of 
easy comparison and comprehension.

The cycle of fifths was one of the earliest 
phenomena to be perceived by the 
musicians of different countries. This 
accounts for the fact that the Mohana

raga which takes the first five notes in 
the cycle of fifths is seen in the music 
of many of the countries ot: the Orient 
and Occident.

The Madhyamavati raga takes the first 
three notes of the cycle of fifths (shadja, 
panchama and chatus's'ruti j-ishabha) 
and the first three notes of the cycle of 
fourths (shadja, s'uddha madhyama and 
kais'iki nishada). Such a raga naturally 
possesses a high concordant effect and 
is considered as an apt raga for con­
cluding concerts.

CYCLE OF FOURTHS, the sa-ma series 
or a series of suddha madhyamas (see under 
Cycle of Fifths).

CYCLE OF THIRDS, a series of notes of 
5/4 (antara gandhara) frequencies worked out as 
in the cases of Cycles of Fourths and Fifths. The 
earlier notes in this cycle are the more impor­
tant. For example 5/4 x 5/4 = 25/16 (386+386 = 
772 cents). This is a note between the panchama 
and the ekasruti dhaivata and the corresponding 
note suggested by it in the lower tetrachord 
is 25/24. A s'uddha madhyama interval above
this note is 25/24 x 4/3 = 25/18 which is the

w
Gaulipantu ma, heard in the phrase s r M.

CYLINDRICAL DRUM, a two-faced drum 
with the shell in the form of a cylinder. Temple 
drums like the Pambai and Udal are of this 
class.

CYMBALS, Percussion instruments of bell- 
metal or brass belonging to the group of ghana 
vadyas. They consist of a pair of circular discs 
or concave plates and are struck together. The 
two discs are usually connected by a cord or 
cotton thread passing round their centres. They 
are used in recitals of sacred music, katha 
kalakshepams. dance concerts and in orchestras. 
It sometimes figures, as an upa tala vadya (secon­
dary rhythmic accompaniment) in concerts. 
There are skilled performers of cymbals. They 
are able to play the most intricate combinations
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of jatis and are able to keep pace and cope 
successfully with even the expert players of the 
mridangam. Cheap cymbals are used by mendi­

cants, to keep time to their music.

Pandharpur is famous for the manufacture 
of cymbals. (Also see under Jalra, Brahma 
talam, Talam and Kuli talam.)

D
D, the second note of the major scale of 

C in European music.

DADRA, a kind of melody in Hindusthani 
music. It is also a syncopated time-measure 
in Hindusthani music, having the sequence. 
3, 3, with the sam (stress) on the first note.

DAK, a large drum of the dhol variety 
used in Northern India.

DAKA, a janya raga derived from the 29th 
mela, Dhira S'ankarabharapa :

s g  m d n s — s n d m g s
( S .  S- P- S.)

DAKSHAYANI, a janya raga derived from 
the 29th mela, Dhira s'ankarabharana :

s r g n t n d m p d n s  — s n d p m g r s
(S .  K  )

The S . S .P .S .  mentions a raga of the same 
name as a derivative of the 15th mela 

, Mayamalavagaula and with the follow­
ing arohaija and avaroharia:—

s r p  d n  s — s n d p  r s

• DAKSHINA, the first of the shaqmargas 
pertaining to the tala das'a prapas. For each 
talakshara or count, there are eight matras or 
32 akshara kalas.

DAKSHINA GURJARI, a raga mentioned 
in the S a n g i t a  r a t n a k a r a  as an upanga of 
Gurjari raga.

DAKSHINAMURTI S'ASTRI, a com­
poser of the post-Tyagaraja period. He was a 
Telugu Brahmin of the Muriginadn Sect, and 
belonged to Karur. In collaboration with his 
relative, Karur Chinna Devucju, a violinist, he 
composed a number of simple kritis in Telugu, 
with the signature, Garbhapuri. In the popularly 
called Garbhapuri Kirtanas, the dhatu or tune 
in most cases was the contribution of Devudu 
Ayya and the matu or sahitya that of 
Dakshinamurti S'astri.

DAKSHI NATYA, a raga mentioned as a 
Bhinna shadja bhasha in the S a n g i ta  
r a t n a k a r a .

DAKSHINATYA BHASHA, a raga 
mentioned in the S a n g i t a  r a t n a k a r a .

DAMARAM, a pair of conical drums. 
The shell is of wood and the braces are of 
leather. It is played with two sticks, one 
curved and the other straight. In the temple 
processions in South India, one can see 
this pair of drums placed on a bullock and a 
boy sitting behind, playing upon them- The 
bullock with the drums and the boy performer 
will be seen at the front of the proces­
sion, herelding as it were the arrival of the 
Deity.

DAMARU, the small hour-glass shaped 
drum in the hand of Nataraja. The instrument 
is an attribute of S'iva. A thin parchment is 
strained over the two faces. There is a string 
with a knotted end wound round the middle. 
The instrument is gripped in the centre and as 
it is rattled, the knotted end of the string 
strikes the centre of the two faces of the 

instrument alternately and produces rhythmi­
cal strokes of a solemn nature. Longer 
varieties of the damaru afe provided with 
two knotted strings one near each face. As 
the drum is rattled, both the faces are struck 
by the knotted ends alternately. This 
arrangement enables the playing of rhythmical 
strokes of a faster tempo.

DAMARUKAM, same as Damaru.
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(The Tables of Cycles of Fifths and Fourths will show how the notes used in Indian Music are the notes of Just intonation or Correct 
intonation and not the notes of Equal Temperament. In Equal Temperament, the frequencies of the 12 notes of the octave are 

respectively represented by the cent values. 100, 200, 300, 400. 500, 600, 700, 800, 900, 1000, 1100 and 120(3)
Note .—Starting with the first octave, the 1st note of the Cycle pa is in the first octave ; the second and third notes of the Cycle are 

in the second octave ; the fourth and fifth notes of the Cycle are in the third octave ; the sixth note of the Cycle is in tne fourth 
octave ; the seventh and eighth notes of the Cycle are in the fifth octave; the ninth and tenth notes of the Cycle are in 
the sixth octave ; the eleventh note of the Cycle is in the seventh octave ; the twelfth note of the Cycle is a note which is only 
a pramana s'ruti higher than sa and is a note which cannot be used after shadja being removed from it by a very small inter­
val. Further progressions in the Cycle of Fifths will again result in notes which are removed from one of the contiguous notes 
by an interval of a prama ja s'ruti or comma and are not useful from the point of view of practical music.

In the case of each note, its serial number in the Cycle of Fifths, its frequency, its value in cents, and the technical name 
by which it is known are given. In the scheme of 22 s'rutis, 11 notes (exclusive of shadja) are provided by the Cycle of Fifths 
and their relative positions on the gamut are shown in the following Table. The frequencies of the notes of the Cycle are 
reduced to the middle octave for purposes of easy comparison.

s a " s a  s a  s a  s a  s a "  "s a * " s a "
1200 1200 1200 1200 1200 1200 1200 1200

I 3h  -

III 27/l«~

-Panchama 702

II %  -

V *«/iM -

“Chatusf s'ruti 
dhaivata 906

IV ®V<>4 “*

—Chat US's'ruti 
rishabha 20-1

—Chyuta shadja 
nishada or 
Tivra kakali 
nishada 1110

VI 729/1

or
512

M/4S

'Chyuta madh- 
yama gau- 
dhara or 
Tivra anta.ca 
gandhara 
408

«/« -VIII 8/s

—Chyuta Pan- 
chama madh- 
vama 6i2or6io

(The very small mi­
croscopic reduc­
tion made here is 
only to facilitate 
easy calculation. 
Otherwise the frac­
tions will run into 
4, 5 and 6 figures)

VII 715 ~

X 9Is -

"Suddha dhai­
vata 814

IX 6/s

-Suddha 
rishabha 112

“Kais'ikt
nishada 1018

XI 27/2o-

-Sadharana 
gandhara 
316

-Aprati madh- 
yama 520

XII «/»

Ctffc><*3 
Gcs
£
CMCM ___ >

S A
1st Octave

SA
2nd Octave

S A
3rd Octave

SA
4th Octave

S A
5th Octave

SA
6th Octave

SA
7tb Octave

SA
8th Octave
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Note .—Starting with the first octave, the first and the second notes of the Cycle, ma and ni are in the first octave; the third and the 

fourth notes of the Cycle are in the second octave; the fifth, sixth and seventh notes of the Cycle are in the third octave; 
the eighth and ninth notes of the Cycle are in the fourth octave ; the tenth, eleventh and twelfth notes of the Cycle are in the 
fifth octave. The twelfth note of the Cycle is a note which is only a pramana s'ruti lower than shajda. On 
account of the microscopic character of its interval, it becomes a note which cannot be used in conjunction with shadja. Further 
progressions in tne Cycle of Fourths will again result in notes which will be removed from one of the contiguous notes by the 
interval of a pramana s'ruti or comma and will therefore be not of use from the point of view of practical music.

In the case of each note, its serial number in the Cycle of Fourths, its frequency, its value in cents, and its technical name 
are given.

In the scheme of 22 s'rutis, 11 notes (inclusive of shadja) are provided by the Cycle of Fourths. The relative positions of 
these notes in the gamut are shown in the Table below. The frequencies of the notes of the Cycle are reduced to the middle 
octave for purposes of easy comparison.

SA  S A  S A  1 SA  SA
1200 1200 1200 1200 1200

II l6l9 -

4/3 "

■ KOmala kais'iki 
nishiada 996

IV 128l/81 —

— Suddha madhyama 498

III 31/27-

VII IS/8

— Ekas'ruti dhaivata 792

VI 1024/729 or 45/32-

— Kakali nishada 1088

— KOmala sadharana 
gandhara 294

V 2S6/243

IX s/j "

. Prati madhyama 588 or 590
(The very small microscopic in­

crease made here is only to facili­
tate easy calculation. Otherwise 
the fractions will run into 4, $ 
and 6 figures)

VIII S/4  ~

— Ekas'ruti rishabha 90

XII 1607»i-

— Tis'ruti dhaivata 884

XI 40/ 2 7 -

-Antara gandhara 386

X 10/9  -

■ A pramana 
s'ruti below 
shadja and 
cannot be 
used. 1178

_  A pramana 
sruti below pa 
and not used 
in modern 
music. This is 
the reduced 
Panchama of 
the ancient 
madhyama 
grama. 680

— Tils'ruti 
rishabha 182

SA
5th Octave

SA
1st Octave

SA
2nd Octave

SA
3rd Octave

SA
4th Octave



DAMARUKAPRIY A [ 9 7  1

• DAMARUKAPRIYA, a janya raga 
derived from the 31st mela, Yagapriya:

$ r  g p d n s —  s n d p g r  s (S. S .P . S.)

DAMARU YATI, a variety of yati and 
belongs to the sphere of tala das'a praijas or 
ten elements of rhythm. Damaru yati signi­
fies'a rhythmical pattern wherein the disposi­
tion of the component angas, graphically 
represented from the point of view of their 
magnitude, will present the figure of the drum, 
damaru (narrow in the centre and widening 
out towards the two ends).

I 1
8 8 I O u  O I 8 8

This type of yati is also called veda 
madhyama yati.  The opposite of the 
damaru yati is the mridanga yati.

DAMBHA KAUS'IKAM, a janya raga 
derived from 65th mela, Mechakalyani :

s g m p n s —  s n p m g r m g s (P. S. Ms.)

DAMBOLI, a janya raga derived from the 
51st mela, Kamavardhani :

s r  g p d n s —  s it m g r  s (P. S. Ms.)

DAMPER, the contrivance in the piano, 
which damps or prevents the further vibration 
of the strings after they are struck. It is this 
mechanism that enables the notes of the piano 
being heard clearly. In the absence of this 
mechanism, the continued vibration of the 
struck strings, will mar the clear perception of 

• the succeeding notes of any piece of music 
performed on it. .

In the harp (yazh) of ancient times in 
India, a small stick was used by the harpist to 
damp the gut string, after it was struck. This 
stick can be seen in the hand of the harpist in 
the Amaravati sculptures. The adirvu  (tam.) 
or tremor of the gut strings was got over in 
this manner.

DAMYA, a janya raga derived from the 
59th mela, Dharmavati :

s r  g m p d s —  S n d p m g r S  {P.S. Ms.)

DANA MANJARI, a janya raga derived 
from the 46th mela, Shadvidhamargiifi :

s g m d n p d  n s —  s n d m g r s
(P. S. Ms.)

DANA RAKSHASA, a janya raga derived 
from the 53rd mela, Gamanas'rama.

s r m g p n s —  s n d g r  s (S. S. P . S.)

DANAS'I, the older form of the raga 
name, Dhanyasi.

DANDA, the cross-bar or the stem of the 
Rudra viija. The two gourd resonators were 
screwed on to the dai^da, one near the left 
end and the other near the right end. (R.V.)

DANDA, the tube of bamboo or other 
material on which the mouth-hole and the 
finger-holes are pierced in flutes.

DANDA HAST AM, one of the twelve 
kinds of Pataha vadyas (drums) mentioned in 
ancient literature.

DANDAKAM, a literary form sung to 
music ; for example, the Syamata daiidakam.

DANDA PARIMANAM, the length of the 
flute tube. The danda of the concert flute in 
South India is about 14 inches.

DANDAYANA, a janya raga derived from 
the 50th mela, Namanarayaui :

s r g p n d n s  —  s n d p m g r g s  .

(S. S. P .S .)

DANDI, the cross-bar or the stem of all 
plucked instruments of the stringed group like 
the vina, gotuvadyam, tambura etc. The 
daljdi is hollow and is covered on the top by a 
flat piece of thin wood. The daljdi connects 
the bowl or the resonator on the right side and

DAND1
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the head-piece on the left- In the vipa, tambura 
and gotuvadyam, the dapdi is made of the same 
kind of wood as the resonator. Where gourds are 
used as resonators, the dapdi will be of 
wood. In ekadapdi vinas, the dapdi and the 
bowl will be found to be scooped out from a 
single long piece of wood.

DANDIPPALAKAI (Tam.), the piece of 
thin wood covering the top of the hollow 
dapdi in the vipa, tambura and gotuvadyam.

DANKAMANI, a janya raga derived from 
the 28th mela, Harikambhoji:

s r g m d n s — s p  m g m r s (S . K.)

DANSEUSE, a female dancer.

DANTI VASANTAM, a janya raga 
derived from 51st mela, Kamavardhani :

s r m d n s — s d n d p m g m r s
(P . S. Ms.)

DANUR VINA, a stringed instrument 
played with a bow.

DARAKA VASANTA, a janya raga 
derived from the 15th mela, Mayamalavagaula:

s g r m p n s — s n p d m g r s
(S. S . P . S . )

DARARDHARI, a janya raga derived 
from the 28th mela, Harikambhoji :

s r g p d n s — s n d p g r s
(S. S P. S.)

(This is the Malayamaruta raga pattern 
of arohapa and avarohapa and derived 

. from the 28th mela)

DARBAR, a janya raga derived from the 
23nd mela, Kharaharapriya :

• w  w v
s r m p d n s — s N d p m r G G r s

An upanga raga; ga and ni  are the raga 
chhaya svaras. A scholarly raga; a

gamaka varika rakti raga. It is *a 
tristhayi raga and is used in operas.
Compositions in this raga commence on 
the notes, ri, pa  and dha. It can be 
sung at all times. A raga clo*sely allied 
to this is Nayaki. Darbar Sitaramayya 
was a specialist in this raga.

DARBARI KANADA, a raga of Hindus­
ta n i  music.

DARBHAKULAM, a janya raga derived 
from the 23rd meh, GaurlmanOhari:

s r g m g p d n s  —  s n d m g r s
(5. S- P. S.)

DARDARIKA, same as the drum, godhika.

DARI, a raga mentioned in the Tamil 
work, Nattiya s'astiram of Arabatta Navalar.

DARPANA, one of the classical 1D8 talas 
and takes 2 drutas and a guru 0  0  8; an avarta 
consists of 3 matras or 12 aksharakalas.

DARPHAMANJARI, a janya raga derived 
from the 53rd mela, Gamanas'rama :

s g r g t n p n s  — s n d p tn g s
(P. S. Ms.)

DARS'ANA ASHTAPADI, the 19th 
ashtapadi in the Gita GOvinda of Jayadeva. 
This particular ashjapadi is called Dar»ana 
ashtapadi, because, according to tradition, 
during the absence of Jayadeva, Lord STi 
Krishpacame in the guise of the poet and getting 
the unfinished manuscript, from Jayadeva’s 
wife, Padmavati, re-wrote the two lines, which 
the poet wrote and subsequently struck off as . 
blasphemous and unworthy; (see also under 
Jayadeva).

DARU, a story song figuring in operas 
and dance dramas. This word is derived from 
the ancient musical form, dhruva. The theme 
of a daru may be praise of a patron. It may also 
be on the theme of love. Belonging to the realm 
of applied music, the words of a daru are
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naturally of importance. The daru has the 
sections, pallavi, anupallavi and charafla. A 
few darus are in couplets or quatrains. Jatis 
(rhythmical mnemonics) figure in the sahityas 
of some cTarus. Darus have plural charap.as.

According to the theme of the sahitya, 
darus may be classified into :—

(a) Patra pravSs'a daru, the entrance 
song in nritya natakas, presenting a 
character to the audience. This song 
gives an opportunity to the character to 
show his skill and talent in dancing ;

{b) Svagata daru, a musical soliloquy. 
The tune herein is of a reflective 
nature and is sung in slow tempo ;

(c) Varnana daru, a descriptive song ;

(d) Kplatta daru, songs used in kolattam 
or stick-play;

ie) Satnvada daru, musical dialogue ;

If)  Uttara-Pratyuttara daru, this is also 
a musical dialogue. Herein, only state­
ments are made alternately by two 
persons ; but in a samvada daru, there 
is the presumption that a certain truth 
is being arrived at as a result of dis­
cussion indulged in by the two charac­
ters.

DARUBARA, a des'i raga mentiond in 
the Chaturdandi prakas’ika.

DARUBARU, same as the raga Darbar 
(see the Sangita sampraddya pradars’ini 
Vol. II, p. 667).

DARU VINA the vina made of wood ; as 
opposed to the gatra vina or the singing voice 
of man.

DAS'A PRANA-S, the ten elements of 
musical time : Kala, Marga, Kriya, Anga, 
Graha, Jati, Kala, Laya, Yati and Prastara.

Kala is concerned with defining the 
duration of the shadangas in absolute 
time.

Marga relates to the rhythmical cons­
truction of a musical composition.

Kriya is the manner of counting the 
shadangas and the shodas'angas-

Anga pertains to the constituent limbs 
of the tala.

Graha defines the place of commencement 
of music in the tala avarta.

Jdti signifies the kind of laghu.

Kala signifies the minor unit figuring in 
the tala akshara.

Laya signifies the speed or tempo of 
music.

Yati relates to the manner of disposition of 
the several angas in a ta la; it signifies 
the type of rhythmical pattern or design.

Prastara—Any tala anga like laghu or guru 
can be split up into a number of angas of 
lesser magnitude ; and prastara  relates 
to the possible permutations and combi­
nations of such component angas (Also 
see under each one of these das'a prarjas).

DASA RAGA, a class of ragas mentioned 
in the Brhaddharma Parana.

DASARA PADAGALU (Kannada), the 
name given to the devotional songs (padas) 
of Purandara Dasa and other composers of 
Karnataka.

DASARI, a disciple of S'yama S'astri and 
an expert nagasvaram player. He lived in the 
first half of the 19 th century and belonged to the 
padi yinti valtu group. He is one of those musi­
cians whose performances drew praise from 
the great composer, Tyagaraja. Other musicians 
who have had this rare honour are (1) Pancha- 
nadayyar, the father of Maha Vaidyanatha Ayyar, 
(2) Tiribhuvanam Swaminatha Ayyar of Ananda- 
bhairavi fame (8) Shatkala Govinda Marar of 
Travancore and (i) Vadivilu of Tanjore.
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The following incident will be of interest. 
On the occasion of a Temple festival in 
Tiruvaiyar, Dasani was engaged to per­
form nagasvaram. The temple procession 
entered the South Mada Street. At the 
junction of the Tirumanjana Vidhi (the 
street where Tyagaraja’s house was 
situated) the nagasvaram player, as was 
customary, halted and made a delightful 
alapana of Suddha saveri raga. He 
followed it up with the rendering of 
Tyagar&ja’s master-piece in this raga, 
Darini telusukonti. The sangatis in the 
pallavi, anupallavi and charana were 
rendered in such a superb, stylish and 
impressive manner, that the thousands 
of people who were listening to the music 
became spell bound. The stillness of the 
night lent a charm and fascination to the 
music. Tyagaraja, who was listening to the 
music fromhishouse became so enraptur­
ed, that without standing on formalities, he 
walked and went near Dasari to personally 
express his appreciation of his marvellous 
performance. The piper was deeply 
touched by the encomiums from the very 
author of the composition and requested 
him to bless him. Tyagaraja was past 
70 when this incident took place

DASARI, a religious mendicant. Dasaris
are Vaishfiavites (followers of Vishnu) by religion.
The five insignia of a dasari are (l) the conch,
which he blows to annonnce his arrival (2) the
gong which he strikes as he goes along the streets,
begging (3) the tall iron lamp (4) the brass or
copper vessel suspended from his shoulder into
which he puts the rice received and (5) the small
metal image of Hanuman suspended from his •
neck. Some dasaris wear a tiger’s skin. Certain 
ot the Hindu castes engage dasaris for perform­
ing puja during ceremonials. It is a common 
sight to see the dasaris going along the streets 
singing sacred songs before dawn, during the 
month of Margazhi (December-January). They 
also play on a small drum. Dasaris are also 
experts in singing ballads. Their time-honoured

profession is religious mendicancy. They also 
officiate at funeral ceremonies.

DASARI TAPPATTAI (Tam.), the small 
tambourine used by the Paijdarams ancl Dasaris 
along with the S'emakkalam (gong) and the 
conch. In this drum, a piece of calf’s skin is 
strained over a circular metallic frame sloping on 
both the sides. It is held in position between 
the stomach and the elbow of the left arm and 
played by the right hand fingers, the left hand 
proper, holding and striking the s'emakkalam 
with a stick of the calotropis plant.

DAS'AVATARA ASHTAPADI, the first 
Ashtapadi in the Gita GOvinda of Jayadeva 
and wherein each stanza deals with one of the 
ten incarnations of Vishiju.

DAS'AVATARA DIVYANAMA KIRTANA, 
the song Dina janavana  of Tyagaraja in 
Bhupala raga, treating of the ten avatars of 
Vishnu. It will be of interest to note that 
Jayadeva, Purandara Dasa and Tyagaraja have 
included Buddha amongst the ten incarnations 
of Vishriu.

DAS'AVATARA MANGALAM, the song, 
Mangalam jayamangalam  of Purandara Dasa 
in Kalyarfi raga, Chapu tala. The ten avatars 
referred to here are, Matsya, Kurma, Varaha, 
Narasimha, Vamana, Paras'urama, Rama, 
Krishna, Buddha, Kalki. (Page 145 —
T. P. K's. Bhagavad Bhajana Paddhati).

DAS'AVATARA RAGAMALIKA, the 
wellknown ragamalika “ Kam alajasya" in ten , 
ragasof SwatiTirunal Maharajah of Travancore.
It is in adi tala. The ten ragas figuring in the 
composition are : Mohana, Bilahari, Dhanyasi, 
Saranga, Madhyamavati, Athana, Natakuranji, 
Darbar, Ananda bhairavi, Saurashtram; and the 
ten avatars treated of a re : Matsya, Kurma, 
Varaha, Narasimha, Vamana, Bhargavarama 
(Paras'urama), Rama, Balarama, Krishna and 
Kalki.
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• DAS'AVIDHA GAMAKAS, the ten kinds of 
gamakas or graces used in Indian music. These 
are : ArOha, AvarOha, Dhalu, Sphurita, Kampita, 
Ahata, Pratyahata, Tripuchcha, Andola, Mur- 
chhana.

ArOha is the grace inherent in the stylish 
rendering of a series of notes, progressing 
in the ascending order of pitch ;

AvarOha is the converse of the above ;

Dhalu, the lustrous effect produced when a 
higher note is played from the svara- 
sthana of a lower note by pulling or 
manipulating the string in an artistic 
manner;

Sphurita, a case wherein, in a phrase of 
jaota svaras, the second note of each jagta 
group is stressed ;

K am pita , the shake or oscillation of a 
note. Where a svara is subjected to 
kampita, the maximum and minimum 
frequencies reached may well encroach 
upon the frequency jurisdiction of the 
immediate upper or lower note. But 
still, there will not be the remotest 
suggestion of a neighbouring note being 
sounded. The four factors: compass, 
intensity, tempo and duration contribute 
to a variety of kampita effects ;

Ahata, a grace inherent in the stylish 
rendering of the phrase : 

s r r g g tn m p

Pratyahata, the converse of the above *.«. 
a grace inherent in the stylish rendering 
of the phrase:

s n n d d p  p m

Tripuchcha, notes in triplets '•
s s s r r r g g g tn m m

Andola, the gamaka comprised in the 
swinging from a basic note to a higher 
note, like a pendulum. The basic note is

held on for sometime and then the higher 
note is produced either by pulling the 
string or by gliding on to it ;

MUrchhana, the rapid and graced traversing 
over a series of notes in the ascending 
order of pitch and in conformity to rSga 
bhava, like the following series in 
Bhairavi raga :

s r g m p d N  — r g m p d n S  

g m p d n s R  — in p d 11 s r G

These ten gamakas are only illustrative and 
not exhaustive. There are the Panchadas'a 
(15) gamakas explained in the Sangita 
ratnakara. Other musicologists speak 
of a few more gamakas.

DASI, literally a female devotee ; signifies 
dancing girls employed in temples to perform 
sacred dances before the Deity as part of the 
temple ritualistic worship.

DASI ATTAM, another name for Bharata 
natyam or the classical dance of South India.

DASI RAGA, a class of ragas referred to in 
the Brhaddharma purdna.

DASUMUKHI, a janya raga derived from 
the 28th melakarta, HarikambhOji:

s r m g m p d n s  —  s d p m g r s
iS. S. P. s.)

DATI BALAM, a janya raga derived from 
the 65th melakarta, Mechakalyaiji: .

s r g m p d n s  — s n d p g r s (P.S.Ms.)

DATIKA PANCHAMAM, a janya raga 
derived from the 51st mela, Kamavardhani:

s g r g m p m d n p s  —  s n d p m g r s
IP. S. Ms.)
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DATl MANJI, a janya raga derived from 
the 28th mela, HarikambhOji:

s r g m p d s —  s n p m r s (P .  S- Ms.)

DATTA, one of the IS varieties of the 
Hudukka vadya (drum).

DATTILA (C. 4th cent. B.C.), the author 
of the work, Dattilam.  Bharata refers to him in 
his Natya s'astra  as one of the Bharata putras, 
to whom he taught the theory and practice of 
music. The author is an authority on s'ruti, 
tala and other topics pertaining to the science of 
music. He is quoted by later lakshaijakaras of 
eminence like Matanga, Pars'vadeva, Abhinava- 
gupta and Raghunatha Bhupa. Dattila quotes 
Narada in his work.

DATTILA KOHALfYAM, a much later- 
work on music in Sanskrit. It is not of a high order.

DATTILAM, the name of a small work on 
music in Sanskrit by Dattila Muni. This work 
consisting of 243 verses has been published in 
the Trivandrum Sanskrit Series. The topics dealt 
with in the work include 22 s'rutis (called 
dhvanis), shadja grama and madhyama grama, 
vadi, samvadi, anuvadi and vivadi s'varas. the 
names of the sa grama and ma grama 
murchhanas, tanas, svara sadharana, jati 
sadhararia, 18 jatis, (7 s'uddhaand 11 vikrita), the 
ten lakshaijas of jatis, the four kinds of varflas 
(arOhi, avarohi, sthayi and sanchari), alankaras 
and some of the taladas'a praijas like graha, laya 

. and yati(sama, srotOgata and gOpuchchha).

DATTILA MUNI, same as Dattila.

DATU PRAYOGA, a musical phrase con- 
.taining datu svaras- A raga admits of only 
those datu svara prayOgas which reveal and 
establish its melodic individuality. The datu 
svara prayOgas are incorporated in the tana 
varnas and katakas pertaining to a raga.

DATU SVARA, a note removed from 
another note by some steps. In a pair of non­
contiguous notes, i.e. in a pair wherein some of

the intervening notes are omitted, the second of 
the two notes is called the datu svara in 
relation to the first. Thus in the phrase, 
d g r s d p  in Mohana raga, gandhara is the 
datu svara in relation to its prece'ding note, 
dhaivata. It may be noted that from dhaivata 
to gandhara is a leap or a jump. The datu 
svara and its preceding note usually bear a 
samvadi or anuvadi relationship.

DATU SVARA PRAYOGA, same as datu 
prayOga (see above).

DATU SVARA VARIS'Al, svara exercises 
involving datu svaras- These are useful to 
students of vocal music and instrumental music. 
The practice of these exercises develops 
svarajnanam. It develops finger technique in 
students of instrumental music.

DAULIKA, a janya raga derived from the 
1st mela, Kanakangi:

s r g m p n d s  —  s n d m g r s
(5. 5 . P .  5 .)

DAUMYA, a janya raga derived from the 
32nd mela, Ragavardhani:

s r g m p d n p s  —  s n d p m g r s
(S. s. P.  S.)

DAUREYANL a janya raga derived from 
the 53rd mela, Gamanas'rama :

s r  g m d n s —  s n d tn g r s

(This is the same as the modern raga 
Hamsanandi) (S. S. P.  S.)

DAVALAI SANGU (Tam.), the ornamental 
conch that is used for providing rhythmical’ 
accompaniment in nagasvaram concerts; (also ' 
see under conch).

DAVANDAI (Tam.), an hour-glass shaped 
drum. It is bigger than the udukkai. The 
shell is of wood and is laced with thick twine. 
Unlike the Udukkai, the skin on the two faces is 
thicker. It is played with a stick. It is used in 
Mariyamman temples and in some old shrines.
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• DAVASAM, a kind of avanaddha vadya or 
membranophone.

DAVVI, a janya raga derived from the 13th 
melakarta- Gayakapriya :

s r g nt n s — s n m g r s (S. S. P, S.)

■ DAY C. R., one of those enlightened band of 
Europeans who during their stay in India, made 
a study of Indian music and interpreted it to the 
west. C. R. Day was a Captain in the Madras 
Army and is the author of the valuable work, 
Music and Musical Instruments of Southern 
India and the Deccan (Novello, London). This 
was published in 1891. The book contains 
valuable information concerning the theory of 
South Indian Music. The coloured illustrations 
of musical instruments in the book considerably 
enhance its value. The work also contains 
short notes on prominent composers and musi­
cians. A list of Sanskrit works on music is 
also given.

DAYARANJANI, a janya raga derived 
from the 28th mela, Harikamboji:

s r m p d s —  s n d m g r s (S .S ,P ,S ,)

DAYASYANI, a janya raga derived from 
the 28th m6ia, HarikambhSji :

s r m p n d n s  —  s it d m g r s (S. S. P. S.)

DAYAVATI, the name of the first s'ruti 
of Rishabha in the s>ruti nomenclature of Bharata 
and S'arngadeva. The frequency of this note is ^

DEHALI, a janya raga derived from the 
16th mela, Chakravakam :

s r p d n s — s n d p  r s (S. S. P.  S.)

DELHI, the present capital of India, has 
been an important seat of music from ancient 
times. It was a flourishing seat of music during 
the reign of the Muslim Rulers. The illustrious 
musician, Amir Khusru adorned the court of 
Allauddin Khilji (1296—1316 A.D.). Gopal 
Naik, the distinguished musician from the South

adorned his court. The historic contest between 
Gopal Naik and Amir Khusru took place in 
Delhi. Gopal Naik sang in the true Karnatic 
style (In this style, every note of a raga is 
embellished with some kind of gamaka or 
other. The gamaka pradhnna and the s-ruti 
(quarter-tone) pradhana aspects of Karnatic 
music are wellknown). The story goes that 
Gopal Naik sang for seven consecutive days in 
the court of Allauddin Khilji. Ainir Khusru 
sat behind the throne of the emperor, concealed 
from view and earefully listened and imbibed the 
style of Gopal Naik and on the eighth day 
gave a concert in the very style of Gopal Naik 
to the surprise of all, including the Southern 
musician.

Of the Moghul emperors, both Babar 
(1483—1530) and Humayun (1530—1556) 
were patrons of music. Akbar the great 
(1556—1605) was himself a skilled per­
former and learned in music. The 
Ain-i-Akbari mentions the names of 
36 prominent musicians that adorned the 
Emperor’s court, with Miyan Tansen of 
Gwalior heading the list. Music flourished 
during the reigns of the next two Moghul 
emperors, Jehangir (1605—1627) and 
Shah Jehan (1627—1658). Jehangir 
patronised SOmanatha, the author of 
Raga vibodha aud Shah Jehan patronised 
Damodara Misra, the author of Sangita 
Darpana. With Aurangzeb (1658— 
17o7), the status of Delhi as a seat of 
music began to decline. Soon after his, 
ascent to the throne, he abolished all the 
court singers and musicians. The story 
goes that when the dejected court musi­
cians carried a bier, symbolically depict­
ing the death of music, Emperor 
Aurangzeb said to the lamenting musi­
cians ‘ make the grave deep, so that 
neither voice nor echo may issue from 
it ”. Aurangzeb however maintained 
dancing girls and singers for the enter­
tainment of his wives and daughters. 
The last emperor in Delhi to maintain



musicians in his court was Mohamed Shah.
The famous musicians, Adarang and
SSdSrang flourished in his court.

DENGI, one of the navasandhi talas played 
during temple rituals in South India.

DES'A, one of the twenty s'uddha ragas 
mentioned in the Sangita Sudha of RaghunStha 
Naik.

DES'A DEs'AKHYA, a raganga raga men­
tioned in Narada’s Sangita makaranda.

DES'A KAKU, a grace involved in introduc­
ing in an Indigenous raga, the traits of a foreign 
raga and so as to result in aesthetic pleasure.

DES'AKAR, a raga of Hindusthani music.
It is also one of the 20 thats of Bhavabhatta.

DES'AKARI, a raga mentioned as one of 
the five stri ragas, for the purusha raga, Megha 
in the school of Hanuman.

DES'AKHA, a raga mentioned in the work 
HamSa vilaSa.

DES'AKHYA, a raga mentioned in the 
Sangita ratnakara  and Sangita samaya Sara.
The S. S. S. mentions this as one of the four 
Raganga shadava ragas.

DES'AKKARI. one of the 21 derivatives of 
the Palaiyazh, a mode of ancient Tamil music.

DES'AKSHARI, one of the ragas mentioned 
in the Tamil work, Bharata s’astiram of 
Arabatta Navalar.

DES'AKSHI, a janya raga derived from the 
29th mela, Dhiras'ankarabharatja :

s r g p d  s —  s n d p m g r s

This raga though closely allied to the 
Bilahari raga, differs from it from its 
tessitura being confined to tara sthayi. 
The phrase g g g g r  — s r g r s  — 
s n n d s is a ranjaka prayOga in this 
raga. In the phrase, s n d p sometimes,
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the kaisiki nishada occurs as a foreigh 
note- This raga is an ancient one and 
should be sung before dawn. The ninth 
ashtapadi, Sthanavini hitamapi  of 
Jayadeva is sung in this raga. ’This raga 
is mentioned in the Sangita makaranda 
of Narada and other later works. The 
S. M. mentions that madhyama is the 
graha svara of this raga, i.e. alapana or 
melodies in it should commence on the 
madhyama svara. It may be pointed out 
that melodies in Des'akshi commence 
with the phrase :

m g p d

DES'AKSHIRI, a raga mentioned as a 
derivative of the 35th mela, S'ulini in the Gana 
vidya prakas'in i:

s r g m d s — s n d p m g m r s

DES'ALA GAUDA, an audava ragja men­
tioned in the Sangita Samaya Sara.

DES'ALAM, a raga figuring in the com­
positions of the Tallapakam composers of 
Tirupati (15th cent).

DES'A MUKHARI, same as Des'ya mukhari.

DES'ANGA RAGA, another name for 
bhashanga raga in medieval times.

DES'A RANJANI, a janya raga derived 
from the 31st mela, Yagapriya :

s r m p d n s —  s n d p m r s (S. S- P. S.)

DES'A VALA, an upanga raga belonging 
to Gauda raga (S.R-).

DES'A VALI, a janya raga derived from 
the 55th mela. Syamalangi:

s r g m d n d s  —  s n d m  g r s (P. S. Ms .)

DES'A VARALI, the raga of the 20th 
ashtapadi of the Gita Govinda  as mentioned in 
a Telugu book.

D ES'A  VARAL1
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• DESH, a rSga taking the following arOhana 
and avarOhaTia : •

s r m p n  s — s n d p m g r s

It is the same as the raga Kedaragaula, but 
takes kakali nishada in the arohana. 
In effect, this will be a janya of the 

• 2044th (Dhira - Hari) mela in the scheme
of 5184 s'uddha-mis'ra melas.

DESHASAM, one of the six principal ragas 
mentioned in ancient works.

DES'I, belonging or pertaining to des'a or 
country. Everv province of India was called a 
des'a in ancient times. Des'i sangita was the 
music that was in vogue in the different provin­
ces. It developed spontaneously. It was nurtured 
by the intelligent and thinking folk of the land 
without any dictation from a superior source or 
authority. It was the art music of the land. This 
was different from -the folk music which was 
current amongst the lower strata of society. 
The distinctive features of des'i sangita were its 
hrudaya ranjakam and jana ranjanam—pleasing 
to the heart and pleasing to the populace. The 
opposite of des'i sangita was marga sangita which 
was developed on the basis of laws promulgated 
by sangita smritikaras. It had rigid and inflexible 
rules and was more logical than emotional in its 
appeal. Whereas marga sangita was in con­
formity to strict lakshana, des'i sangita was in 
conformity to both lakshapa and lakshya. The 
vedic music of the present day represents the 
survival of marga sangita. The art music of the 
present times, represents the cream of des'i 
sangita and signifies the accumulated musical 
wisdom of centuries. Marga sangita is earlier and 
des'i sangita is later. Marga sangita was princi­
pally vocal music but, des'i sangita comprised 
vocal music, instrumental music and dancing 
(gita, vadya and nritya). Mention is made in 
early musical works of marga ragas and des'i 
ragas, marga talas and des'i talas, marga praban- 
dhasand des'i prabandhas, marga and des'i systems 
of raga classification and so on. The distinction 
of marga and desi is seen in literature as well.
. 14

D E S H

DES'lKA BANGALA, a janya raga derived 
from the 8th mela, Hanumatodi:

s r g p m d n s  — s d p  m g r s
(S. S. P. S.)

DESj'lKA DEVAGANA, a raga mentioned 
in the Tamil manuscript B ara ta . Natjiya  
Sastiram  of the 17th century.

DES'IKA GAURI, same as De*'ya gauri 
(see below).

D E S ' l K A  PRABHAVA PRAKAS'IKA 
KIRTAN AS, songs elucidating the greatness of 
DES'lKA, by Ananta Bharati (1845—1905).

DES'lKA RUDRI, a janya raga derived 
from the 9th melakarta, Dhenuka :

s m r g m p n s  — s n p d m g r s
(S . S. P. S .)

DES'lKA TODI, a janya raga. There is a 
composition of Purandara Dasa (Idiga  
bhakutiyu) in this raga (See the Udipi edition of 
Dasarapadagaiu, Vol. Ill, p. 52).

DES'I KINNARI, a variety of Kinnari 
(stringed instrument with frets) mentioned in the 
Sangita ra tnakara ,

DES'I MUKHARI, same as Des'ya mukhari 
(see below).

DES'INI, a stri raga mentioned in Narada’s 
Sangita makaranda.

DES'I PRABANDHA, a musical form 
pertaining to Des'i sangita as opposed to the 
marga prabandha pertaining to margi music.

DES'I RAGA, a raga figuring in des'i music 
as opposed to a marga raga pertaining to 
Margi music.

DES'I SANGITA, the music in vogue in the 
different provinces of India as distinguished 
from the ancient marga sangita (Also see under 
Des'i).

> ✓
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DES'I SIMHARAVAM, the name of the 
58th mela in the asampurna mela paddhati. 
This is the same as the raga Hemavati. Des'i 
is the katapayadi prefix answering to the 
number 58.

DES'I TALAS, the time-measures pertain­
ing to Des'i sangita. S'arngadeva mentions 120 
Des'i talas in his Sangita ratnakara.

DES'IYA TODI, same as Des'yatodi (see 
below).

DES'KARI, a janya raga of Hindusthani 
music.

DES'YA ANDHA.LI, a janya raga derived 
from the 9th melakarta, Dhenuka.

s r g m p n d s  — s d p m g r s (S. K.)

DES'YA BANGALA, a janya raga derived 
from the 8th mela, Hanumatodi:

s r g m p m d  n s  — s d p m g r s (S. K.)

DES'YA BEGADA, a janya raga derived 
from the 19th mela, Jhankaradhvani:

s g m p s — s n d p m g r s  (S. S.  P.  S.)

DES'YA BY AG, same fas the raga, 
Hindusthani Behag, (See under Behag).

DES'YA BYAGADA, a janya raga derived 
from the 19th mela, Jhankaradhvani:

s r g m p s  — s n d m g r s  (S. K)

DES'YA GANAVARIDHI, a janya raga 
•derived from the 60th mela, Nitimati:

s r g m p d n p s  — s n s p m g r s
(5. S  P.  S .)

DES'YA GAUL A, a janya raga derived 
from the 15th mela, Mayamalavagauja :

s r s p d n s — s n d p  s r s

DES'YA GAURI, a janya raga derived 
from the 5th melakarta, Manavati.

s r g m p d p  n s  — s d n p t n g r s
• (S. K.)

DES'YA KALYANI, a janya raga derived 
from the 65th mela, Mechakalyaiji :

s r g m p d p n s  — s d p m r s
(P. S. Ms.)

This is the Prati madhyama parallel of 
the Janaranjani raga.

DES'YA KAMAS, a janya raga derived 
from the 28th mela, Harikambhoji :

s m g m p d n s  — s n d p m g s

The phrase s r g m g r s occurs as a vis'e- 
sha sanchara in this raga (5. K.)

DES'YA KAN ADA, a janya raga derived 
from the 22nd mela, Kharaharapriya :

s r g m d n s — s n p G m r s

The phrases, s n p n  s and p d n d p G m  
r s occur as vis'esha sancharas (S. K.)

DES'YA KAPI, a janya raga derived from 
the 22nd mela, Kharaharapriya :

s r m p n s — s n d n p m g r s

This is the same as the raga, Hindus­
thani kapi.

DES'YA KRIYA, the mode of reckoning 
the tala angas pertaining to the Des'i system " 
as opposed to the mode of ^reckoning pertain­
ing to the Margi system.

DES'YA KRIYASHTAKAS, the eight 
acts involved in the reckoning the tala angas. 
They ase:

(i) Dhruvaka, cauterization without 
producing any sound.
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. (ii) Sarpini, moving the right arm 
towards the left.

(iii) Krushya, moving the right arm from 
. left to right.

(iv) Padmini, moving the hand down­
wards, with the palm turned 

• towards the ground.

(v) Visarjita, stretching the hand out­
wards t.e. waving the right hand 
to the right.

(vi) Vikshipta, closing in of the fingers
in the act of counting.

(vii) Pataka, Lifting the right hand
upwards with the palm turned 
towards the ground.

(viii) Patita, bringing the hand (that has 
been moved upwards in the act of 

* Pataka) downwards.

DES'YA LAGHU, the name for Kharida 
jati laghu ( I s ) .  This is reckoned with a beat 
and four finger-counts.

DES'YA MANOHARI, a janya raga deriv­
ed from the 22nd mela, Kharaharapriya :

s r g m p d s — s n p m g r s

DES'YA MARUVA, a janya raga derived 
from the 54th mela, Vis'vambhari

s r g m n s  — s n p m g r s  (S. S. P. S.)

DES'YA MUKHARI, a janya raga derived 
from the 25th mela, Mararanjani:

s r g r g m n d  n s  — s n d m p g r s
(S. K.)

DES'YA NARAYANI, a janya raga 
derived from the 6th melakarta, Tana’rupi:

s r g m p n s — s n d n p m g r s  (S. K.)

DES'YA NATAKURANJI, a janya raga 
derived from the 55th mela, S'yamalangi:

s r g m p d p n s  — s n p d p m g r s
(S. S- P.  S.)

DES'YA REGUPTI, same as Des'ya 
Revagupti (see below).

DES'YA REVAGUPTI, a janya raga 
derived from the 15 th mela, Mayamalavagaula:

s r g r m p d n s  — s d n d p m g s
(S. K.)

DES'YA SANKIRNA LAGHU, a variety 
of laghu consisting of a beat and 9 finger 
counts I 10. This kind of laghu is also called 
Varna laghu.

DES'YA S'RI, a janya raga derived from 
the 58th mela, Hemavati:

S r g m d n d s  — s n d m g r s
(S. S- P. S.)

DES'YA S'UDDHA SANKIRNA LAGHU, 
a kind of laghu consisting of a beat and 
15 finger counts I 16. This variety of laghu is 
also called Karnataka laghu.

DES'YA SURATI, a janya raga derived 
from the 6th melakarta, Tanarupi:

s t n r g m p d n  — p tn g r s n (S . K.)

DES'YA TODI, a janya raga derived 
from the 8th mela, Hanumatodi:

s g m p d n s — s n d p t n g r s  *

The phrase n d p G m p t n g r s  occurs 
as a vis'esha sanchara.

This raga is obtained when thfl 
dhaivata svara of Kambhoji raga is 
taken as the tonic note.

DEVABHARANAM, a janya raga derived 
from the 49th mela, Dhavalambari:

s g r g m d n s  —  s n d n p m g r s
(S. S. P .  S.)
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DEVADATTAM, the conch of Arjuna.

DEVADUNDUBHI, the celestial drum 
mentioned in the Ramayana. Valmiki, tells 
us that this drum roared on all auspicious 
occasions.

DEVAGANDHARA, a raga mentioned 
under the class of Suryamsa ragas in Narada’s 
Sangita makaranda.

This raga also figures in the composi­
tions of Purandara Dasa (See the song 
Paraku Bhimaneudu. Part IV, P. 19 
of the Udipi edition of Purandara 
Ddsara Kirtanagalu—Published by 
Pavanji Guru Rao).

DEV A GANDHARI, a janya raga derived 
from the 29th mela, Dhira s'ankarabharana :

s r tn p d s — s n d p m g r s

The phrases, p d n s and m p D;  n s R\  
. occur as vis-esha sancharas. A 

bhashanga raga. The foreign note 
kais'iki nishada occurs in the phrase 
p d n d n t p d p  and P  d n d p. The 
notes of the Pythagorean scale i. e. 
notes of frequencies 9/8, 81/64, 27/16 
and 243/128 figure here. That is, besides 
Shadja, Panchama (3/2), chatus's'ruti 
rishabha (9/8), s'uddha madhyama (4/3) 
and chatus's'ruti dhaivata (27/16), the 
notes tivra antara gandhara or chyuta 
madhyama gandhara (81/64) and tivra 
kakali nishada or chyuta shadja nishada 
(243/128) figure in this raga. Devagan- 
dhari is an ancient raga. It is useful for 
depicting the vira (heroic) rasa. 

* Tyagaraja has immortalised this raga
in his kriti, Kshira sagara s>ayana.

DEVA GHOSHA PRIYA, a janya raga 
derived from the 28th mela, Harikambhoji:

d t t S r g f n p d  — d p m g r s t t d

This is a dhaivatantya raga.

s r tn p d s — s n d p m s r s
4P. S. Ms.)

The S. S. P. S. mentions another raga 
of the same name as a derivative of 
the 49th mela, Dhavalambari and 
with the following arohaija and 
avarohana:

s r m p d s — s n d p m g r g s

DEVAGIRI, the modern Daulatabad in 
the northern part of the State of Hyderabad.
It was there that S'arngadeva, the author of 
Sangita ratnakara lived and wrote his famous 
lakshatja grantha, sometime between 1210 and 
1247 A.D.

DEVAGIRVANI, a janya raga • derived 
from the 66th mela, Chitrambari :

s g r m p s ------ s p M g r s

DEVAGUPTAM, a janya raga derived 
from the 28th mela, Harikambhoji :

s r g m p d n s  — s d p m g s (P.,S. Ms.)

DEVAGUPTI, same as the raga Deva- 
guptam (see above) {S. K.)

DEVAKANTA, a janya raga derived from 
the 58th melakarta, Hemavati :

s g m p d p n s  — s d p m r s {S. S. P. S.)

DEVAKELI, a dasi raga mentioned for , 
the ragiriis of Vasanta raga, in the Brihad- 
dharma purana.

DEVAKOTI, a janya raga derived from 
the 50th. mela, Namanarayaiji.

D E V A G IR I, a  ja n y a  rag a  d eriv ed  from
th e  51st m ela, K a m a v a rd h a n i:

s r m g t n p n s  —  s d p tn r  g s
(S . 5 . P.  S.)
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• DEVAKRI, a stri raga mentioned in 
Narada’s Sangita makaranda. The Raga 
vibodha of SOmanatha also mentions this raga-

DEVAKRIYA, a janya raga derived from 
the 22nd mela, Kharaharapriya :

. s g r g m p d n d s  — s n d p m g r g s

T h is  is  an u p an ga  raga . T yag a ra ja ’s 
Nati mata marachitivo is  a  w ellk n ow n  
k riti in  th is  raga.

The S. S. P. S. mentions another raga 
of the same name and as a derivative 
of the 20th mela, Nathabhairavi and 
with the following arohana and 
avaroharia:

s r g m  n d n — p d m  g r  s n

In the Dikshitar school, the raga S'uddha 
saveri goes by the name Devakriya. 
The song Sri Guruguhatdrayas'umdm  
of Muthuswamy Dikshitar is given as 
Devakriya. It is set in S'uddha saveri.

DEVAKRTI, one of the ragas mentioned 
in the Sangita ratn&kara under the heading 
of Kriyanga ragas. The other two ragas 
mentioned under this head are Ramakrti and 
Gaudakrti. The Sangita sudha also mentions 
this raga under the class of Kriyanga ragas.

DEVAKURANJI, a janya raga derived 
from the 27th mela, Sarasangi:

s r g m p d n s  — s n d m g r s (S. K.)

• DEVA KUSUMAVALI, a janya raga 
• derived from the 6Qth melakarta, Nitimati:

s m g m p s — s n p  m g r s
(S. S. P.  S.)

DEVA KUTAM, a janya raga .derived 
from the 25th mela, Mararanjani:

s r g m p d n s - ^ s d p  m r  g r s

DEVALA, an upanga raga mentioned in 
the Sangita ratnakara. The Sangita sudha 
mentions this as an upanga raga.

DEVA MALAKA, a janya raga derived 
from the 43rd mela, Gavambhodi:

s g m p n s - ^ - s n p d p m g t s .
(5. S. P S.)

DEVA MALAV1, a janya raga derived 
from the 56th mela, Sharimukhapriya :

s r g m p d n — n d p m g r s n

This is the Nadanamakriya raga pattern 
of arOha^a and avarOhana but derived 
from the Shaijmukhapriya mela.

DEVAMANI, a janya raga derived from 
the 33rd mela, Gangeyabhushalji :

s r g p d n s  — s n d p g r s  (S. S. P.  S.)

DEVA MANOHARI, a janya raga deriv­
ed frcm the 22nd mela, Kharaharapriya :

• •

s r m p d n s — s n d n p m r s

U p a n g a  raga; ri, ma an d  ni are the  
jiva  sv a ra s . C an be su n g  a t a ll t im e s . 
Kannatandri napai o f T y a g a ra ja  is  
a w e llk n o w n  k r it i in  th is  raga.

DEVAMAYA RUPA OF A RAGA, a raga 
has its dual (audio-visual) aspect. Nadamaya 
rUpa comprises its sound picture i.e. the individ­
uality of the raga as revealed by its particular 
notes, gamakas, etc. The other is the visual 
picture of the individuality of the raga, through 
the Devata deity associated with it. The appear­
ance of the Devata, the colour of the dress, 
decoration, beauty, environments, mental state* 
etc. contribute to the visual individuality Of the 
raga.

DEVAMRITA VAHINI, a janya raga 
derived from the 64th mela, Vachaspati:

s g m p n d n s  — s n d n p m g r s
(5. S. P.  S.)
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DEVAMRITA VARSHINI, a janya raga 
derived from the 22nd mela, Kharaharapriya:

s r g m n d n s  — s n d p m g r s

Upanga raga; ma,  dha and ni  are the 
jiva svaras ; s m g m  and s d n p 
are vis'esha prayogas. Can be sung 
at all times- Tyagaraja has immor­
talised this raga in the wellknown 
kriti, Evarani nirnayinchirira. This 
is the solitary composition in this raga.

DEV A MUKHARI, a janya raga derived 
from the 22nd mela,, Kharaharapriya :

s r g m p d n s  — s n d m p m r g m r s
(S. K.)

DEVAMUKHI, a janya raga derived from 
the 28th mela, Harikambheji :

s r g p d s  — s d p m g r s  (S. K )

DEV A NAYAKI, a janya raga derived 
from the 69th mela, Dhatuvardhani :

s r g m d n s — s n d m g r s

DEVARANJANI, a janya raga derived 
from the 22nd mela, Kharaharapriya :

s g r m p d n s  — s d p m g r s  (S. K.)

The S. S. P.  S.  mentions another raga 
of the same name as a derivative of 
the 28th mela and with the following 
arOhana and avarohapa:

s r g p  d x — s d p m g r s

DEVARANJI, a janya raga derived from 
the 15th melakarta; Mayamalavagaula :

s m p d n s — s n d p tn s

DEVARASHTRAM, a janya raga derived 
from the 69th melakarta, Dhatn vardhani :

t  r g tn p n s —  s n d p m g r s  (P. S. Ms.)

D E V A M R IT A  v a r s h i n i

DEVARA VARDHANI, a raga belonging 
to Tamil music of the mediaeval period and 
mentioned in the Sangita ratnakara.

DEVAR NAMA-S, the collectiveipame given 
to the devotional songs of Purandara Dasa, 
Kanaka dasa and other illustrious Kannada 
composers.

DEV A SALAGAM, a janya raga derived 
from the 25th melakarta, Mararanjani:

s g p d n s — s n d p m g r s

DEVAS'RAMAM, a janya raga derived 
from the 53rd melakarta, Gamanas'rama :

s r g m d n s — s n d m g r s (P. S. Ms.)

This raga is the same as the raga, Hamsa- 
nandi.

DEVATALI, one of the 16 perumpart or 
major ragas of ancient Tamil music.

DEVA VADYAM, literally a musical 
instrument used by celestials. The term is used 
with reference to all dignified instruments like 
the Vina.

DEVUDU AYYAR, KARUR, a Violinist 
and a relative of the famous composer, Kartir 
Dakshinamurti Sastri. The compositions bearing 
the signature 11 Garbhapuri ” are the conjoint 
productions of these two musicians, the former 
supplying the dhatu for the latter’s sahitya and 
vice versa. He was a Telugu Brahmin of the 
Muriginadu sect. He lived in Karur in 
Tiruchirapalli District of South India.

DHA, the name of the sixth note of the* 
scale in Indian Music ; solfa jiame for dhaivata.

DHA1RYAKARI, a janya raga mentioned 
in C. B. N’s. Key to Hindu music•

DHAIRYAMUKHI, a janya raga derived 
from the 9 th melakarta ; Dhenuka :

i r g tn p d 5 — s n p m p r g
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a g m  p n a — s d p m r g r s  (S . K.)

DHAIVATA, the sixth note of the scale in 
Indian music.

DHAIVATA BHUSH1TA, a raga mentioned 
in the Sangita sudha.

DHAIVATl, one of the seven s'uddha jatis, 
belonging to the shadja grama. This cor­
responds approximately to the nishada murch- 
chana of S'ankarabharapa raga. It is one of the 
Vikrta Panchama melas.

DHAKKA, same as Takka raga (see under 
Takka).

DHAKKA, a large or double-drum.

DHALIVARALI, the name of the 39th 
mela in the asampurna mela paddhati.

DHALU, one of the das'avidha (ten) gama- 
kas ; (see under das'a vidha gamakas).

DHAMA RANJANI, a janya raga derived 
from the 15th melakarta, Mayamalavagaula :

s r tn p n d s — s d m p m r g s

DHAMAVAT1, the name of the 59th mela­
karta in the asampurijn mela paddhati. Since 
this raga also takes a sainpurna arOhaija and 
avarohana, it is in effect the same as the mela 
raga, Dharmavati.

DHANAKRIYA DHATU : a janya raga 
derived from the 20th melakarta, Nathabhairavi :

s r g m p d n d s  — s d p m g r s (5. K.)

DHA NA (MEL'A), the svara mnemonics 
signifying the first mela of a chakra in the scheme 
of 72 melakartas. The phrase dha-na signifies 
the notes, s'uddha dhaivata and s'uddha nishada. 
This is the Pa-type mela.

. D H A IR Y O D A R I, a janya ra g a  derived
from  the 20th m elakarta, N a th a b h a ira v i:

DHA-NI (MELA), the svara mnemonics 
signifying the second mela of a chakra in the 
scheme of 72 melakartas. The phrase dha-ni 
stands for the notes s'uddha dhaivata and kais'iki 
nishada. This is the SW-type mela-

DHA-NU (MEL At, the svara mnemonics 
signifying the third mela of a chakra in the 
scheme of 72 melakartas. The phrase dha-nu 
stands for the notes, s'uddha dhaivata and kakali 
nishada. This is the Go-type mela.

DHANA PALINI, a janya raga derived 
from the 16th mela, Chakravakam :

s r g m p m p s  — s n d p m d m g r s (S. K.)

DHANASARI, a Desi raga mentioned in 
the Chaturdandi prakas'ika.

DHANAS'I, same as the raga Dhanyasi.

DHANASI, same as the raga Dhanyasi. 
The name Dhanasi, occurs in the songs of 
Purandara Dasa. For example the raga of the 
song, Gajavadana (Udipi edition of Purandara 
Dasa’s songs : Part I, P. 3).

DHANAS'RI, same as the raga Dhanyasi. 
The name Dhana&'ri occurs in the Tamil work 
Nattiya sastiram.

DHANKA, a drum used in temple 
processions in South India. It is carried on 
horse-back.

DHANKI, the drum used to provide 
rhythmical accompaniment for the music of the 
Mukha Vina in the ritualistic music of temples 
in South India.

DHANKINI, a tala mentioned in the 
Tamil work, Natanadi vadya ranjanam. This 
is same as the tala, Dhenkika. .

_  i

DHANNAS'I, same as the raga Dhanyasi. 
The name Dhannas'i occurs in the Sangita 
ratndkara and Sangita makaranda.

DHANUPRIYA, a janya raga derived 
from the 69th mela, Dhatuvardhani :

s r g m n s  —  s n p d m g r s  {S. S. P.  S.)
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DHANURVINA, an ancient stringed 
instrument played with a bow.

DHANYAKRTI, one of the 12 kriyanga 
ragas mentioned in ancient works-

DHANVI, stringed instruments played 
with a bow.

DHANVIJA, the tone emanating from 
stringed instruments of the bowed class.

DHANYASI, a janya raga derived from 
the 8th mela, Hanumatodi:

s g mp n s — s n d p m g r s

Upanga raga; ga and ni are jiva svaras ; 
these two notes are sung as long notes 
and with kampita gamaka; p N  s D p 
is a vis'esha sanchara. A tristhayi raga ; 
pa  is a good resting note; ri, ma and 
dha are not nyasa svaras ; ri and dha 
are not kampita svaras. Useful for 
singing s'lokas, padyas and viruttams. 
Also useful for devotional themes and 
for singing themes of a descriptive 
nature. This raga figures in operas 
and dance dramas. An auspicious raga. 
Morning time is its ganakala. Manga- 
lams are composed in this raga.

DHANYAS'IKA, the name of the raga 
Dhanyasi, as found in the Raga vibodha of 
Somanatha (1609 A.D.) The work mentions 
this as an auspicious raga.

, DHARAJU, the raga mentioned for the 
song of Purandara Dasa, MutLu koneyali (See 
the Udipi edition, Part III, P. 13).

DHARANI MANOHARI, a janya raga 
‘derived from the 29th mela, Dhira s'ankara- 
bharana:

s r g m p n p s  — s n d n p m g m r s

DHARANI PRIYA, a janya raga derived 
from the 6th mela, Tanarupi:

DHARA PALLAVAM, a janya raga 
derived from the 65th mela, Mechakalyani:

s r m g m p n s  — s n d p m g m r g r s
*(P. 5. M s.)

DHARBHAKULAM, same as the raga 
Darbhakulam. (See under Darbhakulam),

DHARMANI, a janya raga derived from
the 49th mela, Dhavalambari :

'  (

s r  g  m  d  n s — s n  d  m  g  r s (5. S. P . S.)

DHARMA PRAKAS'INl, a janya raga 
derived from the 20th mela, Nathabhairavi:

s r m p n s — s d m g  r s (S. K .)

The S. S. P. S. mentions this raga as a 
janya of the Kharaharapriya mela, 
which means that the dhaivata svara 
is chatus's ruti and not s'uddha.

DHARMASENA. the name given to 
Appar (one of the three authors of the Teva- 
ratn) when he embraced Jainism.

DHARMAVATI, the name of the 59th 
melakarta raga :

s r g m p d n s  — s n d p m g r s

Besides shadja and panchama, the notes 
taken by this raga a re : chatus's'ruti 
rishabha, sadharana gandhara, prati 
madhyama, chatus's'ruti dhaivata, 
kakali nishada.

The kriti Datavu nivegaka in Telugu by ’ 
Tiruvottiyur Tyagayyar is a fine ’ 
composition in this raga.

DHARMINI, a janya raga derived from 
the 51st mela, Kamavardhani :

s r g  m d  n s — s n p m d m g r s
s r g  d  n s — s n d g r s (C. B.  N. ) (P. S. Ms.)
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s r m g m n d n s  — s d p m r s

DHATA MANOHARI, a janya raga deriv­
ed from the 22nd mela, Kharaharapriya :

s p m p d n s — s n p m g r s (S. K.)

DHATI MANJARI. a janya raga derived 
from the 28th mela, HarikambhOji:

s t g  m  p  d  s — s n p  m  r s (S.  K .)

DHATRI, a janya raga derived from the 
63rd mela, Latangi :

s r m  p d  n s — s n d  p  m  r s ( S.  S .  P.  S. )

DHATTA TALA, one of the 120 Des'i talas 
mentioned in the Sangita ratnakara.

DhfATU, the technical term signifying the 
music of a composition as distinguished from the 
term matu ’ which signifies the sahitya or the 
libretto of ttie composition.

DHATU MANOHARI, a janya raga derived 
from the 22nd mela, Kharaharapriya :

s p  m p  d  n s — s n p  m g  r s (S.  S  P.  S. )

(Same as the raga, Dhata manohari).

DHATU PANCHAMAM, a janya raga 
derived from the GOth mela, Dhatuvardhani:

s r g m p n p s  — s n d p m r g m r s
(S. S. P. S.)

DHATU PRIYA, a janya raga derived from 
the 63rd mela, Latangi:

s r p  m p  d  s — s n d p m g m r s
(S. S. P. S.)

DHATUVARDHANI, the name of the 69th 
melakarta :

s r g m p d n s  — s n d p m g r s  
15

. D H A TA K U N D A , a janya ra g a  derived
from  the  15th m ela, M ayam alavagaula :

Besides Shadja and Panchama, the notes 
taken by this raga are: Shats'ruti rishabha 
Antara gandhara, Prati madhyama, 
S'uddha dhaivata and Kakali nishada.

DHAULA, a large double-faced drum.

DHAULIKA, a janya raga deriyed from 
the 1st melakarta, Kanakangi:

s r m p d n s — s n d p m g r s  (S. K.)

(This is the Kapinarayarii raga pattern of 
arOharia and avarohana but derived from 
the Kanakangi mela).

DHAULIKA GAULA, a janya raga derived 
from the 20th mela, Nathabhairavi :

s r m p d n s — s n d n p g m r s  (S. K.)

DHAUMYA RAGAM, a janya raga derived 
from the 59th melakarta, Dharmavati:

s r g m p d s — s n d p m g r s  (G. L.)

(This is the KambhCji raga pattern of 
arShana and avarohaija but derived from 
the Dharmavati mela).

DHAUREYANI, a janya raga derived from 
the 45th mela, S'ubhapantuvarali:

s r g m n s — s n d p m g r s  (P. S. Ms.)

DHAUTA PANCHAMAM, the name of the 
69th mela in the asampurUa mela paddhati:

s r g m p d n s  — s n d p m r G s

The following phrases: m p d S  | n p n S  | 
s n p m p \ d p m p \ r g S  establish the 
individuality of the raga.

Muthuswamy Dikshitar has composed a 
kriti, Matangi M arakatangi in this raga.
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DHAVALA, (l) mentioned as a janya rAga 
belonging to the Sriraga mela, by Somanatha in 
his R a g a  v ib o d h a .

(2) A variety of prabandha of 4, 6 or 8 
padas and is sung on auspicious 
occasions like marriages.

Dhavala is one of the items of vocal music 
sung during the performance of s a r v a  
v a d y a m  in temple rituals. (See under 
Cheyyur P. 88).

DHAVALA HAMSI, a janya raga derived 
from the 57th mela, Simhendramadhyama :

s r m p d s —■ S n d p m g r S  (G. L.)

This is the Saved raga pattern of arohana 
and avarohana and derived from the 
Simhendramadhyama mela.

DHAVALA KESARl, a janya raga derived 
from the 8th mela, Hanumatodi:

s r g m p d n s  — s  n p  m  g  s  (S . K. )

DHAVALAMBARI, the name of the 49th 
melakarta :

S r g m p d n s  — S n d p m g r S

Besides shadja and panchama, this mela 
raga takes the notes, s'uddha rishabha, 
antara gandhara, prati madhyama, s'ud­
dha dhaivata and s'uddha nishada.

DHA VAL'ANGAM, the name of the 49th 
mela, in the asampurpa mela paddhati:

s r g m p  d s  — S n d p m g r S

' Muthuswamy Dikshitar has composed a 
small kriti :n this raga beginning with 
the words : Sringaradi.

DHAVALANGI, a janya raga derived 
from the 15th mela, Mayamalavagaula :

s r g m p d p s  — s n d p m g r s  (S,  K. )

The S.  S.  P.  S.  mentions another ra^a 
of the same name, as a janya of the 
49th mela Dhavalambari and with the 
following aroharta and avarohaija :

s m g m p d n d s  — s n d p m g r s

DHAVALA SARASlRUHAM, a janya 
raga derived from the 44th mela, Bhavapriya .

s r g m d p n s  — s n d  m g r s (G. L. )

DHAVALA VAHINI, a janya raga deri­
ved from the 20th mela, Nathabhairavi:

s r g  p n s — s n d p m g r s  (S . K. )

DHAVAL’I HAMSI, same as the raga 
Dhavala hamsi; (see under Dhavala hamsi).

DHENKA, a form of Kinnari found in 
South India. It has two cocoanut shells as 
resonators and cowrie shells as frets.

DHENKIKA, one of the classical 108 
talas taking a guru, laghu and guru [8 1 8 ]. 
An avarta equals 5 matras or 20 aksharakalas- 
The structure of this tala corresponds to the 
prosodial foot, ragana.

DHENUKA, the name of the 9th mela- 
karta raga :

s r g m p d n s  — s n d p m g r s

Besides shadja and panchama, this raga 
takes the notes, s'uddha rishabha, 
sadharaija gandhara, s'uddha madh-. 
yama, s'uddha dhaivata and kakali . 
nishada. It is a sarva svara gamaka 
varika rakti raga; ga and ni are the 
jiva svaras. The individuality of the 
raga is established by rendering the 
gd long. Morning raga. A mela raga 
which came to prominence through 
Tyagaraja’s kriti, Teliyaleru Rama.-



• DHI, (1) the second of the fundamental 
rhythmical solfa syllable in the group—ta 
dhi tom nam.

(2) In the mnemonic nomenclature
for the svarasthanas in the 
octave, the syllable dhi signifies 
the note chatus's'ruti dhaivata 
(tirva dha or A).

(3) In the mnemonic nomenclature
for the 22 s'rutis, the syllable 
dhi signifies dvis'ruti dha (fre­
quency 8/5) in the series : dha, 
dhi, dhu, dhe.

DHlKARUNI, a janya raga derived from 
the 52nd mela, Ramapriya :

s r m r m g m d p n d n s  — s n d p m g r s
(S. S. P. S  )

(This is a rare example of a raga with a 
chatus's'vara vakra arohaha).

DHIMA TALA, a tala used in Hindus­
ta n i  music. It is 4 4 4 4 with the sam on 
the first-beat. Also called Adi tala in Hindus­
ta n i  music.

DHI-NI (MEL A), the svara mnemonics 
signifying the fourth mela of a chakra in the 
scheme of 72 melakartas. The phrase dhi-ni 
signifies the notes, chatus's'ruti dhaivata and 
kais'iki nishada. This is the Bhu-type mela.

DHI-NU (MELA), the svara mnemonics 
signifying the fifth mela of a chakra in the 
scheme of 72 melakartas. The phrase dhi-nu 
.signifies the notes, chatus's'ruti dhaivata and 
kakali nishada. This the Ma-type mela.

DHIRA, the name of the sankirija jati 
Ata tala | 9 | 9 O O An avarta = 22 ak-
sharakalas.

DHIRA KALA, a janya raga deriv.ed from 
the 22nd mela, Kharaharapriya :

s r g p n d s —’ s n d p m g r s  (S . K.)

D H I

DHIRAKARI, a janya raga derived from 
the 59th mela, Dharmavati:

s r g m p d n s  — s d n p m g r s  (G. L.)

DHIRA KUNTALI, a janya raga derived 
from the A91h melakarta, Dharmavati:

s m p d n s — s n d p m g r s  (G. L.)

DHlRAMATI, (1) a janya rSga derived 
from the 13th mela, Gayakapriya :

s r m p d s — s d m r g r s (S. K.)

(2) a janya raga derived from the 
29th mela, Dhira s'ankarabharaija :

s g r g m p m n d s  — s n p d s p m g r s
(G. L.)

DHIRA S'ANKARABHARANAM, the 
name of the 29 th melakarta :

s r g m p d n s  — s n d p m g r s

Besides shadja and panchama, the notes 
taken by this karta a re : chatus's'ruti 
rishabha, antara gandhara, s'uddha 
madhyama, chatus's'ruti dhaivata and 
kakali nishada.

DHIRASAVERI, a janya raga derived 
from the 69th mela, Dhatuvardhani :

s r g m p d n s  — s d p m g r s (G. L.)

DHIRA SVARUPI, a janya raga derived 
from the 49th mela, Dhavalambari :

s r g m p d n st— s d n d p m g s  (G. L.) •
DHIRA SVARUPINI, same as the janya 

raga, Dhira svarupi. (G. V. P )

DHlSHANARATI, a janya raga derived 
from the 15th melakarta, Mayamalavagaula :

s r  g m d n  s —  s n d p d m r S n d n S
(S. S- P. S.)

D H IS H A N A R A T I[1 1 5  1
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DHIVAKRIYA, a janya raga derived from 
the 49th mela, Dhavalambari:

s r m p d s — s n d p m g r s  (S. S. P. S.)

DHOL, (DHOLU, Tel.; TAVIL, Tam). 
This is the drum used to provide . rhythmic 
accompaniment in Nagasvaram concerts in 
South Inclia. The loudness of this drum 
matches aptly with the loud tone of the 
nagasvaram.

The Nagasvaram band is intended for 
out-door music. It is appropriately 
called the P triya  (big) milam. As 
against this is the Chinna (small) mStam 
or the Dance band. The Dance band 
is intended for being performed indoors 
and the instrumental music herein is 
soft and pleasing.

The Dhol consists of a cylindrical shell, 
hollowed out of a solid block of wood. 
It is about 20 inches long and 12 inches 
in diameter. The skin on the two sides 
is stretched ever hempen hoops fasten­
ed to the shell and strained by means 
of leather thongs inter-laced. A band 
of leather passing round the shell along 
the middle over the braces serves to 
tighten the instrument up to the desired 
pitch. The thickness of the wall of the 
shell varies from 1/8 to 1/10 of an inch. 
The right head is the main playing head. 
This head is played by the right hand, 
wrist and fingers. The left head is 
struck with a stick held in the left 
hand. This is a plain-faced drum. Just 
as in the mridangam, there are also the 
right-handed and left-handed performers 
on the Dhol. The Dhol is the wedding 

* drum of India.
Rana dhol is the martial drum.
DHOLAK, a two-faced drum.
DHOLKI, a smaller Dhol used by women 

in the Deccan.

DHORIKA, a raga mentioned in the 
H a m sa  vilasa .

DHRUPAD, see under Dlnuvapada. •

DHRUTARURA, a janya raga derived 
from the 34th mela, Vagadhis'vari :

s r g tn p d s — s p m g m r g s
(S. S■ P. S.)

DHRUTI VARDHANI: a janya ra'ga 
derived from the 29th mela, Dhira s'ankara- 
bharana:

s g m p d s — s n d p m r g r s  (S. K.)

DHRUVA (TALA), the name of the first 
of the stiladi sapta talas ; its component angas 
are ; laghu, drutam, laghu, laghu [ | O | | ]

DHRUVA, a kind of musical composition 
referred to by Bharata in his Natya s'astra 
and used in dramas.

Dhruvas were classified into :
Praves'iki, Kshepaki, Prasadaki, Anta- 

radhruva and Naishkramika dhruva.
The ancient raga, Gandharodlchyava was 

used in Dhruva ganam.

DHRUVA, the introductory section of a 
song corresponding to the Pallavi and repeat­
ed as a kind of chorus at the end of each 
subsequent section of the song- In the Gita 
GOvinda of Jayadeva, this section is seen.

DHRUVA, one of the four dhatus or 
component limbs of the prabandhas of ancient 
and mediaeval times, the other three being 
Udgraha, Melapaka and Abhoga. The Dhruva 
was the essential or the constant section of 
the form, prabandha.

DHRUVA, one of the eight Marga 
Kriyashtakas or 8 modes of reckoning tala 
angas according to the Margi system This 
was a sas'abda kriya and consisted in cauteri­
zation or snapping of fingers with sound.

DH&UVA GANAM, Music or the Recital 
of the Dhruvas or the songs used in the 
dramas of ancient times.
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. DHRUVAKA, one of the eight Des'ya 
Kriyashtakas or 8 modes of reckoning tala 
angas according to the des'i system. Dhruvaka 
consists in cauterization or snapping of fingers 
without producing sound. This was a nis'- 
s'abda kriya.

DHRUVPADA (DHRUPAD), a form of 
song in Hindusthani music. It is sung in slow 
tempo and has the sections: Astai, Antara, 
Sanchari and Abhog. Raja Man Singh of 
Gwalior (i486 — 1517 A. D.) is generally consi­
dered the father of this type of composition. 
The compass of this form generally extends 
over three octaves.

DHRUVA RUPAKA, a kind of time- 
measure met with in gitas. In a gita set in 
Dhruva rupaka tala, there are two drutas and 
two laghus at the start and these are followed 
by the normal rupaka tala avartas i. e. dru- 
tam, laghu, dnatain, laghu etc. If the gita 
consists ‘of two sections or khandikas, this 
rhythmic arrangement will be noticed at the 
commencement of the second section also 
The gita Areydnaka in Nata raga is a good 
example.

DHRUVA ViNA, the experimental vina 
used in the Dhruva vina—chala vina ex­
periment for demonstrating the 22 s'rutis and 
wherein the pitch of the strings was kept cons­
tant. It was also called Achala vina. The oppo­
site of this was the chala vina wherein the 
pitch of the seven strings was reduced, step by 
step, in four stages. The frequencies of the 
strings in the four stages were reduced res­
pectively by the intervals of 81/80, 256/243, 
25/24 and 81/80 or 22, 90, 70 and 22 cents 

• respectively. The sum total reduction effected 
during the four stages was the interval of a 
chatus's'ruti, 9/8 or 204 cents.

DHUDl MALLAR, a raga of Hindusthani 
music. (C. B. N.)

DHUMALA. a janya raga derived/rom the 
42nd mela, Raghupriya :

s r g m d n — p m r g r s IS. S. P. S.)

DHUN, a popular song of Hindusthani 
music.

DHUN A, the raga of the song Anjani 
Kumara of Tulasi dasa (T. P. K’s Bhagavad 
Bhajana Paddhati P. 50).

DHUN I BHINNASHADJAM, the name 
of the 9th mela in the asampurna mela 
paddhati.

DHU-NU (MELA), the svara mnemonics 
signifying the sixth mela of a chakra in the 
scheme of 72 melakartas. The phrase dhu-nu 
signifies the notes, shats'ruti dhaivata and 
kakali nishada. This is the Sha-type mela.

DHURJATI PRIYA, a janya raga deri­
ved from the ;3 0 th mela, Naganandini:

s r m p d n s — s n d p m r s  (S. S. P.  S.)

DHURVANKI, a janya raga derived from 
the 29th mela, Dhira s'ankarabharana :

s r m p d s — s n p d p m g r s  (G. L.)

DHUSARAVARNI, a janya raga derived 
from the 19th mela, Jhankaradhvani:

s r p d n s — s n d p r s (S. S. P. S.)

DHUTI RAGA, a class of ragas mention­
ed in some works. This denotes a messenger 
(lady) raga. This belongs to the Raga-Ragipi 
parivara system of Raga classification.

DHVAJAKRIYA, a janya raga derived 
from the 27th mela, Sarasangi:

s r g m p s — s n p m g m r g r s  (S. K.)

DHVAJONNATAM, a janya raga derived 
from the 29th mela, Dhira s'ankarabharapa :

s r g m d n s — s p in g r s
(P. S. Ms.  and S. K.)
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DHVANI, literally sound. In the Datti- 
lam, this word is used in the sense of s'ruti. 
The author talks of 22 dhvanis (s'rutis) in the 
octave.

DHVAU JHENKARAM, a janya raga 
derived from the 29th mela, Dhira s'ankara- 
bharafla .

s r g m d n s — s n d m g r s {P . S. Mi.)

DIATOMIC SEMITONE, the purpa dvi- 
s'ruti interval—frequency 16/15- This interval 
exists between the antara gandhara and s'ud- 
dha madhyama.

DIGU JARU, (Tel.) the descending glide. 
This is a grace involved in gliding down from 
one note to another lower note without at the 
same time giving an aural impression of the 
individuality of the intervening note or notes. 
This is a variety of the gamaka, ullasita.

DIGVIJAYAM, one Sf the 124 talas 
mentioned in the Telugu work, Raga tala 
Chintamani (17th cent.)

DIK. literally direction; same as Dis'i. 
The word ‘Dik’ is used in Bhuta sankhya to 
denote number ten. In the work Svararnavatn, 
the word signifies the tenth svarasthana cor­
responding to chatus's'ruti dhaivata, in the 
gamut of 12 notes.

DlKSHANGI, a janya raga derived from 
the 46th mela, Shadvidhamargiiji :

s r s m p d n s  — s n d p m g s r s
(5. S. PS.)

DILlPAK AM, a janya raga derived from 
the 22nd mela, Kharaharapriya :

s r g r m p n d n p d  n s  — s n d p m g r s

One of the ragas which we owe to 
Tyagaraja- His “ Rama itiyeda ” in 
this raga is a wellknown classical 
piece. This raga takes a trisvara 
vakra arohapa.

[
DILRUBA, a North Indian stringed 

instrument with frets and played with a bow. 
It as a mellow, delicate and sweet tone. It is 
used as an accompaniment in concerts of 
Hindusthani music. *

The Dilruba has a belly covered with 
sheep parchment. It has 19 frets and 
these are movable, and not fixed as'in 
the South Indian Vipa. It has four 
main playing strings and 22 sympathetic 
strings passing underneath. The instru­
ment is about three feet long and the 
width of the belly is about six inches. 
The bow made of horse-hair is about 
l j  feet long. The instrument is held 
vertical and bowed underneath and 
played. The strings are tuned to the 
notes: s p s m. The madhyama
string is the principal string. The lower 
octave strings are of brass and the 
middle octave strings are of steal.

DINADYUTI, a janya raga derived from 
the 20th melakarta, Nathabhairavi :

s r g m p n s — s n d p m g m r g s  (S. K.)

DIN AK ARAKANTI, a janya raga deri­
ved from the 27th melakarta, Sarasangi:

s m g m p s — s n d p m g s

DINDI, a Mahratti musical form sung in 
Katha kalakshepams.

DINDI, a kind of musical instrument.

DINDIMA a small drum. It is men­
tioned in the Rdmayana. It is a variety of 
parai.

DINDIRA, a kind of musical instrument.

DIPADAI, (Tam.) same as Dvipada (see 
under Dvipada). The Rama natakam of 
Arunachala Kavirayar contains many fine 
Dipadais.

DIPAHASTA, mentioned in the Brihad- 
dharma purana , as one of the dasi ragas of 
Dipaka (one of the six primary ragas)-

1
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having the following angas ; two drutas, two 
laghus and two gurus O O | | 8 8 (7 matras 
for an avarta).

DlPAKA, one of the six primary ragas 
mentioned in the Brihaddharma purana. Men­
tioned also in the Sangita ratnakara and 
other ancient works. The Sangita sudha 
mentions it as one of the 21 Ragangas.

DIPAKAM, a janya raga derived from 
the 51st melakarta, Kamavardhani :

s g m p d p s  — s n d n p m g r s  (S. K.)

One of the few ubhaya vakra ragas- 
Tyagaraja’s “ Kalala nBrchina ” is a 
wellknown kriti in this raga.

DlPA KARNA, mentioned in the Brihad. 
dharma purana, as one of the dasi ragas of 
Dipaka, a primary raga.

DIPAKSHI, mentioned in the Brihad- 
dharma purana as one of the dasi ragas of 
Dipaka, a primary raga.

DlPA RAGA, a raga mentioned in 
Pars'vadeva’s Sangita satnaya sara.

DlPARAM, a janya raga derived from the 
10th melakarta, Natakapriya :

s r g m p d n s  — s n d n p m g r s

DIPAVAKTRA, mentioned in the Bri- 
• haddharinapurana as one of the dasi ragas of 

• Dipaka, a primary, raga. .

DlPA VARNA, mentioned in the Brihad­
dharma purana, as one of the dasi ragas of 
Dipaka, a primary raga.

DlPIKA, a raga mentioned in the Chdtnr- 
dandi Prakas'ika ; same as Dipakam.

derived from the 20th melakarta, Natha- 
bhairavi.

s g m p d p n s  — s d p m r s (S. K.)

DlPINI JATI PRABANDHA, the pra- 
bandha composition which had four of the six 
angas of the form, prabandha (sde under 
prabandha).

DlPTA, one of the five jatis—(characteris­
tics) mentioned for the 22 s'rutis by S'arnga- 
deva. Dipta means shining or illustrious. 
The other four s'ruti jatis are, Ayata, Karuna, 
Mrdu and Madhya.

DIPTA, a synonym for Pluta-

DIPTIMATI, the name of the second 
rishabha s'ruti in Narada’s nomenclature for 
the 22 s'rutis (see also under S'ruti nomen­
clature).

DIRA, the name of the first Madhyama 
s'ruti in Narada’s nomenclature for the 22 
s'rutis (see also under S'ruti nomenclature).

DIRADAM, one of the derivatives of 
the Palaiyal, a major pan of Tamil music.

DlRGHA, long; a dirgha svara is a long 
note and has a duration of two units time as 
opposed to a hrasva svara, whose duration is 
only one unit time.

DlRGHADARS'I, a janya raga derived, 
from the 65th melakarta, Mechakalyani:

s r t n p d n d s  — s n d p m g m s
(P . S. Ms.)

DlRGHAKA, same as the raga Dirghika 
(see under Dirghika).

DIRGHAMANGALI, a janya raga deriv­
ed from the 47th melakarta, Suvarijangi:

s r m p d s — s d p m g r s  (P .S. Ms.)
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DIRGHANANDINI, a janya raga derived DIVVIYA VARATI, one of the derivatives
from the 40th mela, Navanitam :

p d n S g m r m p n  —  d p t n g r s n d p
' ' ’ (S. S. P. S.)

DlRGHA TARANGINl, a janya raga deri­
ved from the 20th mela, Nathabhairavi:

s g m d n  s — s n d p m g m r g r s  (S. K.)

DlRGHIKA, a janya raga derived from 
the 7th mela, Senavati :

s r  g d n  s — s n d g r s (S. S. P .S.)

DIS'I, denotes the number ten in musical 
mnemonics (Bhuta sankhya). The tenth chakra 
in the scheme of 72 melakarlas aud comprising 
melas 55—SO bears the name Dis'i.

Dis>i-bhti, signifies the fourth mela 
X chakra—58-

in the

DtVt-go, signides the third 
X chakra—57.

mela in the

Dis'i-ma, signifies the fifth 
X chakra—59.

mela in the

Dis'i pa, signifies the first 
X chakra—55.

mela in the

Dis'i-sha, signifies the sixth 
■ X chakra—60.

mela in the

Dis'i-s'ri, signifies the second mela In the 
X chakra—56.

DITON E, an interval comprising two major 
• tones—9/8 X 9/8 = 81/64. This is called the 
Chyuta madhyama gandhara and is the Pytha­
gorean Major third.

DIVIKAMANTINI, a janya raga derived 
Tfrom the 20th mela, Nathabhairavi :

s g r g r n p d p s  — s n d p m r s (S. K. )

DIVITI VADYAM, a two-faced drum 
used by the rural folk in the Andhra des'a. 
The right side is struck with a stick and the 
left side is played with a bent stick.

of the Kurinji yazh. Divviya varati is one of 
the 103 paris referred to in the P in g a la n d a i•

DIVYA BAULI, a janya raga derived 
from the 15th melakarta ; Mayamalavagaula :

s r g p  n s — s d p m g r g s  (S. K.)

DIVYABHARANAM, a janya raga derived 
from the 21st mela, Kiravarji :

s t g m p n $ —  s n p m g r s {Q, V. P .)

DIVYA GANDHARAM, a janya raga 
derived from the 18th mela, Hatakambari:

s m r p d n s  — s d n p m g s r s
( G .  V. P .)

DIVYA GANDHARI, a janya raga deri­
ved from the 20th mela, Nathabhairavi:

s g m p d n s — s n p m g s
(S. K.  and G. L.)

The G. V . P-  mentions another raga of the 
same name under this mela and with the 
following arSharia and avarohaija :

s g r  t n P d  s — s d n d p m g r g s

DIVYA GANDHI, a janya raga derived 
from the 27th mela, Sarasangi:

s r m d n g p s  — s n d p m g r s  (5. K.)

(This is the raga parallel to the raga, 
Kathana kutuhalam but derived from the 
27th mela).

DIVYA KUNTALA, a janya raga derived 
from the 48th mela, Divyamaiji:

s r g m p d s  — s n d p m  g r s
(5. S. P. S.)

(This is the raga corresponding to Kam- 
bhoji but derived from the 48th mela).

DIVYALAGHU, the name of the Divya 
sankirna jati laghu; consists of a beat and five 
finger-counts. Duration six akshara kalas.
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• DIVYAMATI, a janya raga derived from 
the 40th melakarta, Navanitam:

s r g m p d p  n s  — s n d p m g r s
• (P. S. Ms.)

DIVYAMBARI, a janya raga derived 
from the 27th melakarta, Sarasangi :

s p m p d n s  — s p n d p m g r s  (S. K.)

(The S. S. P. S. mentions another raga 
of the same name under the 40th mela 
and with the following arSharja and 
avarohana:

s g r g m p d p n s  —  s n d p m g r s

DIVYANAMA KIRTANA, literally a 
song containing the names of the Lord and His 
praises and intended for being sung in 
bhajanas. The sahitya consists of doxologies.

The Divyariama kirtana is intended 
for congregational singing. Its music 
is very simple. It consists of a pallavi 
and a number of charaijas. The 
charaijas are sung to the same dhatu. 
Sometimes the pallavi is also couched in 
the same tune as that of the charana.
S r i  Rama Jaya Rama (Yadukulakam- 
bhoji raga - Jhampa tala) of Tyagaraja is 
a good example. Such compositions 
wherein the pallavi and the charanas are 
sung to the same dhatu are called 
Ekadhatu Divyanama kirtanas. Com­
positions like Pahi Rdmachandra of 
Tyagaraja (s'ankarabharana raga - Adi 
tala) wherein the dhatu ol the charana is 
different from that of the pallavi are 
called Dvidhdtu Divyanama kirtanas.
In the Ekadhatu Divyanama kirtanas, the 
charaijas are sung continuously without 
repeating the pallavi at the conclusion of 
each charana. But in the Dvidhatu 
Divyanama kirtanas, the pallavi is sung 
at the end of each charana. Tyagaraja 
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composed many Divyanama kirtanas in 
Sanskrit and Telugu. Vijaya Gopala is 
another composer of Divyanama kirtanas 
in Sanskrit. The Divyanama kirtanas 
are sung when the devotees, led by 
the Bhagavatar, make pradakshirtam 
{i.e. circumambulation or marching slowly 
round and round) of the sacred lamp 
brought and kept in the centre of the 
hall for the purpose.

DIVYANAMA SANKlRTANAM, the 
name of that part of the bhajana when the 
sacred lamp kept near the Deity is brought to 
the centre of the hall and the leader of the 
Bhajana party in the company of devotees goes 
round and round the lamp slowly, singing 
Divyanama kirtanas. At the conclusion of the 
Divyanama Sankirtanam which may occupy 
about an hour, the lamp is taken back to its 
original place and then the Dolotsavam is 
commenced.

DIVYA PANCHAMAM, a janya raga 
derived from the 27th melakarta, Sarasangi:

s r g m s p m d  n s —- s n d p m g r s
(S. K .)

DIVYA PRABANDHAM, the name given 
to the collection of 4000 stanzas, composed by 
the 12 Vaishnava Saints :

Poygaiya2hvar, Butattazhvar, 

Peyazhvar, Tirumazhis'aiyazhvar, . 

Nammazhvar, Kulas'ekharazhvar, 

Periyazhvar, Topdaradippodiazhvar, 

Tiruppapazhvar, Tirumangaiyazhvar,* 

Apdal and Madhurakavi.

DIVYA SANKIRNA LAGHU, a variety 
of laghu reckoned with a beat and five finger 
counts and comprising six aksharakalas. This 
belongs to the Dvitiya laghupancha ja tis .

DIVYA SANKI'RNA LAGHU
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DIVYASENA, a janya raga derived from 
the 58th melakarta, Hemavati :

s r g t n p d n s  —  s n d m g r m g s
(P . S.  Ms.)

DIVYA TALA, one of the talas, other 
than the classical list of 108, and mentioned 
in later works.

DIVYA TARANGINl, a janya raga 
derived from the 17th melakarta, Surya- 
kantam :

s r g  m p  s —  s n d p m g r s  (S.  K.)

DIVYA TORANI, a janya raga derived 
from the 61st melakarta, Kantamapi:

s r g P d  s — s n d  m  g  r s ( S.  S .  P.  S. )

DOHARA, a kind of song of Mahratti 
origin and sung in Katha Kalakshepams by 
Bhagavatars.

DOHYA, a raga mentioned under the 
group of Takka bhashas in the Sangita
ratnakara.

DOHA, a janya raga derived from the 
1st melakarta, Kanakangi:

s g p d n s —  s n d p g s (5. S. P- S.)

(This is the Valaji raga pattern under this 
mela.)

DOLAK, a two-faced drum, found all over 
India. It is simple in construction.

The shell is barrel-shaped and is hollowed 
out of a solid block of wood. The 

. braces are of twine or of thick cotton 
thread and pass through circular rings 
of metal near the middle of the shell. 
These rings aid in tuning. The two 
heads are plain. In some Dolaks, on 
the central part of the inner side of the 
left side membrane, a thin paste is fixed. 
This helps in making the tone of the

instrument melodious. The instrument 
is played with the hand. Dolak is used 
as a secondary rhythmic accompani­
ment in concerts. •

Dolak Nannu Mea (19th cent.) of Pudu- 
kkcttai was an eminent performer on 
this instrument and his Faran strokes 
drew the admiration of eminent con­
temporaries of his, like Mridangam 
Narayaijaswami Appa.

DOLANA, a technique in Vina play 
referred to in the Raga vibodha of SOma- 
natha.

DOLOTSAVAM, the name of the latter 
part of the second half of a bhajana performed 
in the orthodox style on Ekadas'i and other 
important days. Dolotsavam begins at the 
conclusion of the Divyanama sankirtanam. 
Nalangu, Padyam, Lali, IJnjal and other 
ritualistic songs are sung during this part.

DOLOTSAVA PADDHATI, the sequence 
or order in which the different songs, items 
and rituals have to be gone through in dolot­
savam.

DOMBAKI, a raga mentioned in the 
Sangita satnaya sara of Pars'vadeva. It is 
an audava raga with panchama and rishabha 
svaras deleted.

DOMBAKR1TI, a raga mentioned in the 
Sangita ratnakara.

DOMBAKRIYA, one of the twenty bha- 
shanga ragas mentioned in the Sangita sudha.

DOMBULI, a raga'of the pullinga (mascu­
line) type and mentioned in Narada’s Sangita 
makaranda.

DOMBULT. one of the classical 108 
talas. It takes two laghus and an anudrutam 
I | >— '  An avarta equals 9 akshara- 

kalas o r.2 i matras. In some works, the 
constituent angas of this tala are given

DOMBULI
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. DOMKA (DHOMKA), a janya rSga deri­
ved from the 13th mela, Gayakapriya :

s g p d n s  — s n d p g s

(This *is the Valaji raga pattern under this 
mela-)

. DOSHARAHITA RAGA, a raga totally 
free from any dssha or defect. Such ragas can 
be sung on all auspicious occasions. Ragas 
like Mohana, Madhyamavati and Saurashtra 
are dosharahita ragas.

DOSHARAHITA SVARUPINI, a janya 
raga derived from the 63rd melakarta, Latangi:

p m p d n s g —r s n d p tn p
(S. S. P. S.)

DO-TARA, a two-stringed drone used 
in North India. The two strings are 
tuned to the same note i.e. the tonic note 
or the adhara shadja of the performer. The 
instrument has a gourd resonator and from 
it runs the daijdi or the stem. At the other 
end of the stem, there are two pegs for the 
strings.

DOUBLE-FACED DRUM, a drum with 
two faces or heads, like the mridangam or tavil.

DOUBLE FLUTE, see under Double 
pipe.

DOUBLE-PIPE, a compound wind-instru­
ment consisting of two pipes. It is of two 
kinds:—

(1) Where the pipes are of equal length
and have no finger-holes; when 
blown simultaneously, these pipes 
give notes of the same pitch. Tiru- 
chinnam• is a good example.

(2) Where one of the pipes gives the drone
note and the other pipe is used for 
playing music; this other pipe is 
called the melody pipe or tune pipe 
or chanter. The snake-charmer’s 
magudi and the bag pipe are good 
examples.

DOUBLE 'STOP, a fingering technique 
resorted to in playing on stringed instruments. 
This consists in stopping two strings by a 
finger or two fingers and playing upon the 
strings simultaneously. Thus in the violin, 
the index finger or the middle finger of the 
left hand may stop the first and the 
second strings simultaneously g.nd by 
bowing on both the strings, two notes, a fifth 
apart may be simultaneously heard. In Gotu- 
vadyam, by plucking simultaneously the 
sarani and the mandaram strings and by glid­
ing the stick over both the strings, music, an 
octave apart can be played-

DOUBLE TONGUEING, a special tech­
nique in playing the flute and resorted to for 
playing passages in madhyama kala. It 
consists in the articulation of two explosive 
consonants : tu and ku alternately.

DOXOLOGY, a hymn consisting of praises 
to God. The Divyanama klrtanas are 
doxologies

DRAKSHA RASA, literally grape juice. 
Rasa is taste or flavour. Draksha (grapes) 
rasa, Nalikera (cocoanut) rasa and Kadali 
(plantain) rasa is a wellknown classification 
in literature and musical compositions. This 
classification is based on the style, emotional 
appeal and rasa bhava of the works of a poet 
or composer. A fine example of draksha rasa 
is furnished by the kritis of Tyagaraja. The 
grapes taste sweet the moment they are 
put in the mouth. It is all juice and no chaff. 
There is no effort involved in eating grapes. 
Tyagaraja’s compositions are simple, homely, 
polished, beautiful and charming. His style 
is refreshing, flowing, attractive and captivat­
ing. The raga bhava floats on his melodieS 
like cream. The individuality of the raga is 
lustrously patent at every part of his com­
position. Compositions coming under this 
category will appeal to the scholar as well as 
the lay person.

Compositions which require an effort to 
understand and which have to be studied
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and heard over and over again 
before their intritisic merits can be 
appreciated come under the heading 
NalikSra rasa. To eat the cocoanut, 
one has to remove the fibrous rind, 
crack the shell and remove the pulp 
with a knife and then put it into his 
mouth. In compositions coming under 
this head, a laboured, learned, majestic, 
ornate, highly rhetorical and decorative 
style will be noticed. These composi­
tions will appeal to the leisured, learned 
and initiated few. A fine example of 
rialikera rasa is provided by the kritis 
of Muthuswamy Dikshitar.

Compositions which occupy a position 
intermediate between these two types 
come under the heading, Kadali rasa. 
To eat the plantain fruit, one has only 
to peel off the rind- A fine example of 
Kadali rasa is provided by the kritis of 
S'yama S'astri.

DRAVATI, one of the chandrams'a ragas 
mentioned in Narada’s Sangita makaranda.

DRAVIDA BHASHA, a raga mentioned 
in the Sangita ratnakara.

DRAVIDA GAN A SARVA BHAUMA, a 
title associated with Annayarya of Tirupati, 
one of the Tallapakam composers. The title 
means “ Chaicravarti or Emperor in South 
Indian music."

DRAVIDA GAUDA, a raga mentioned in 
the Sangita Samaya Sara under the heading, 
upanga sampurras.

’ This possibly referred to the Mayamalava- 
gaula raga. This raga is referred to 
in the Sangita ratnakara and Sangita 
sudha also.

DRAVIDA GURJARI, a raga referred to 
in the Sangita samaya sara, under the head­
ing of upanga sampurijas.

This raga is referred to in the Sangita 
ratnakara also.

DRAVIDA PADAM, a padain in Tamil.

DRAVIDA S'IS'U, the name by which 
S'ankara refers to Tirujnana Sambandar (the 
author of the T&varam) in his Saundarya 
Lahari, SI. 75. '

DRAVIDA VARAL.I, a raga referred to in 
the Sangita samaya sara under the heading of 
upanga sampurpas.

DRAVIDl, a raga referred to in the San­
gita ratnakara.

DRAVIDIAN MUSIC, the system of 
music that was in vogue amongst the ancient 
Tamils of South India. The s'uddha mela 
of this musical system was the modern 
Harikambhoji raga. The ancient Tamils 
were familiar with many scales, primary ragas 
and secondary ragas They knew the method 
of deriving scales by the process of modal shift 
of tonic. The seven notes of the gamut were 
named Kural, Tuttam. Kaikkitai, Uzai, hi, 
Viiari and Turam. The Yazh (harp) was their 
principal concert instrument. The flute 
1®^®’) and drum (Gfif®/) were used as ac­
companiments. Evidences in ancient Tamil 
literature point to a very high degree of musi­
cal culture amongst them. The present day 
South Indian Music has in it the traits of all 
that was best in ancient Tamil music.

DRAVIDl BHASHA, a raga referred to 
in the Sangita ratnakara.

DRIS'YA GANAM, sight singing i.e- sing­
ing from sight musical passages given in ’ 
notation- •

DRIS'YA GANA PARIKSHA, a test in 
sight singing.

DRONE, a musical instrument used for 
providing the srruti or key-note. In an Indian 
concert it is kept sounding throughout the 
performance. Instead of resulting in mono-
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tony, the drone music provides a most pleasing 
background and greatly enriches the effect.

Drones are of two kinds : monophonous 
and polyphonous. The Bktar and Ottu which 
give only single notes are instances of mono­
phonous drones. A s'ruti box giving three 
nqtes s p  s at the same time is an instance 
of a polyphonous drone. The Tambura is an 
instance of a chordophonic drone and the ottu 
an aerophonic drone. Drones are played on 
open strings. The Tambura is the best of the 
drones, since besides giving the notes mandra 
shadja, mandra panchama and madhya shadja 
(two saraijis), it gives rich harmonics or 
overtones.

Drones may also be classified into those 
wherein the notes are produced succes­
sively as in the '.tambura and sim ul­
taneously as in the s'ruti box.

Some musicians prefer to have two drones 
for their concerts. The two drones may 
consist of a tambura and a s'ruti box or 
two tamburas. In the former case, the 
s'ruti box ensures that the tambura is 
tuned to the pitch required by the per­
former. Hindusthani musicians generally 
have two tamburas for their concerts. 
One tambura is tuned in the normal man­
ner i.e. mandra panchama, two middle 
octave shadjas and mandra shadja. In the 
other, while the saraiiis and the manda- 
rarn are tuned as before, the panchama 
string is tuned to the kakali nishada. 
Since the kakali nishada is the fifth har­
monic note to be heard from the pan­
chama string, this note goes pleasingly 
with the remaining notes given by the 
tambura. Both the tamburas herein are of 
the same size and are played by two 
persons simultaneously.

Mridangam Narayanaswami Appa used two 
tamburas for s'ruti accompaniment during 
his Saturday Bhajanas. One was of the 
normal size and the other was of a 
shorter length. The former tambura,

called the Shadja s'ruti tambura was 
tuned to the usual notes : p s s s

l-0. mandra panchama, two madhya shadjas 
and mandra shadja. In the other 
tambura, called the Panchama s'ruti tam­
bura, the two middle strings were tuned 
to the madhya sthayi panchama, and the 
other two strings were tuned to the 
madhya shadja and mandra panchama 
respectively. Thus the sequence of the 
notes heard was as follows:

s p p p -

Thus whereas the normal tambura gave 
three shadjas and one panchama, the 
shorter tambura gave three panchamas 
and one shadja. Thus the Shadja Pan­
chamas were equally balanced and the 
effect was fascinating. The second tam­
bura when played separately became a 
inadbyama s'ruti tambura because the 
notes of the strings gave the relative 
impression of:

m s s s
Every musician who came to attend his 

bhajana was tempted to sing in the cap­
tivating musical atmosphere provided by 
the two drones.

Shatkala GOvinda Marar (19th cent.), a 
famous singer of Travancore used a seven 
stringed tambura. It had two Pancha­
mas, two SaraJjis, two Anusaranis and a 
Mandarain.

DRUHINA PRIYA, a janya raga derived 
from the 18th mela, Hatakambari:

s r p d n s — s n d p  r s (S. S. P. S.)

DRUM, an avanaddha vadya or a skin- 
covered instrument. It consists of a hollow 
body, cylindrical, conical, mortar-shaped, barrel­
shaped or hour-glass shaped. If conical, the 
membrane is tightly stretched over the broad 
end and in the other cases, the membrane is 
tightly stretched over the two open ends of the 
hollow body.
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The drum-heiidis either struck with a stick 
(straight or curved) or grazed with a stick 
or played with the fingers.

In the Idakkat the membrane is not per­
manently fixed and stretched- Itisstret- 
ched over a separate circular frame. The 
performer holds this circular frame against 
the right head of the hollow body and by 
squeezing the tassel to the required 
extent with the left hand, he is able to 
produce notes of varying pitch. One is 
able to play simple tunes on the ldakka  
in this manner. This phenomenon is of 
special interest from the point of view of 
instrumentation.

DRUMMER, one who plays the drum.

DRUMMING, the art of playing on drums-

DRUM SKIN, the tympanic membrane of 
the ear­

DRUM STICK, the stick used for striking 
the drum head. It may be plain as in the stick 
used for playing the tavil or padded as in the 
stick used for striking the kettle drum. The 
striking end of the stick is sometimes curved a 
in the stick used in striking the Damaram.

DRUTA KALA, quick tempo. This is the 
thir;d degree of speed; the first and second 
degrees of speed are called the Vilambita kala 
and Madhyama kala respectively.

DRUTA LAYA, fast tempo.

DRUTAM, one of the six angas used in 
reckoning musical time; the duration of this 
anga is two aksharakalas; it is reckoned with 
a ghata (beat) and a visarjitam (waving of the 
"hand); its symbol is O

DRUTA MERU, one of the 14 varieties of 
tala prastara.

DRUTAS'EKHARAM, one of the shoda- 
sangas or 16 angas used in reckoning musical 
time ; the duration of this anga is 3 akshara 
kalas; its symbol is d

DRUTAS'EKHARA MERU, one of the 
14 varieties of tala prastara.

DRUTA VARDHANAM, a janya raga 
derived from the 29th mela, Dlura* s'ankara- 
bhararia :

s g m p d s — s n d p t n r g r s
( P.  S.  M s.)

DRUTA VIRAMAM, same as Drutasekha- 
ram ; see under Drutasekharam.

DRUTI, a janya raga derived from the 
65th mela, Mechakalyaiji:

s r g p m d n p d p s  —  s n d p m r g m g s
(.P . S . M s.)

DRUTI, the grace inherent in rapid play of 
musical passages (SOmanatha’s Raga vibodha).

DRUVA KlRNAVAM, a janya raga deri­
ved from the 43rd mela, Gavam bhodhi:

s r m p n d n s  — s n d p m g r g s
(S. s. P. S.)

DRUVANA PRIYA, same as the raga 
Druhiijapriya (see under Druhitjapriya).

DRUVA RUPAKAM, a kind of time- 
measure met with only in gita compositions- 
The composition is set ostensibly in rupaka tala 
(chaturasra jati), but at the commencement and 
the commencement of subsequent sections, if the 
gita has more than one khartdika, there are two 
drutas and two laghus followed by the normal 
rupaka tala avartas. The gita Argyanaka in 
Nata raga is a very good example. This gita 
has two khandikas or sections.

D - STRING, the third string of the violin 
and tuned to the note, panchama of the mandra 
sthayi. In violins tuned in madhyama s'ruti, 
this string is tuned to the adhara shadja or 
key-note.
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. DUKKA GHANTARAM, a variety of 
Ghanta raga wherein the feeling of sorrow 
predominates. This raga is used in Kathakali 
plays.

DUKKA RAGAM, one of the derivatives 
of the ancient Tamil mode, Palaiyazh.

DUKKA RAGAM, a raga of a mournful 
character and used in Kathakali plays. Ahiri, 
Varali and Punnagavarali are good examples.

DULCIMER, a stringed instrument wherein 
the strings were stretched over a resonance 
box. They were struck with two hammers and 
played. The instrument was played on open 
strings. The ancient Svaramandala vvas a 
dulcimer.

DUNDUBHL, a large conical drum. Its 
shell was made from the wood of the mango 
tree; it • gave a powerful and terrific sound 
when played with a strong ksija (bent stick).

DUNDUBHl, same as the raga Dundubhi 
priya (see below).

DUNDUBHIPRIYA, a janya raga deri­
ved from the 48th mela, Divyamani:

s r g.m p d n s —  s n p tn g r s (G . L.)

Lilagatiu jachg, of Tyagaraja isawellknown 
kriti in this raga.

DUNDUBHYAGHATA, beater of the 
drum, Dundubhi.

DURAISAM I AYYAR Mapattattai, (1865­
1926) the distinguished singer, was the son of 
Maijattattai Vaidyanatha Ayyar, a brilliant 
Gayaka of the 19th century. This Vaidyanatha 
Ayyar was a disciple of Nangavaram Nilakant- 
ayyar, who was a direct disciple of the great 
composer, Tyagaraja. Duraisami Ayyar lost 
his father when he was barely two years of age- 
He was brought up by his paternal uncle Maha- 
ttattai Ramaswami Ayyar, who was also a

DUKKA GHANTARAM

sangita vidvan. Under his uncle’s tutelage, he 
made good progress in music. Later he sang 
in concerts along with his uncle.

Mariattattai Duraisami Ayyar was a tall, 
fair skinned and stout person. He had a 
bass voice- His vocal concerts were 
characterised by deep scholarship and his 
manOdharma was of a high order. He had 
a gift for the rendering of Saveri raga for 
hours together at a stretch and this 
earned for him the title of Saveri 
Duraisami Ayyar. He settled down in 
Madras. There he came into contact 
with Pallavi S'eshayyar, a distinguished 
composer. Duraisami Ayyar learnt many 
of S'eshayyar’s compositions and sang 
them in a remarkable manner. He 
earned the love, esteem and affection of 
Pallavi S'eshayyar and the latter taught 
him not only his own compositions but 
also the higher aspects of the science of 
music. Duraisami Ayyar was a close 
friend of Tiruvottiyur Tyagayyar, the son 
of Vipa, Kuppayyar and sang in the music 
festivals conducted by him in his resi­
dence at 89, Ramasvvamy Street, George 
Town, Madras. Duraisami Ayyar was 
the President of The Thyaga Brahma 
Sabha, Madras and his Shashtiabdapurti 
(61st birthday) was celebrated with great 
eclat by his disciples, friends, admirers 
and sangita vidvans on Thursday the 3rd 
September 1925.

The author of this Dictionary o f  South 
Indian Music and Musicians has had the 
fortune and privilege of learning music 
under this eminent vidvan.

DURAISAMI AYYAR Pallavi, a contem­
porary of Tyagaraja and a brilliant Pallavi 
singer and composer. He was also called 
Madhyarjunam Duraisami Ayyar. He has com­
posed varnas and kritis in Telugu with the 
signature Subrahmanya. His father was Surya- 
narayaha and his mother Venkatas'eshi. His
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maternal grand-father was Nayam Venkata- 
subbayyar. Duraisami Ayyar placed his two 
sons, GOvinda s'ivan and Sabhapati under the 
tutelage of Tyagaraja. Govinda s'ivan died 
without issue. Sabhapati’s son was Sambas'iva 
Ayyar ( l837-1893). He provided Violin accom­
paniment to Maha Vaidyanatha Ayyar. Samba- 
siva Aydar’s son was Vidvan Sabhesa Ayyar 
(1872-1948), the first Principal of the Rajah 
Anijamalai Music College, Chidambaram.

Pallavi Duraisami Ayyar was born in 
Tiruvaiyaru in Tanjore District. He 
lived only for 34 years of age. He 
enjoyed the patronage of Maharajah 
SarabhOji of Tanjore. He was appointed 
a court musician on a salary of 100 pon-s 
(a pon or gold piece was equal to 5/8 of 
a Rupee). He was a very good painter, 
a rare accomplishment in a musician. He 
painted more than 200 pictures and 
about 17 of them are with the surviving 
descendants of his great grand-son, Sabhe­
sa Ayyar. The pictures are painted on 
hand-made paper and are beautifully 
coloured. The song composed by him 
on the theme of each picture is written in 
his own hand in Telugu script, below the 
concerned picture. The handwriting 
looks like print. The composer himself 
is represented as standing at one end of 
the picture as a devotee of Nataraja. The 
golden images of Nataraja and S'iva- 
kamasundari worshipped by him are still 
in his family. His Adina tna Harttdu in 
Pharaz raga is a wellknown composition.

He once sprang a surprise on Bobbili 
Kesavayya by his deft handling of the 
Pallavi: Chsllunatarayi modi in Pantuva- 
rali raga, Chapu tala.

DURAISAMI AYYAR Puliyur, the com­
poser of the wellknown kriti in Nata raga, Adi 
tala, Sarasiruhasanapriye in praise of the 
Goddess of music, Sarasvati.

DURAISAMI AYYAR, T. A., the son of 
Appu Bh&gavatar, Appu Bhagavatar, was a dis­

ciple of Parames'wara Bhagavatar, the illustrious 
singer who adorned the court of Swati 
Tirunal Maharajah of Travancore. Appu 
Bhagavatar later settled down in Cochin and 
became a palace musician. DuraisSmi Ayyar 
was the eldest son of Appu Bhagavatar. He 
lost his father when 12 years of age. He 
studied music and soon became a good singer. 
He qualified for law and enjoyed a lucrative 
practice at the Cochin Bar. He had a rich, 
melodious and attractive voice and was an adept 
in singing pallavis. His younger brother 
Krishijayyar was a good violinist.

DURAISAMIK KAVIRAYAR, a composer 
of Tamil kirtanas on Lord Pazhaniandavar (Sub. 
rahmaflya). He signed his compositions with 
his own name. “ lnnum parsmuganisno ” in 
Begada raga—Rupaka tala is a wellknown 
kirtana of his.

DURBALA SVARA, literally a vvfcak note. 
In some ragas, a note or two may be durbaal 
svaras. Such notes cannot be stressed. They 
can neither occur as janta svaras nor as dirgha 
svaras. Gandhara in Arabhi raga is a good 
example of a durbala svara-

DURDHA KHYAYAM, a janya raga deri­
ved from the 28th mela, Harikambhoji:

s r m p d s —  S n p m r g m r S
(5. S. P. S .)

DURGA, the raga corresponding to S'uddha 
saved in the music of North India. It is a janya 
of the S'ankarabharaija mela or Bilaval that:

s t m  p d s —  s d p m t $

DURITA NIVARINI, a janya raga derived 
from the 28th mela, Harikambhoji:

s g r g m p m d s  — s n d p m g r g s

DURUVA TALAM, one of the nava talas 
or nine talas mentioned in the Tamil work 
Bharata s'astiram. ’
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* DURVAHI, a janya raga derived from 
the 29th mela, Dhira s-ankarabharaija:

s r m p d s  —  s n p d p m g r s  (S. K.) 
•

DUSHKARA, the name of the Khaijda jati 
Triputa tala : | 5 O O An avarta is equal to 
9 gksharakalas.

DVADAS'A CHAKRAS, the twelve chakras 
or sections into which the scheme of 72 mela- 
kartas is divided. Each chakra comprises 
six melas. The names of the 12 chakras are • 
Indu, Netra, Agnt, Vsda, Bana, Rutu, Rishi, 
Vasu, Brahma, Dis'i, Rudra and Aditya.

DVADAS'A MUDRA-S, the 12 kinds of 
mudras figuring in musical compositions. Mud* 
ras are names introduced into the sahitya of a 
musical composition to signify facts like its 
composer, raga, tala, type, etc. It is however 
not obligatory on the part of a composer to 
introduce any or all the mudras in a musical 
composition.

The 12 Mudras are :

(1) Vaggeyaksra mudra, the ankitam or the
signature of a composer. This is of 
two kinds:

(a) Svanama mudra, wherein the com­
poser’s own name figures as the 
signature ; as in the instances of 
Tyagaraja, Jayadeva and Narayana 
Tirtha ;

(,h) Itara nnma mudra, wherein the com. 
poser has resorted to another name 
for the purpose, as in the instances of 
Muthuswamy Dikshitar (Guruguha), 
Subbaraya S'astri (Kumdra) and 
Patnam Subrahmanya Ayyar 
(Venkatls'a).

(2) Raga mudra, the name of the raga
of the composition or a section of it. 
This is seen in lakshaha gitas and 
ragamalikas- 
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(3) Tala mudra, the name of the tala. This 
is seen in talani&likas and raga tala 
malikas.

(4) Acharya mudra, the name of the pre­
ceptor of the composer:

(5) Raja mudra, the name of the«patron of
the composer. This is seen in some 
padas, varnas and tillanas-

(6) Prabartdha mudra, the name of the type
of the musical form like kriti, padam, 
ragamalika, tillana, etc.

(7) Nsyaka mudra, the name of the nay aka
to whom the composition is addressed. 
This usually occurs in padas.

(8) Sthala mudra or Kshgtra mudra, the
name of the shrine in praise of which 
the song is composed. This is seen 
in the Tgvaram, Tiruppugazh and 
KshStra kritis .

(9) Vams’O mudra, the name of the yams' a, 
kula, gotra, sutra, parents, etc. of the 
composer or that of a person in whose 
honour the song is composed.

(10) Biruda mudra, the name of the biruda
or the title associated with the com­
poser of the piece or associated with 
the person in whose honour the piece 
is composed.

(11) Ldkshana grantha mudra, the name of*
the significant lakshaija grantha mas­
tered by the composer.

(12) Itara mudras, under this heading come
the miscellaneous mudras like the 
chhandas mudra, samvatsara mudra, 
bhakti mudra (9 kinds of bliakti or devo­
tion), chakra mudra (as in the Nava- 
varana kirianas) etc.

DVADAS'A SVARASTHANA - S, the 
twelve svarasthanas in an octave-
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DVAITA CHINTAMANI, a janya raga 
derived from the 28th mela, HarikambhOji: '

s grn dn  s —  s n p d m g r s  (S . K.)

DVAITANANDI, a janya raga derived 
from the 28th mela, HarikambhOji:

a r g m p a —  a n d  tip m t  a (S. K. )

DVAITA PAR1PURNI, a janya raga deri­
ved from the 28th mela, Harikambh Oji:

a r g m p d N  — d p m r m g a (S . K.)

DVANDVA TALA, one of the 120 Deri 
t5las mentioned in the Sangita ratnakara.

DVANDVOTPALA, a janya raga derived 
from the 28th mela, HarikambhOji:

s g  m pn  s —  s n p d p m g r s  (S. K.)

DVAVIMS'ATI S'RUTIS, the twenty-two 
s'rutis of the gamut of Indian music. The names 
of the 22 s'rutis as given by Bharata and

Antara gandhara 5/4 *
Tivra antara gandhara 81/64

S'uddha madhyama 4/5
Tivra s'uddha madhyama 2*720
Prati madhyama 45/32
Tivra prati madhyama or

Chyuta panchama 64/45 or 729/512

Phnchama 8/2
Ekas'ruti dhaivata 128/81
Dvis'ruti dhaivata 8/5
Tris'ruti dhaivata 5/3
Chatus's'ruti dhaivata 27/16

KOmala kais'iki nishada 16/9
Kais'iki nishada 9/5
Kakali nishada 15/8
Tivra kakali nishada or

Chyuta shadja 243/128

DVAYANUGAM, refers to a musical
instrument which was used asan accompaniment 
to both vocal music and dance. •

S'arngadeva are '•—

Tivra, Kumudvati, Manda, Chhandovati, 
Dayavatf, Ranjani, Ratika,
Raudri, Krodha,
Vajrika, Prasariiji, PrUi, Marjam, 
Kshiti, Rakta, Sandipini, Alapim, 
Madanti, R Oh ini, Ramya,
Ugra and Kshobhini.

The italicised names herein are the niyata s'rutis 
’ of the seven notes and these are the 

notes of the ancient scale, Shadja grama.

The modern names for the 22 s'rutis and 
their frequencies are as follows:

Shadja 1
Ekas'ruti rishabha 256/243
Dvis'ruti rishabha 16/15
Tris'ruti rishabha 10/9
Chatus's'ruti rishabha 9/8

KOmala sadharana gandhara 32/27
Sadharaija gandhara 6/5

From the point of view of their use, 
musical instruments have been classified 
by S'arngadeva in his Sangita ratnct 
kara in to :—

(1) Sushkam, when the instrument was
played solo (Ex. vhta).

(2) Gitanugam, when it was used as an
accompaniment to vocal music. (Ex. 
the Yazh).

(8) Nrittanugant, when it was used as 
an accompaniment to dance. (Ex. 
flute).

(4) Dvayatiugam, when it was used as an 
accompaniment to both vocal music 
and dance. (Ex. mridangam).

Adiyarkkunallar in his commentary on 
the Silappadikaramf refers to this classifi­
cation, but mentions ubhayanugam instead 
of dvayatiugam} which however, means 
the same thing.

1
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• DVI-ANYASVARA BHASHANGA RAGA, 
a bhashanga raga talcing two anya svaras or 
foreign notes. Hindustani Behag raga is a 
good example. This raga is a janya of the 29th 
melakartd, Dhira s'ankarabharaija and takes the 
foreign notes, prati madhyama and kais'iki 
nishada.

DVIDHATU PRABANDHA, a musical 
composition which had the two sections, 
Udgraha and Dhruva. Jayadeva’s Ashtapadi 
hymns are examples of dvidhatu prabandhas.

DVIGUNA, the quality of double-ness. 
The frequency of the tara shadja is twice that of 
the madhya shadja. The frequency of the ati 
tara shadja is twice that of the tara shadja and 
four times that of the madhya shadja. Thus 
there is this relationship of dvigunatva (1 : 2) 
between a note and its octave. The frequen­
cies of the octave notes proceed in geometric 
progression.

DVIJAVANTI, also called Jujavanti. 
This is a janya raga derived from the 28th 
mela, Harikambhoji :

s r m g m p d s  — s n d p m g r g s

This is a bhashanga raga taking the anya 
svara, sadharana gandhara. This note 
occurs in the phrases r m G R g r S. 
Rishabha and Madhyama are its jiva 
svaras. These notes occur as long notes 
and are rendered with the kampita 
gamaka. In the phrase r g m g R  the 
gandhara sometimes occurs as sadha- 
raija and sometimes as antara. 
This is a des'ya raga and can be sung 
at all times. It corresponds to the raga 
Jayjayvanti of Hindusthani music.

Chet a Sri Balakrishnam bhajan of Muthu- 
swamy Dikshitar is a classical kriti in 
this raga.

DVIKALA, a case wherein thefe are two 
kalas or minor units for each count or kriya 
of the tala (see under tala das'a pranas).

DVIKHANDA GITA, a gita with two 
khaijdikas or sections; the gita, Kamala jadala  
(Kalyaiji raga) is a good example*

DVIMUDRAKARA, a composer who has 
resorted to two kinds of mudras in his composi­
tions* Bhadrachala Ramadas sometimes uses 
the ankitam, Ramadasa and at othei^ times the 
signature Bhadras'aila or its synonyms. GOpala- 
krishija Bharati uses the signatures, Gopala- 
krishna and the shortened form, Balakris na.

DVIMUDRA PRABANDHA, a musical 
composition containing any two of the dvadas'a 
mudras. The Nityakalyani Ragantalika for 
instance, contains the Vaggeyakara mudra and 
the Raga mudra.

DVIMUKHAPRIYA, a janya raga derived 
from the 65th melakarta, Mechakalyani :

s g r m p n s — s n d  m g r s (P . S. Ms.)

DVIPADA, a musical form figuring in 
operas and set to time. It is a distich or a 
couplet. It is called Irandadikkanni in 
Tamil and consists of two padas or lines of 
poetry. It is used in dialogues.

DVIPAVATI, a janya raga derived from 
the 61st melakarta, Kantama^i :

s r m p d n s — s n d p m r s

DVIRADAGAMINI, a janya raga derived 
from the 66th melakarta, Chitrambari:

s r m p d n s —  s nd  p m r s

DVIS'RUTI DHAIVATA, the second 
s'ruti dha ; frequency 8/5. It is used in To4> 
raga.

DVIS'RUTI INTERVAL, an interval of 
two s'rutis or a semitone. When the interval 
is 16/15 it is called a pUrna dvis'ruti interval. 
This is the diatonic semitone (112 cents). 
When its value is slightly less, i.e. 135/128, it 
is called a nyUna dvis'ruti interval (92 cents).
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DVIS'RUTI RISHABHA, the second 
j'ruti frequency 16/15- This is used in the 
Todi raga.

DVISVARA VAKRA RAGA, a vakra raga 
with two vakra svaras in both its arohaija and 
avaroharia.

DVISVARA VARJA RAGA, a raga with 
two of the sapta svaras deleted i.e. an audava 
raga-

DVITIYA, the 2nd note of the Samagana 
scale in the downward order, corresponding to 
the Rishabha svara.

DVITIYA, one of the classical 108 talas 
and consisting of the angas ; drutam, laghu, 
drutam O | O Avarta = 2 matras.

DVITIYA BANGALA, one of the ten 
prasiddha (wellknown) des'i ragas mentioned 
in the Sangita ratnakara.

DVITIYA GAUDI, a raga mentioned in 
the Sangita ratnakara.

DVITIYA GHANA PANCHAKAM, a 
second set of five ghana ragas comprising 
Kedaram, Narayanagaula, Ritigaula, Saranga- 
nata and Bauli. The first set of five ghana 
ragas include the wellknown, Nata, Gaula, 
Arabhi, S'riraga and Varali-

DVITIYA KALA, second degree of speed.

. DVITIYA KAMODA, one of the ten pra­
siddha (wellknown) desfi ragas mentioned in 
the Sangita ratnakara.

DVITIYA KEDARA, a variety of Kedara 
r&ga mentioned by Somanatha in his Raga 
vibodha in Chapter IV—si. 38. He says 
that this raga is sampurpa, has ni for graha, 
nyasa and ams'a and should be sung in the 
night.

DVITIYA LALITA, a variety of Lalita 
raga mentioned in the Sangita ratnakara.

DVITlYANGAM, the second section of a 
pallavi (manodharma sangita) comprising that 
part of the theme from the padagarbham till 
the end. In an Adi tala pallavi of the length of 
one avarta, the dvitiyangam will comprise the 
music covered by the two drutas. The rest 
of the pallavi will form the Prathantangam,

DVITIYA PANCHAM AM, a janya raga 
derived from the 69th melakarta, Dhatu- 
vardhani .

s r g m p n p s  — s n d p m r g m r s  (J)

DVITIYA RAGAVARDHANl, the second 
section of the main part of the body of the 
raga alapana. The sancharas herein are 
principally confined to the madhya sthayi, 
with occasional flights in the other octaves. 
The sancharas in this section in particular 
reveal the individuality, creative talents and 
imaginative skill of the performer.

DVITIYA SAINDHAVI, a • variety of 
Saindhavi raga mentioned in the Sangita 
ratnakara.

DVITIYA SAURASHTRI, a variety of 
Saurashtra raga mentioned in the Sangita 
ratnakara.

DVITIYA VIDARI, the concluding part 
of that section of the raga alapana known as 
Dvitiya raga vardhani (see above).

DYUTI MALINI, a janya raga derived 
from the 20th melakarta, Nathabhairavi:

s g r g m p n d n s  — s n d n p m r s
(S. K.)

E
E, the third note of the scale in European 

music, corresponding to the gandhara svara of 
Indian music.

ECHO, a reflected sound. Echoes are 
heard in large halls, temple corridors and hill 
sides. Echoes will be’ heard only when the
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total of the distance traversed by the direct and 
the reflected sound is more than 75 ft Since 
sound travels at the rate of 1100 ft. per second 
and since we are able to recognise two sounds 
distinctly as such, only when they are separated 
by a time-interval of at least l/l5th of a second, 
the reason for this minimum path distance of 
75 ft. will be seen. Concert halls should be free 
from echoes. Echo effects may be enfeebled by 
covering the offending surfaces with sound 
absorbent materials.

EDAKA, an hour-glass shaped drum used 
in Coorg. The shell is of metal.

EDDA PALAKA (Tel. Yedda palaka), the 
belly or the flat circular plank of wood covering 
the top of the bowl of the vina. Small sound- 
holes in circles of about 2 inches diameter are 
bored on each side of the strings on this plank 
between Jhe bridge and the dandi or stem.

EDGE TONES, the tones produced on the 
flute by blowing a flat stream of air across the 
mouth-hole and against its opposite edge.

EDIR METTU, ©), the sliding
bridge that is sometimes used in the tambura to 
increase the pitch of strings without resorting to 
the tuning pegs. This movable bridge is near 
the neck end and slides over the dandi up to a 
particular point. The two saraiji strings 
and the panchamam pass over this bridge. 
When the pitch of the tambura has to be 
increased, the edirmettu is moved in the direc­
tion of the fixed bridge to the required length- 
This results in the reduction of the speaking 

’length of the wires and the consequent increase 
’ of pitch. After the edirmettu is fixed in position, 

the mandaram string is raised to the required 
pitch by turning its peg. A lot of time is thus 
saved in tuning.

EDUGAI, the Tamil word signifying the 
second letter or the dvitiyakshara prasa in a line 
of poetry or composition.

EDUPPU, the tamil word corresponding 
to graha, one of the ten elements of musical 
time. Eduppu is the point at which the music 
starts in the tala avarta. It is of three kinds: 
sama, atita and anagala • sama eduppu js a case 
wherein the music and the tala start simul­
taneously : atita eduppu is a case wherein the 
music begins before the tala and .anagata 
eduppu, is a case wherein the music begins after 
the commencement of the tala.

EDUPU, the name for the commencing 
stage of Ragavardhani (the body of the raga 
alapana).

EKADANDI VINA, a vma wherein the 
bowl and the datjdi are scooped out of a single 
block of wood and the head-piece is made from 
a separate piece of wood and 'joined to the 
daijdi.

EKADHATU DIVYANAMA KIRTANA, a 
Divyanama kirtana wherein the pallavi and the 
chara’Jas have the same dhatu or tune ; ex. Sri 
Rama Jayardma (YadukulakambhOji raga) of 
Tyagaraja. In such compositions, the pallavi is 
not repeated at the end of the charapa. As oppo­
sed to this is the Dvidhatu divyanamakirtana, 
wherein the dhatu of the charapa is different 
from that of the pallavi: ex. Sri Rama Sri 
Rama (Sahana raga) of Tyagaraja. Herein the 
pallavi is sung at the end of each charaija.

EKAGHRAUNI, a janya raga derived from 
the 28th melakarta, Harikambhoji:

s r m p d n s — s n d n p m g m r s ( S .  K.)

EKAGRANI, same as the raga Ekaghrauni 
(see above). (P. 5. Ms.)

EKAKALA, a variety of kala (one of the 
ten elements of musical time) wherein for each 
tala akshara or count, there is only one kala.

EKAKSHARI, a janya raga derived from 
the 15th melakarta, Mayamalavagaula :

s r g m p d n s  —  s n p m r g m s  (S. K.)
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EKALILA, a janya raga derived from the 
15th melakarta, Mayamalavagaula :

s r g r m p n d n p d s  — s d p tn g r s
(S. K.)

EKALLAN, a person who is able to give a 
complete performance by himself without the 
help of any accompaniment; as opposed to the 
Ekallan Yamalan, who needs the musical accom­
paniment is the of another person and the Brinda 
gayanan, who needs the accompaniment of a 
number of persons i.e., an orchestral accom­
paniment.

EKAMUDRAKARA, a composer who has 
used in his compositions only one type o 
Vaggeyakara mudra. For example, Tyagaraja: 
Jayadeva and Narayarja Tirtha. The suffixes 
to the composer’s name may however differ. 
For instance, we have the forms : Tyagardja- 
nuta, T yd gar ajar chit a, Tydgardja sannuta 
etc.

EKAMUDRA PRABANDHA, a musical 
composition which contains only one of the 
dvadas'a (twelve) mudras. A kriti like Mokshamu 
galadd (Saramati raga) containing only the 
signature of the composer is an instance of an 
Ekamudra prabandha.

EKANDA VINA, a viga wherein the entire 
instrument is made from a single block of wood. 
Such a vina is uniformly responsive over the 
entire range of play- Professional performers 
prefer ekarida vipas- In the ordinary vipa, the 

‘bowl, the stem and the head-piece are made 
from separate pieces of wood and joined toge­
ther. If these pieces are from the same tree, 
there is the assurance that the age of the wood 
being the same, the tone will be uniformly 
good. Compared to the ordinary vipas, ekaricla 
vinas are slightly heavier. Sometimes 
Ekadapdi vinas are called Ekapda vipas.

EKANIKA, a janya raga derived from 
the 15th melakarta, Mayamalavagaula :

s m g m p d n s  — s n p m gr  s (5. K.)

EKANTAVADYAM, an instrument like 
the Vipa with a delightful, soft and pleasing 
tone and which can be enjoyed best when heard 
in ekdntam or solitude i.e. in a chamber-

EKARAGAMELA VINA, the vipa wherein 
a raga pertaining to only one mela can be 
performed at a time. This is the vipa \Vith 
movable frets and wherein with each change of 
mela, the positions of one or more frets had to 
be changed in order to enable the new raga to 
be played. As opposed to this is the Sarva raga 
mela vina, wherein the frets are fixed. The 
number of frets in the Ekaraga mela vina is less 
than the number of frets in the Sarva raga mela 
vina. Ramamatya in his Svara mela kaldnidhi 
(1550) refers to these two types of vistas.

The S itar  and the South Indian vina are 
respectively examples of the Eka raga mela 
vina and the Sarva raga mela vina., *

EKAS'RUNGI, a janya raga derived from 
39th melakarta, Jhilavarali:

s r g m g r p n d n p d p s  — s n d p m g r s
(S. S. P. S.)

EKAS'RUTI DHAIVATA, the note dha or 
A of frequency 128/81 (792 cents) and used in 
ragas like Saved. This is the note immediately 
above the panchama and -;below the s'uddha 
dhaivata or kOmal dha in the scale of 22 sTutis.

EKAS'RUTI INTERVAL, the interval of 
one s'ruti. The ekas'ruti interval is an interval less 
than a semitone. The Ekas'ruti interval is not a • 
fixed unit or quantity. It has three values. In • 
the order of magnitude or the increasing order 
of pitch, the three kinds of eka s'ruti interval) 
are ;—

(1) Pramana s'ruti 81/80 (Comma of
Didymus=22 cents)

(2) NyUna s'ruti 25/24 (Skhisam 70 cents).
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• (3) PUrna s'ruti 256/243 (Pythagorean
Limma =  90 cents)

Thus the PUrna s’ruti and the PrUmana 
s'ruti stand for the highest and the lowest 
varieties of ekas'ruti intervals, and the 
nyuna s'ruti, for the s'ruti interval between 

■ them. When it is said that two notes differ 
by an ekas'ruti interval, it may mean any 
one of these three values, but the position 
on the scale of the particular pair of notes 
will reveal the kind of the ekas'ruti 
interval between them.

EKAS'RUTI RISHABHA, the note ri 0r D 
of frequency-256/243 (90 cents) and used in the 
Gaula raga. This is the note immediately above 
the shadja and below the s'uddha rishabha or 
komal rishabha in the scale of 22 s'rutis .

EKASVARA VAKRA RAGA, a vakra raga 
with orfe, vakra svara in both the arOhana and 
avarOhana. •

EKA SVARA VARJA RAGA, a raga where­
in one svara is var ja or absent. This is the same 
as shadava raga- Shadja can never be deleted 
and it is only one of the remaining six svaras 
that may be made varja.

EKA TALA, the last of the seven principal 
talas and consisting of a laghu only | . This 
tala is called Laghu tala by AhObala in his San. 
gita psrijata.

EKA TANTRI, an one-stringed viQa with a 
gourd of cocoanut shell; the other parts were 
made of Khadira wood or acacia catechu. This 

' instrument is referred to in the S. R.

EKA VIRA, the flute wherein the distance 
between the mouth-hole and the first finger-hole 
was one angula. The tara sthayi shadja was 
heard when finger-holes 1—7 of this flute were 
closed and blown. .

EKKALAM, a straight trumpet of brass or 
copper having four tubes, fitting into one ano­

ther. It is blown at the narrow end and gives a 
loud shrill note. It is used in temple processions-

EKKAM (Tam.) a stringed instrument with 
one string. This corresponds to the ekatantri.

EKKA MATT A LI (Tam.) a kind of drum.

EKKANDA VlNA, a vina wherein the 
bowl and the dafldi are scooped out of a single 
block of wood. Such vinas are heavier than the 
ordinary type of vina wherein the dandi and 
bowl are separate parts and joined by a ledge of 
ivory. In an Ekkahda vina, the dandi, which is 
a direct continuation of the bowl will be found 
to gradually taper towards the neck end. 
EkkavJa vinas are made in Mysore. (Also see 
under Ekaijda villa).

EKKU JARU (Tam.) an ascending glide. A 
type of gamaka wherein a graceful ascent is 
made from one note to another, without giving 
the impression of the intervening notes. Ex. 
the phrase Dsvadi dsvabhti in the anupallavi 
of the Saranga raga kriti: Nivada nSgana.

EKOJI (1676-1682), the Maharajah of 
Tanjore and the father of Shahaji Maharajah, 
the author of the Telugu dance drama Pallaki 
sSvd prabandham.

EKTAR, an one-stringed instrument used 
as a drone by sanyasis and mendicants. It con­
sists of a gourd and a bamboo stem. The string 
passes over a bridge on the gourd. The note 
given by the string is the tonic note of the 
singer- '

ELA, a variety of ancient musical form, 
now obsolete. It belongs to the class of s'uddha 
suda prabandhas. Its sahitya besides being of 
an auspicious character had a literary value. 
The theme was praise of god. It sometimes 
related to a heroic king.

ELANKA MANOHARI, a janya raga 
derived from the 37th melakarta, Salagam :

s r g m p n s — s n p m g r s
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ELAPRABHAVAM,, a janya raga derived 
from the 29th melakarta, Dhira s'ankara- 
bharaha:

s r g m p d n d s  — s n d p t n r g r s

EMBOUCHURE, the mouth-hole in the 
flute across which the wind is blown.

EMUN KALYAN, a raga of Hindusthani 
music. It is a derivative of the 65th melakarta : 
Mechakalyaiji and a shadava-sampurna raga. 
The dha is varja in the arOhaha (C.B.N.)

ENANKAMANOHARI, same as the raga 
Elanka manohari (see above).

ENANKAPRIYA, a janya raga derived 
from the 37th melakarta, Salagam (C.B.N.)

ENHARMONIC INTERVAL, an interval 
less than a comma or a pramaija s'ruti. It 
exists, for example between the notes C sharp 
(a semitone above Shadja) and D flat (a semi­
tone below the chatus's'ruti rishabha). On a 
key-board instrument like the Piano, tuned to 
the scale of equal temperament, these two 
notes are performed on the same key. But 
nevertheless these two notes are distinct from 
each other and performers on stringed instru­
ments are alive to this difference. The fre­
quency of C sharp = 16/15 (112 cents) and that of 
D flat= 135/128 (92 cents) and the difference 
between the two = 2048/2025 or 20 cents. The 
16/15 interval is the Purna dvis'ruti interval 
and the 135/128 interval is the Nyuna 
dvis'ruti interval.

EQUAL TEMPERAMENT, A system of 
tuning adopted in key-board instruments of the 
Piano type and wherein the octave is divided 
into twelve equal semitones or intervals, each of 
the value of 100 cents. The consequence of 
this system of tuning is that the frequencies of 
some of the notes are either below or above 
their true ratios. As opposed to this is the scale 
of just intonation adopted in Indian music and 
wherein the pitch of the notes are according to 
their true ratios.

EQUI-TEMPERED SCALE, a scale bf 
equal temperament.

ER MANGALAM, iisbi/bgOw  e r / f  l c e i *  

eouuirLL(£i)) a Song sung after decorating the 
plough with a garland as a benediction (see the 
Silappadikaram  - Nadukankadai).

ERRA JARU (<srA® 8?,r©), ascending glide 
(also see under ekku jaru).

ERRAPPATTU (Tam. vjbjDuuril®), an 
antiphonal type of folk song, sung by two peo­
ple standing on the lever of the irrigating 
machine (Erram, well sweep or the picoltah). 
It is a wellknown labour song and can be heard 
both in urban and rural parts.

ERUKALA JHAMPE, a folk time-measure 
figuring in yakshag&nas.

ERUKALAKAMBHOJI, the earlier name 
for the modern raga, Yadukulakambho.jf.

ESANDHOLI, a janya raga derived from 
the 46th melakarta, Shadvidhamargiiji:

s r m p n s — s n d p m g m r s
(.P . S. Ms.)

ESARI, a janya raga derived from the 
13th melakarta, Gayakapriya :

s r g m p d s — s n d p m g r s  (J .)

ESRAJ, a stringed instrument played with 
a bow and used in Bengal. It is slightly smaller 
than the Sarangi. There are frets on the finger­
board. The frets are movable and metallic 
strings are used. The instrument has sym­
pathetic strings.

ESRAR, same as the instrument Esraj.

ETOUFFE, damped, muted.

ETTIYAPURAM, an important seat of 
music from 1825 onwards. It is in Tirunelveli 
District iu South India. Muthusvvainy Dikshitar, 
Baluswamy Dikshitar and Subbarama Dikshitar 
have adorned this place as samasthana vidvans.
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The successive Rajahs of Ettiyapuram have been 
patrons of music and some of them were also 
composers. The monumental work, Sangita 
sampraddya pradars'ini in Telugu by Subba- 
rama Dikshitar was published by the Ettiya­
puram Samasthanam in 1904.

Ettiyapuram is also famous as the birth-place 
of the national poet, Subrahmanya Bharati.

ETTUGADA PALLAVI, another name for 
the charana of a varna. In as much as the solfa 
passages in the latter part of a varna are con­
cluded with the charatta, the charana is appro­
priately called the ettugada pallavi.

ETTUKKADAI (Tam.), (l) same as Ettu­
gada pallavi (see above).

(2) Any musical theme for which kalpana 
svaras can appropriately be sung.

ETTUKKADAI PALLAVI (Tam.), same 
as ettugada pallavi (see above).

EXTEMPORE MUSIC, music created and 
sung offhand. Raga alapana, madhyamakala, 
pallavi, svaram and niraval are the five 
branches of extempore music or manodharma 
sangita.

EXTEMPORIZATION, playing extempore
playing on the spur of the moment.

EZHAL (Tam.), (l) the tone or timbre of 
the instrument, Yazh.

(2) the tone or timbre of the human
voice.

(3) the Yazh.

F
F, the fourth note of the major scale of C 

in European music.

FARAN JATIS, characteristic patterns 
of rhythmic phrases played in very* quick 
tempo on drums. Dolak Nannu Mea of Pudu- 
kottai samasthanam was highly admired for 
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his cleverness in playing Faran jatis on his
dolak. •

FARAZ, same as the raga Pharaju (see 
under Pharaju)

FARODAST, a time measure used in 
Hindusthani music-

F - HOLES, the sound holes on either side 
of the bridge in the violin and instruments of 
the violin family. Since the holes resemble 
the letter /  in shape, they are called / -  holes

FIDDLE, same as the instrument, Violin.

FIDDLE STICK, the bow used in playing 
the Violin.

FIFE, a small, high-pitched side-blown 
flute used in the west.

FIFTH, the fifth note of the gamut corres­
ponding to the panchama svara- The Interval 
of a F ifth  is the equivalent of the Panchama 
antara and is equal to 3/2 or 702 cents.

FIGURE, a musical phrase of an orna­
mental pattern.

This may recur at regular intervals in a 
chitta svara as the phrase, g r g M in 
the chitta svara of the kriti, Inta para- 
kslanamma (Begada taga—Rupaka tala) 
of Viija Kuppayyar. A svarakshara 
phrase also may recur at regular intervals 
as the phrase ddni in the second ettugada 
svara of the Katnalakshi varna : 
(KambhOji raga—Jhampa tala) of Kun- 
drakkudi Krishtyayyar. This is an example 
of a svarakshara anuprasa.

FILLAGOVI, the Murati or the flute.

FINE ARTS, the name given to the 
5 a rts : Music, Poetry, Painting, Sculpture 
and Architecture. These arts appeal to the 
sense of beauty in us and lift us up to a higher 
and nobler plane.

F IN G E R -B O A R D , the  piece of w ood in
the  v io lin  a g a in s t w h ich  s tr in g s  a re  p ressed
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by the fingers. In stringed instruments of the 
plucked class like the Vh?a and Gotuvadyam, 
the finger-board represents the region of the 
daijdi and over which the playing strings 
pass.

The finger-board may be plain  as in the 
Violin and Sarode and fre tted  as in 
ijie Vina, Dilruba and Svaragat.

FINGER-HOLES, the holes (randhra) in 
wind instruments, stopped directly by fingers 
or indirectly through keys.

FINGERING, the technique of placing 
the fingers upon the strings in stringed instru­
ments, on finger-holes in wind instruments, 
and on drum heads in membranous instru­
ments.

FIPPLE FLUTE, same as the beak flute. 
It has a mouth-piece of the flageolet or tin- 
whistle type.

FLAGEOLET, a small wooden wind 
instrument with a mouth-piece at one end.

FLAGEOLET TONES, the name given 
to the natural harmonics of stringed instru­
ments. Since the quality of these notes 
resembles that of the flute, they are called 
flageolet tones And flute tones.

' FLUTE (Murali or Vlnu in Sanskrit and 
Kuzhal in tam il), the m ost un iversally  found 
w ind instrum ent. It is the instrum ent of

• humanity and is the most democratic of musi­
cal instruments. It was used as an accom­
paniment in operas and in recitals of sacred 
music and dance music.

•
The flute occupies a dignified place in 

Indian music. It is one of the three 
celebrated instruments of Indian litera­
ture : the Vina, Venn and Mridangam. 
Lord S'ri Krishna is associated with the 
flute. Sculptures of VenugOpala (Krishna 
playing the flute) are found in many 
temples. Anaya Nayanar one of the

63 canonised S'aivite saints was an 
adept in playing the flute. Flute playing 
is included amongst the Chatush 
shasthi kalds (the celebrated 64 arts.)

History

The flute has a noble history. The early 
man in his quest after the necessaries of 
life, came across bamboo forests from 
whence he heard sweet musical notes. 
Closer observations revealed to him 
that these sweet notes were the results 
of currents of wind dashing against the 
holes drilled on the bamboo stems by 
chafers and beetles which came to eat 
the flour and grains inside the hollow 
of the bamboo stem. The idea of pre­
paring musical pipes by boring holes 
on the sides of cut bamboo stems and 
supplying his own air to produce musi­
cal notes, naturally struck m:ya! Earlier 
flutes were of a rude kitfd and were 
made of bamboo, reed or wood with a 
mouth-hole and a few finger-holes. 
Flutes were also made of bones in very 
early times. Bone flutes have been 
found in excavations in Central Europe 
and in the cliff-dwellings of Colorado 
and the ancient caves of California.

With the advancement of music, the 
technique of flute playing developed. 
In early times, the flute and the the 
Yazh provided a combined accompani­
ment in concerts. The flute was tuned 
to the fundemental scale and the 
other primary scales as well as deriva­
tive ragas were played by the shift of 
the tonic note, just as in the yazh. 
Later, when the idea of adhara shadja 
dawned and the fretted vina developed, 
all the scales and ragas came to be 
performed to the same tonic note. The 
different semitones and quarter-tones 
came to be played now by the partial 
closing or opening of the finger-holes.



F L U T E [ 139 ] F L U T E

Structure

The Indian flute is a simple cylindrical 
tube of uniform bore, closed at one end. 
The length of the tube is about 14 inches 
and its cross-section about three-fourths 
of an inch. The embouchure or the 
mouth hole is pierced at a distance of 
about i  of an inch from the closed end. 
The mouth-hole end may be a naturally 
closed end i.e. closed with the node of 
the stem or may be artificially closed 
with a cork or stopper. Eight finger 
holes and sometimes nine of uniform size 
are pierced. The size of the finger-holes 
is slightly less than that of the mukha 
randhra or the mouth-hole. The mouth- 
hole and the finger-holes lie in a 
straight line. The finger-hole nearest 
the mukha randhra is called the tdra 
randhra i.e. the hole which gives the 
note of the highest pitch. The tara 
ra^flhj^. is reckoned as the first finger- 
hole and the other finger-holes are 
progressively numbered The mouth- 
hole has sharp edges.

Flutes can be made of ivory, sandal­
wood, rakta-chandana or red variety of 
sandalwood, ebony, khadira wood 
(acacia catechu), blackwood, cane, reed, 
ebonite, iron, bell-metal, silver and 
gold. But the tone of the bamboo flute 
is delightful- The bamboo flute is the 
best example of a nature made instru­
ment, without detachable parts and 
complicated mechanism.

The European flute is made of Cocus or 
grenadilla wood. It is a keyed flute 
whereas the Indian flute is a key-less 
flute- The key mechanism functions 
between the fingers and finger-holes. 
The keys are of silver or german silver. 
In the Indian flute, the keys are out of 
place since for producing the delicate 
quarter-tones, gamakas and jaqta- 
svaras, the fingers have to be in direct

contact with the finger-holes. The 
European flute is longer than the Indian 
flute and consists of three detachable 
parts. The mouth-hole in the European 
flute is elliptical in shape while in the 
Indian flute it is circular.

Technique
%

The flute is sounded by blowing a stream 
of air obliquely against the opposite 
edge of the mouth-hole The flat stream 
of air blown between the lips results in 
edge tones. The variations in pitch 
are caused by the changes in the length 
of the air-column consequent on the 
closing and opening of the finger-holes.

The flute is held in a horizontal position 
with a slight inclination downwards and 
played. While the two thumbs are 
used to hold the flute in position, the 
three fingers of the left hand excluding 
the little finger and the four fingers of 
the right hand are used to close the 
finger-holes I to 7 respectively. While 
playing, the edge of the embouchure 
touches the centre of the lower lip. The 
lower lip covers a part of the mukha 
randhra. Usually the flute is held to 
the right from the lips and played. 
But there are instances of players who 
hold the flute to the left of their lips 
and play.

The flute is a delicate instrument and in 
the hands of a capable artist is able to • 
produce the most soul-stirring and ravi­
shing music. All the delicate, graces, 
curves, embellishments, nuances and 
shades of music can be performed to . 
perfection on this instrument. Its 
charming and delicate tone has a haunt­
ing beauty of its own. Even rapid 
passages can be performed accurately 
on this instrument. Larger skips are 
possible on the flute. The technique of 
overblowing and underblowing enables 
this to be done.
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The human voice and the flute are alike 
in some respects. Both are monophon- 
ous instruments and have a compass of 

octaves. Corresponding to the tri- 
sthayi s'ariram la voice with a.compass 
of 3 octaves), we have the Boehm flute 
of the west on which one can play 
i  octaves. The flute like the voice 
has a constant tone colour over the 
whole available compass. Punnagavarali 
raga when performed on the flute lures 
the snakes and tempts them to come out 
of their holes and dance before the 
performer.

The flute tone is pure and simple and is 
accompanied by few and feeble upper 
partials. People with projecting teeth 
and thin chins cannot make good flute 
players.

Classification

From the position in which the instrument 
is held, the flute is classified under three 
heads :—

1. The transverse flute or the side-blown 
flute or the cross flute.

This is the concert flute with the 
mouth-hole at one end and the wind 
is blown against the opposite edge of 
the mouth-hole.

2. The direct flute.

This is the flute with a mouth-piece of 
the flageolet or the tin-whistle type 
and is also known as the beak flute. 
Herein the wind is blown through the 
mouth-piece.

3. The vertical flute.

This is the panpipe type of flute and 
sound is produced herein by blowing 
obliquely across the open end of the 
pipe.

Amongst Indian concert instruments the 
flute enjoys the same status as the vina.

It is an ayan vadya or a primary 
instrument.

The flute when played from a hill side or 
on a boat in midstream is delightful to 
hear. Its tone can be heard clearly for 
nearly half a mile when performed on 
a still night.

FLUTE-A-BEC, same as the beak flute ĵ

FLUTTER TONGUEING, a special tech­
nique in tongueing for playing very fast 
passages on the flute. The centre of the tongue 
is made to vibrate in a tremulous manner. The 
consequent rapid checks in the air blown facili­
tates the play of rapid music, f

FOLK MUSIC, the music of the masses of 
a country. It is called Pamarajana gdnam 
{uirLmrggsar&ir&trLb)j Ndttuppattu (tBiril(Buu/nlSl)) 
and Nadodippattu (ts <rQt-.tr tf-u uinl(B^\n Tamil 
and Pallepatalu, Gramyagdnam arid Janapada 
gitamulu in Telugu and Loka git in Hindi. It is 
the music of the millions of villagers. It is the 
music which affords endless jsolace to the weary 
farmer and the labourer when they return home 
after a day’s hard toil. It is the music which 
gives infinite delight and pleasure to the house­
wife and the house-holder. It is the music heard 
daily in the homes of millions of men and 
women, old and young.

The folk songs are the speculum through 
which we get a glimpse of the culture 
and thought of the rural people- Folk 
songs have a charm all their own and 
please us the moment we hear them. As 
examples of simple beautiful melodies 
they remain unsurpassed. These rustic, 
uncouth, village songs have a pedigree 
longer than that of classical music. To 
listen to folk songs in their pristine 
purity, one should go to rural parts, 
miles away from the Railway station and 
to remote places which have not yet 
succumbed to the influences of modern 
civilization.
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Under folk music is included all the songs 
that do not strictly come within the 
sphere of art music. Classical music is 
essentially intellectual music and is the 
music of the upper ten thousand. For 
an appreciation of classical music one 
needs to know its science. But this is 
not necessary in the case of folk music* 
Folk music comes mostly through un­
known authorship as opposed to art 
music which is the contribution of known 
composers.

Folk songs help us to discover the real 
feelings and ideas of a people. They 
furnish a lot of information of sociological 
value. Verses are added to or substracted 
from as new ideas come in and old ones 
pass away. The up-to-date inner feelings 
of a people always find expression in 
their folk songs. These songs are a 
faithful reflection of all popular senti­
ments* and beliefs. The unconnected 
nature of the topics dealt with in the 
interminable verses of folk songs is due 
to the fact that from time to time new 
verses on current events and incidents 
are composed and added.

Folk songs, from their very nature are in 
village-dialects. They never rise to the 
level of set literature but still they are 
dynamic compositions. Though the 
sahitya is linguistically crude, yet the 
language is powerful and expressive. 
The themes of folk songs are never 
serious.

The function of folk music is primarily 
entertainment. It is a pleasant type of 
light music. Classical music has a pur­
pose higher than mere entertainment. 
Besides its appeal to our intellect and 
emotion, it takes us to the realm of the 
Supreme and helps us to taste something 
of the Celestial bliss. The creation of 
Ananda rasa (emotional joy) is the 
purpose of art music.

Folk music, folk dance and folk drama have 
a distinct place in the cultural heritage 
of a country. They play an important 
part in the life of the common folk. They 
are much older than classical music, 
classical dance and classical drama. The 
folk music as also the folk arts of all 
countries possess certain commo^ charac­
teristics. 'Intended for being sung by 
rustic folk with untrained voices, the 
songs are characterised by simple music, 
easy rhythm and limited compass.

There is a profusion of folk songs in India. 
Their musical settings have a charm and 
peculiarity all their own. With the ex­
ception of the prati madhyama or F  sharp 
all the other eleven notes of the gamut 
figure therein. The compass of some 
songs comprises three or four notes while 
that of; other songs extends over an 
octave or more. The tunes of the songs 
used in sorcery, witch-craft, demon wor­
ship and Kali worship are of an awe­
inspiring character. Songs relating to 
palmistry and astrology and songs relat. 
ing to the medicinal and curative proper­
ties of herbs are very interesting. It will 
be of interest to know that in folk songs, 
the laws of prosody are surprisingly 
enough, adhered to. Some folk songs 
teem with rhetorical beauties. The fan­
tastic antya prasas present in some songs 
add to their humour and general effect.

In South India, there is a folk song for every 
event in life. The ideas in some folk 
songs are highly suggestive and thought* 
provoking. The occupational songs, 
tribal songs, marriage songs, worship 
songs and ballads contain a mine of his­
torical and sociological information. The 
humourus songs teeming with meaning­
less alliterations, fantastic rhymes and 
lazy colloquialisms provide a lot of mirth 
and fun.
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In addition to being a stimultant to workers, 
occupational songs serve to regulate the 
work by their rhythm. Rowing songs 
where in the oars are dipped into water 
by the crew at regular intervals and 
pounding songs wherein the pestles are 
lowered at regular intervals to crush the 
stfain are instances of songs for concerted 
action. Labour songs serve to relieve the 
dulness and monotony of the work and 
also lightens the strain to an appreciable 
extent. The sahityas of some of these 
songs deal with the details of time- 
honoured occupations like mat-making 
etc.

Some folk tunes have specific names. When 
such a name is mentioned on the top of 
a song, every one knows how to sing it. 
Anandakkalippu tor example is the name 
of a wellknown folk tune in Nadanama- 
kriya raga, Chapu tala. Odam or Kappal 
is a tune in Punnagavarali raga.

The catchy nature of some folk tunes has 
attracted the attention of many classical 
composers. They wrote their own 
sahityas for these tunes and have thus 
contributed to the immortalitv of these 
tunes. In the Divyanama kirtanas and 
Utsava sampradaya kirtanas of Tyaga- 
raja as also in his opera, Noxvka charit- 
ram, we come across many of the folk 
tunes of South India. In the Nandanar 
charitram  of Gdpalakrishna Bharati 
we come across many folk tunes. Com­
posers like Ramaswamy S'ivan have com­
posed songs on the lines of folk music.

Folk music and folk dance of the primitive 
type are found amongst the Todas and 
Badagas of the Nilgiris. Rustic type of 
folk music is found in the agricultural, 
craft and occupation songs. Folk music 
of a refined type is found in the marriage 
songs.

There are folk songs intended for being 
sung by,

1. Individuals

2. Groups

3. An Individual and a Group, alter­
natively

4. Two Groups alternatively.

Apt choric phrases for the group are found 
in the third and fourth cases.

Some of the recognizable ragas in folk 
music are: Anandabhairavi, NUambari, 
Kuranji, Punnagavarali, Nadanamakriya, 
Senjurutti (Jhanjhuti) and Navaroj. The 
frequently met with talas in folk music 
are Adi, Rupaka and Mis'ra Chapu.

From the point of view of their, subject 
matter, folk songs, may Jje ̂ classified 
into :—

1. Moral songs

2. Philosophical songs

3. Proverbial songs containing adages and 
proverbs

4. Ceremonial songs

5. Labour songs

6. Agricultural songs (gwuj6>)utlL®)

7. Cradle songs (lullabies) 
u r n K B )

8- Devotional songs

9. Ritualistic and worship songs

10. Tribal songs

11. Craft songs

12. Ballads

13. Epic songs
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dance drama we find chorists at the 
back or the sides singing the songs- 
In a bhajana, we find trained singers 
accompanying the devotional music of 
the'chief or the leader of the bhajana 
party. In a dance concert, we find the 
nattuvanars singing the dance songs.

The instrumental accompaniment provi­
ded in concerts may be classified into

1. The Drone accompaniment.

The function of the drone accompaniment 
is to help the principal performer and 
his accompanists to maintain s'ruti 
s'uddha, i.e. accuracy in pitch. 
The continuous sounding of the tonic 
note or the fundamental, prevents the 
principal from straying away from the 
correct pitch and helps him to sing or 
perform accurately. Since the indivi­
duality of a raga is perceived and 
enjoy?d only on the background of the 
adhara shadja, the drone is of import­
ance, both to the performer and the 
listener in a concert. The tambura is 
the best of the drones in as much as it 
gives delightful upper partials, in 
addition to the prime notes of the four 
strings. In instruments like the v'nia, 
gotuvadyam, pradars'ana viija and 
magudi, the drone accompaniment is 
incorporated in the instrument itself. 
In concerts with those instruments, 
there is no necessity for ’a separate 
person to provide the drone accompani- 
ment. In concerts of music and dance 
and in bhajanas, katha kalakshepams 
and purarta pathanams, the tambura is 
used to provide the drone accompani­
ment. Some musicians prefer to have 
two tamburas as drone accompaniments. 
(For the tuning of these two tamburas, 
see under Drones). Formerly the bag­
pipe (turutti, tutti or s'ruti upanga), was 
used to provide s'ruti accompaniment in 
dance concerts and dance dramas. In

the nagasvaram party, the ottu is used 
to provide the drone accompaniment. 
This gives a single note, the adhara 
shadja. The mendicants use the single­
stringed drone, Ektar or Tuntina. Some 
musicians use a s'ruti box as a drone 
accompaniment. This is a wind instru­
ment with bellows and the hat^nonium 
reeds giving the tonic note, fifth and 
octave are fixed to it. Sometimes 
the instrument is provided with a reed 
giving the lower octave shadja. The 
reed giving the s'uddha madhyama svara 
is also fixed, to switch on to the madh­
yama s'ruti when required. The size of 
the s'ruti box is such that it has provision 
for two sets of s'rutis D ( 2 ) and D sharp 
( 2\ ) or F (4 ) and F sharp ( 4i ) and 
contains 10 reeds in all. There is a stop­
per which enables the mandra shadja to 
be used at the option of the performer. 
The volume of tone can also be adjust­
ed. Since there is a constancy about 
the pitch given by the s'ruti box, some 
musicians, particularly the flute players 
prefer it as their drone accompani­
ment.

2. Rhythmic accompaniment.

The function of the Rhythmic accompani­
ment is two-fold:—

(1) To aid the principal performer and his
musical accompanists to maintain 
laya s'uddha i.e., accuracy in rhythm.

<
(2) To draw the pointed attention of the

audience to :—
(a) the rhythmic beauties underlying 
the sangatis and musical construction 
of the compositions;
(b) to emphasise the beauties underly­
ing the sequences of tana jatis and 
phrase-patterns in the kalpana svaras 
developed by the Principal; and
(c) to make them perceive in a patent 
manner the points like arudi, (pada-

19
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garbham or sam or stressed point)) 
mudivu (conclusion) and eduppu 
(commencement) of the themes of 
musical compositions.

In the absence of the tala accompani­
ment, much of the beauty underlying 
tlfe rhythmic construction of a com­
position will go unnoticed.

In this sense, the rhythmic accompani­
ment in Indian concerts serves a more 
significant purpose than the rhythmic 
accompaniment in concerts of western 
music.

The mridangam, pakhawaj and the tabla 
are the best of the rhythmic accompani­
ments. These instruments besides 
giving a delightful tone are capable of 
being tuned to the tonic note of the 
principal performer. The mridangam 
is used in concerts of music and dance, 
and in bhajanas, katha kalakshepams, 
operas and dance dramas. Sometimes 
additional rhythmic accompaniments 
like the Kanjira, Ghatam, Dolak, Mor- 
sing, Jalra, Gettuvadyam and Konugol 
are used in concerts of music. KonugOl 
is the art of vocalising rhythmical 
mnemonic syllables.

The Tavil and sometimes the Conch are 
used to provide rhythmic accompani- 
menr in Nagasvaram concerts. The 
cymbals used in nagasvaram concerts 
serve only as time-keeping instruments 
and are not used to provide a cross- 
rhythmical accompaniment. Likewise 
is the chipla in the hands of the 
Bhagavatar. In the Bhajana and Kala- 
kshepam, the jalra and chipla (castanets) 
are used in addition to the mridangam. 
The Oduvars in T&varam recitals use 
the Kuzhitalam  (tinkling basin cymbals) 
in addition to the mridangam.

3. Musical accompaniment-

The function of the musical accompani­
ment is to embellish and decorate the 
music of the principal, paint <in beauti­
ful colours the gamakas and the delicate 
tonal shades of his music and generally 
make the music more attractive apd 
fascinating. The violin is used as a 
musical accompaniment in concerts in 
South India while the Dilruba, Sarangi, 
Sitar and Taus are used for this pur­
pose in North India The clarinet and 
flute are used to provide musical 
accompaniment in concerts of dance.

Thus the minimum number of performers 
in a South Indian concert party are: — 
the Singer or the Flute performer, and a 
performer each on the Tambura, Violin 
and the Mridangam. In concerts of 
Viija and Gotuvadyam it is left to the 
option of the performer to to re  a rhyth­
mic accompaniment like the mridangam.

ACHARYA MUDRA, one of the 12 varie­
ties of mudras figuring in musical compositions. 
This is a case wherein the composer of the 
piece indicates in the sahitya of the composi­
tion, the name of his Acharya i. e. the guru or 
the preceptor. The Gita, Gdnavidya dhuran- 
dhara in Nata raga is a good example.

ACHETANA: The Sangita sudhdkara 
of Haripaladeva classifies musical notes under 
three heads :

Chetana, when the svara is produced by 
the human voice or emanates from 
some animate body.

Achetana, when the svara is produced 
from an inanimate object like the vipa.

Mis'ra, when the svara takes the charac­
teristics of both the above-mentioned 
types. The music produced by a man 
playing the flute or the nagasvaram is
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• an example of this type. The wind is 
blown by man, an animate being and the 
instrument played upon is an inanimate
object.•

ADANGAN MURAI, Tevaram ; the collec­
tive works of Tirujnanasambandar, Appar and 
Supdarar.

ADBHUTA, the feeling of surprise or 
wonder. This is one of the nava rasas or nine 
emotions. Its sthayibhava is Vismaya.

iERIAL, the mouth of a wireless trans­
mitter high up in the air and through which 
electric waves are hurled into space. It is 
also the ear of the receiver. The music broad­
cast from a Radio Station is received through 
an serial.

AFTAB-E-MAUS1QUE, 'the Sun in the 
Domain*>of Music’. This is a title conferred 
upon Usnta* Fyaz Khan by the Maharajah of 
Mysore.

AGATTIYAM, a work on music ascribed 
to Sage Agastya (Silappadikaram ).

AGNAM, one of the 12 kinds of Pataha 
vadyas (drum).

AJANTA CAVES : these are in the state of 
Hyderabad and the paintings in them are world 
famous. They belong to the 2nd cent A.D.

In Cave I, there is a painting of a celestial 
musician playing on a stringed instrument 
resembling the Mandoline. In the 
Buddha Renunciation Scene, there are 
figures playing the concert flutes. These 
flutes are cylindrical in shape and are held 
horizontal and to the right side of the 
player. Outside Cave I, there is a small 
figure of the ancient Yazh.

In Cave II, there is the famous Dancing 
scene. The light dress worn by the 
dancers is noteworthy. The accom­

panists depicted are performers on the 
Tabla, Baya, Mridanga, Conch and the 
Flute. The accompanists are all ladies.

A martial drum is also painted in this Cave.

In Cave XVII is the Palace scene. A big 
drum* crude fretted instruments played by 
a bow and the backside of a woillan play­
ing the flute in the right-handed posture 
are depicted.

In Cave XXVI, some drums are depicted.

AKARA SADANAI (Tam.), same as akara 
sadhakam (see under akara  sadhakam ).

AKAS'A VINA, a kind of vina referred to 
by Palkurki Somanatha Kavi in his Pandita- 
radhya Charitra.

AKBAR, THE GREAT, the illustrious 
Mogul Emperor who ruled over Northern India 
during 1556—1605 A.D. He was a great 
patron of music and 36 musicians adorned his 
Court. (The names of the 36 musicians are men­
tioned in the Ain-i-Akbari). Tan Sen, the illust­
rious singer of North India was the chief amongst 
them. Emperor Akbar had a great admiration 
and regard for Tan Sen-

ALAIN DANIELOU, the French musico­
logist and Research Professor in Music, Benares 
University. He is the author of two scholarly 
works : Introduction to the study of musical scales 
and Northern Indian Music.

_ •
ALAKOJA, a wind instrument. It has a

svara nadi (playing pipe) and a s'ruti nadi (drone 
pipe). It is played during village festivals.

ALAPANA, RULES FOR, the rules relat­
ing to the exposition of a raga may be classified 
under the heads of :—

1. Mandatory ru les . These are rules 
which the performer must stick to. 
That one should stick to the phrases 
covered by the arohana-avarohana 
krama of a raga and use only those
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vis'esha prayOgas which have the sanc­
tion of long and established usage and 
w hich are  in consonance w ith  the 
melodic ind iv iduality  of the rag a  is a 
m andatory  rule

2. Advisory rules : Rules which are in the
nature of an advice. When closelv 

0

related  ragas are  sung, it  is advisable 
for the perform er to  frequently  touch 
upon the ran jaka  prayOgas characteristic  
of the chosen raga.

It is advisable for a performer who 
attempts an alapana, to straightaway 
reveal the identity of the raga by singing 
it over the full gamut and not confine 
himself within :he compass of a few 
notes.

The rule with regard to the ganakala 
of a raga is only advisory and not 
mandatory-

3. Cautionary ru les: Rules which are 
in the nature of a caution. In bhashanga 
ragas, one is cautioned against the 
frequent use of phrases containing the 
anya svara. One should avoid the 
frequent use of obsolete prayOgas and 
phrases which have been used by only 
one or two composers. The phrase 
s d p m figuring in the kriti, Nidu- 
mUrtini in Natakuranji, need not be 
used now in the alapana of that raga.

In ragas like D evagandhari, w hich shine 
by chauka ka la  prayOgas, one is 
cautioned aga in st the frequent use of 
m adhyam akala prayOgas.

4. J nfor motor y rules : Rules which are 
in the nature of an enlightenment and 
information. A patent prayoga pertain­
ing to one raga, need not be used frequent­
ly in another raga, though this latter raga 
may also admit of it. Thus the phrase 
s n s p d p is more characteristic of

Huseni raga and it need not be resorted 
to in Bhairavi raga frequently, though 
the latter does not shut out that phrase.

_ •
ALAVANI, a kind of Vipa referred to by

Haripaladeva in his Sangita sudhakara 
(14th Cent.).

ALINGYA, horizontal posture: This term 
is used to signify the position in which an 
instrument is kept and played. The Mridangam 
is kept in the alingya posture and played, 
while the Tabla is kept in the Urdhvaka 
(vertical) posture and played.

ALUDAIYA PILLAIYAR, another name 
for Tirujnanasambandar, one of the authors 
of the TSvaram.

AMA, literally meaning ‘ yes ’ in Tamil. 
One of the expressions used by way of,-express­
ing one’s appreciation of a deligtrtful musical 
phrase or sequence rendered in the course of a 
performance. Also see under Bale.

AMBARl KALYANI, a raga mentioned in 
the Sangita ratnakara, a late Kannada work, (see 
the Madras Government Oriental Series No. 
XXX, p. 38.)

AMBARISHA CHARITAM, a Kathakali 
play written by AS'VATI Tirunal.

AMRITA, the name given in the Sangita 
DamOdara to the second s'ruti of the dhaivata 
svara.

AMUKTA, the state of a finger-hole being 
closed fully by a finger, in a wind instrument, 
like the sanai or the mukhavina. This 
is the opposite of Mukta, which signifies the 
state of a finger-hole being completely open.

A N A D D H A , sSme as avanaddha (see under
avanaddha).
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M a gana 8 8 8

B ha  gana 8 1 1

Ja  gana 1 8 1

S a  gana l 1 8

N a  gana 1 1 1

Ya gana 1 S 8

R a  gana 8 1 8

T a  gana 8 8 1

ASHTA KALYANI, this is not a musical 
term although it sounds like one. According to 
As'va S'astra (the science relating to horses) it is 
the name given to a horse, whose four legs, 
face, head, tail and breast are white.

ASHTOTTARA S'ATA MELAS, the 108 
melas inclusive of the 72 krama sampurna melas 
and the SGSikrta panchama melas.

ASHTOTTARA S'ATA RAG A TALA 
MALIKA, the raga tala malika in 108 talas and 
ragas. This is a monumental composition by 
Ramaswamy Dikshitar (1735—1817). It is the 
longest composition in Indian music and will take 
about 3 hours to perform. The raga mudra and 
tala mudra are present in every section of 
the composition. Rare talas like S'rimatkUti 
figure herein.

ASHTOTTARAS'ATA TALAS, the 108 
talas : Chachchatputa, Chachaputa, Shatpita- 
putrika, Sampadveshtaka, Udghatta, Adi, 
Darpaija, Charchari, Simhalila, Kandarpa, 
Simhavikrama, S'riranga, Rati Ida, Ranga tala, 
Parikrama, Pratyanga, Gaja Ida, Tribhinna. 
Viravikrama, Hamsa Ida, Varnabhinna, Ranga- 
dybtana, RajachudamaUi, Raja tala, Simha- 
vikridita, Vanamali, Chaturasra varna, Trayasra 
varna, Misra varna, Rangapradipa, Hamsanada, 
Simhanada, Mallikamoda, Sarabha Ida, Ranga- 
bharana, Turanga Ida, Simhanandana, Jayas'ri, 
Vijayananda, Prati tala, Dvitiya, Makaranda,
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Kirti, Vijaya, Jayamangala, Raja vidyadhara, 
Mathya, Jaya, Kudukka, Nissaruka, Krlda, 
Tribhangi, Kokilapriya, S'rikirti, Bindumali, 
Sama tala, Nandana, Udikshana, Mattika, 
Dhenkika, Varnamnttika, Abhinandana, Antara- 
krida, Malla tala, Dipaka, Ananga, Vishama, 
Nandi, Mukunda, Kanduka, Eka tala, Ata tala, 
Purria kankala, Khanda kankala, . Sama 
kankala, Vishama kankala, Chatustala, DSmbuli• ' * j
Abhanga, Rayavankola, Laghus'ekhara, Pratapa 
s'ekhara, Jagajjhampa, Chaturmukha, Jhampa, 
Pratimathya, Garugi, Vasanta, Lalita, Rati tala, 
Karaija yati, Yati, Shat tala, Vardhana, Varija 
yati, Rajanarayana, Madana, Karika, Parvati 
lOchana, S'rinandana, Lila, Vilokita, Lalitapriya, 
Jhallaka, Janaka, Lakshmis'a, Raga vardhana 
and Utsava.

ATA BHAGAVATAM, the dance dramas 
in Telugu enacted by the Bhagavatas of the 
Kuchipudi village in Krishria District.

ATIDEVATA, the presiding Deity. There 
are the presiding Deities for the various ragas 
and musical instruments. Gaies'a is the pre­
siding Deity for Bangala raga and hence 
the aptness of the kriti:

Girirajasuta of Tyagaraja in praise of 
Vighnes'vara in Bangala raga.

Nandikes'vara is the presiding Deity for 
the drum, Maddalam and Devendra for 
the drum, Challigai.

ATIYA BEGUM FYZEE RAHAMIN, the 
author of the book Music o f  India. This book 
deals principally with Hindusthani music. It 
has 8 chapters and treats of the topics of Svara, 
Raga, Tala, Instruments, Literature on music, 
History of Indian Music, Practical experts and* 
Stories of Indian Music.

ATMANATHA BHAGAVATAR (19th 
cent.), a gifted singer who was able to sing in all 
the three octaves with perfect ease. This feature 
of his voice earned for him the title: Vajra- 
kontha Bhdgvatar (Diamond-voiced bhagavatar).
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He was a nephew of Kavikunjara Bharati (1810 
—1896) the famous Tamil composer. Atma- 
natha Bhagavaiar was employed to sing sacred 
songs in the temple, Avadaiyarkovil.

ATODYA TUMBURU, a title associated 
with King Narasimha Varman II. Vddya 
VidyadlTara and Vina Narada are the other 
musical epithets of the King (see the Tirupporur 
Inscriptions).

ATTAM, ^Tam. and Mai.) dance.

ATTINI, the Tamil form of Hastini. One 
of the four varieties of women contemplated in 
the Sringdra s'astra  or the science of erotics, 
the other three being Chitdni, Padmini and 
Sankhini. Attini was the lowest of these 4 types.

AUDUMBARl, the name of the viija that 
was performed on by the Yajama,ii during the 
performance of vedic rites by her husband. 
As the vina was made of Udumbara wood, it 
came to be called Audumbari. This vina is also 
called Pichola in Vedic literature.

AUGUSTUS, WILLARD, the author of the 
book : Treatise on the Music of Hinduslhan. This 
book is included in the compilation, Hindu 
music from various authors by Rajah Sir Sourendra 
Mohun Tagore (1875).

AUTOMATIC INSTRUMENTS, instru­
ments which are equipped with a mechanism or 
other device and which reproduce music of their 
own accord. The gramophone, pianola, musical-
box and clock chimes are instances.•

AVANADDHA KUTAPA, a band of drum 
players (Also see under Brinda ganam).

AVANJI, a drum. As it was covered with 
Ihe vanjittol Iskin) of the cow, it came to be 
called Avanji.

AVARC'HANA KRAMA, in the descending 
order. It is applied to a phrase wherein the 
notes progress in the descending order of 
pitch.

AY AN (Tam.), principal, in musical parlance. 
Ayan vadyakaran is a performer on a primary 
instrument like the Vina, Gotuvadyam or the 
Flute as opposed to a Pakka vadyakaran or an 
accompanist. Ayanpatakan (Tam.) is the princi­
pal singer, as opposed to the P inpattukkaran  
in a Katha kalakshepam who is a mere 
accompanist.

AYAPPALAI, one of the four major palais 
or scales figuring in the music of the Ancient 
Tamils, the other three palais being TirikOnap- 
palai, Chaturappalai and Vattappdlai.

AYYA, a wellknown singer o^tfie early 
part of the 19th century and the brother of 
Anayya, a composer of songs in Tamil and 
Telugu, with the signature Umadasa. Ayya was 
a scholar in Sanskrit, Telugu and Tamil. One 
of Ayya’s disciples was Panchanadayyar (alias 
Duraisami Ayyar) and father of the illustrious 
singer and composer, Maha Vaidyanatha 
Ayyar.

AZHAGANAMBI PILLAY {junpamiiiS 
t3sh8sir)f an illustrious performer on the 
mridangam in recent times. He hailed from 
Kumbakonam- His performances were noted 
for their clarity, beauty, dexterity and capti­
vating effect. He produced a rich and a 
delightful tone. He was a loyal accompanist.

AZHVARTIRUNAGARI, the famous 
Vaishnavite shrine in Tirunelveli District in 
South India. It contains beautiful specimens of 
musical stone pillars. A rare specimen of a naga- 
svaram made of stone is also played in the 
Temple-
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B
BAHULI DVAYAM, one of the suryams'a 

ragas mentioned by Narada in his Sangita 
makaranda.

BAHUMUDRAKARA, a composer who 
has- resorted to more than one kind of 
vaggeyakara mudra, as opposed to an 
Ekamudrakara who has resorted to only one 
mudra for the purpose. Bhadrachala Ram ad as 
is an instance of a Bahumudrakara. He has 
signed his compositions with the ankitams, 
Ramadasa and Bhadrachala or its synonyms, 
Bhadradri, Bhadras’aila  and Bhadragiri.

BAHUMUDRA PRABANDHA, a com- 
position which contains within it two or more 
of the dvadas'a mudras.

The^Ragamalika Nityakalyani contains 
two^mudras: the raga mudra and 
the vaggeyakara mudra. The kriti, 
Chintaya md, contains three mudras: 
the raga mudra, vaggeyakara mudra 
and kshetra mudra \ and so on.

BAKAVADAM, a Kathakali play written 
by Kartika Tirunal Rama Varma Maharajah. 
KOttayattu Tampuran has also written a Katha­
kali play of the same name.

BAKE, DR. ARNOLD, a Dutch musico­
logist and an authority on comparative music. 
He travelled in India to collect specimens of 
Indian folk music. He is the author of the 
book, Indian Music and Rabindranath Tagore.

BALACHANDRA, the mudra or signature 
adopted by Chandras'ekara S'&strl of Bangalore, 
a well known composer of Javalis.

BALANAGAMMA KATHA (Tel.), the 
story of BalanSgamma presented in the form of 
folk melodies.

BALASARASWATI, a leading exponent of 
classical dancing of the Bharata natya school. 
Her dance performances are noted for their 
clean, neat, graceful and polished execution. In 
abhinaya, there are few to excel her. Her abhi- 
nayas for padas are highly suggestive, and 
thought-provoking. She belongs to the family 
of Vina Dhanammal.

BALE, literally, ‘splendid-’ One of the 
expressions used in South India, by way of 
expressing one’s appreciation of a piece of 
music, delightfully rendered. In North India, 
Wdh, W ahl Achchal and Bahut Achcha\ 
are used for the pupose. In South India, it is 
also usual to say Besh\ Sabashl Amal (meaning 
‘yes’ in Tamil), Manchidi (Tel.) and Nalladu 
(Tam)- Manchidi and Nalladu both mean ‘good’; 
This is all individual appreciation ; collective 
appreciation is expressed by the clapping of 
hands.

BAL1VADAM, a Kathakali play written 
by Kottarakkara Tampuran.

BANAYUDDHAM, a Kathakali play 
written by Balakavi Rama S'astrigal.

BANDYOPADHYAYA, a scholar in 
Hinausthani music and the author of (l) The 
Origin of Raga, (2) Music of India  and (3) 
Evolution of Songs and Lives of Musicians.

BANERJI, a wellknown writer on the art of 
dancing. He is the author of the books, Dance 
of India and Folk Dance of India.

BARGIT, dignified song. Sankaradeva. 
(1449—1568) of Assam and his disciple Madhava- 
deva have composed about 200 bargits.

BARHIDHVAJA, a janya raga derived 
from the 30th mela» Naganandini:

s r  g d n s  —  s n d g  r s (S. S. P. S.)

20
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BATRA, R. L., a scholar in Hindusthani 
music and the author of the book. Art and 
Science of Indian Music.

BATTA BIN, a stringed instrument used 
in Hindusthani music. This is the Rudra vq>a 
but without frets and is played like a gOtuvad- 
yam. This instrument is provided with sympa­
thetic strings. Sometimes in the place of wood, 
an egg-shaped hard piece of glass is used to 
glide over the strings. This piece of wood or 
glass is called batta and a Bin played with a 
batta came to be called Batta Bin. This instru­
ment is also known as Vichitra Vina and 
Hindusthani Gotuvadyam.

BEATS, a sort of a quivering sound 
phenomenon experienced when two notes of 
nearly equal pitch are played simultaneously. 
When the notes are exactly equal in pitch, a 
pleasant unisonal effect will be felt and beats 
will not be heard.

BESH, one of the expressions used in 
South India by way of expressing one’s appre­
ciation of a musical performance (See also under 
Bale).

BHADURY and CHATTERJ1, joint 
authors of the Book : Art of Hindu Dance.

BHAIRAVI. The South Indian Bhairavi 
raga is dealt with on p. 44. The Bhairavi of 
Hindusthani music, corresponds to the Tedi 
mela of South Indian music. Concerts of 

’Hindusthani music are concluded with this 
Bhairavi raga.

BHAKTI, one of the rasas. The bulk of 
*he musical compositions in South Indian music 
are on the theme of bhakti (devotion) or S'ririgara 
(love). Bhakti is either of the Bahya type (i.e. 
external) or of the Abhyantara type (internal). 
The former is easy to cultivate. This bahya 
bhakti is of 9 forms: Sravanatn, Kirtanam, 
Smaranam, PadasSvanam, Archanam, Vanda- 
nam,Dasyam, Sakhyam and Atmanividanam.

BHAMBHA, a double-faced cylindrical 
drum. The drum-head herein is slightly bigger 
than that of the dhakka. This is the same as 
Pambai (ui£«»u).

BHANGRA, a group dance performed by 
robbers and masked dacoits in N. W. India after 
they obtain their booty.

BHANUDATTA MIS'RA, the author of the 
work Rasa manjari, a standard work on 
Alankara s’astra in Sanskrit written about 1,550 
A.D. The topics in this book are treated of in a 
highly specialised manner and to an amazing 
degree of detail. This book is generally follow­
ed by teachers of dance. The Telugu work 
Stingara rasa manjari or Rasa manjari as it is 
called, is an explanatory translation of the 
Rasa manjari. This Telugu work was written by 
Gudipati Venkatakavi.

BHAYANAKA, the feeling of fear. This 
is one of the nava rasas or nine empffons. Its 
sthayibhava is bhayam.

BHRINGI, one of the ancient authorities 
on music. Tyagaraja refers to him in his kriti, 
Sarigita rtanamu in Dhanyasi raga.

BHU, the syllable used in the sankhya 
mnemonics ot the 72 melakarta scheme to denote 
the 4th mela of a chakra. Thus the phrase, 
Agni-bhu signifies the fourth mela in the Agni 
chakra and the serial number of the melakarta 
signified by this phrase is 16.

BHUJANGA VADYAM, same as the instru­
ment, Bhujaiiga svaram. This is the tnagudi 
or the snake-charmer’s instrument.

BlBHATSA, the feeling of disgust. This 
is one of the nava rasas or nine emotions. Its 
sthayibhava is jugupsa.

BIPANCHI VINA, same as the v'uja, 
Vipanchi (see under Vipanchi).
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BIRAMA VlNAI (iSiru> <sS&asr)} same as the 
Brahma vipa. The Birama vinai is referred to 
in the P aripadal.

BIRyDA MUDRA, one of the 12 varieties 
of mudras figuring in musical compositions. 
This is the case wherein the b ir u d a  or the title 
enjoyed by or associated with the composer of 
the piece, or the person in whose honour the 
composition is composed figures in the com­
position.

BIRUDU PATRA, the certificate (Paper or 
Copper Plate) containing the name of the Title 
conferred upon a musician or composer.

BIRUDU VADYA, a musical instrument 
presented to a musician or dancer with the Title 
conferred upon him or her, engraved on it. 
Chandrarekha, the famous dancer in the court 
of Vira Venkataraya (1584—1616) was granted 
biruda v&dyas as a mark of her proficiency in 
dancing.

BISHAN SWARUP, the author of the book 
Theory of Indian Music. This book treats of 
the various topics pertaining to music in a clear 
manner.

BRAHMA TALAM, the name of the first 
item figuring in the performance of the S a r v a  
v a d y a m . This consists of the recital of a brisk 
passage of jatis followed by an invocatory 
sahitya. This is sung by the Nattuvanar to the 
rhythmic accompaniment of kuzhi talam (tinkling 
basin cymbals). For the other meaning of 
Brahma talam see p. 68.

BRHASSAMA, a raga mentioned in the 
Sangita ratnakara, a late Kannada work (see the 
Madras Government Oriental Series, No. XXX,
p. 20).

BR1NDA GANAM, music performed by a 
group of musicians including vocalists and instru­
mentalists. Sometimes instrumentalists alone 
played. Tata kutapa was a case when perfor­

mers on stringed instruments alone took part 
and Avanaddha kutapa  when performers on 
drums alone took part. A modern example ol 
an Avanaddha kutapa can be seen during the 
festival in the Temple of Tooth in Kandy, 
Ceylon, where 24 drummers perform. The 
Hall where the drums are played has come to 
be called the Hall o f drums.

The Brinda gana was classified into
(l) Uttama,(2)Madhyama and (3) Kanishta.

It was uttama when it included the full 
complement of performers comprising 
the singers, assistant singers (upa- 
gayakas), flutists and mridangam 
players.

It was madhyama when there was half 
this number of performers.

It was £am$fea when the number of per­
formers was less than that of the 
madhyama type.

Nritya kutapa was the name given to a 
group of dancers.

BURA, the name of the drone-pipe of the 
snake charmer’s instrument called Nagasaram 
in the Andhra Des'a.

BURAGA, same as the Instrument Bura.

BURRA, a drum with a hollow shell, wide* 
at one end and tapering towards the other end. 
The wider end is covered with skin and the nar­
row end is left open. The shell is of baked clay. 
Goat skin is used to cover this instrument. This, 
drum is used by the narrators of Burra kathalu 
i.e. stories about the Bobbili and Palnati heroes 
and heroines like Lakshmamma and Bala- 
nagamma.

BURRA KATHALU (Tel.), stories present­
ed in the form of folk songs.
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c
CAMPANOLOGY, the science and art of 

bell-making and the technique of playing 
upon the carillon.

CARILLON, (l) a set of bells tuned to give 
the notes of a musical scale.

(2) A melody to be played upon a set of 
bells is also called carillon.

Carillons can be heard in Holland and 
Belgium. These are played by hammers. 
The whole hand, gloved in leather is 
used to depress the manual key. Rapid 
passages can also be played on the 
carillons. The largest carillons have as 
many as seventy bells.

CARILLONEUR, the performer on the 
carillon.

CARNATIC MUSIC, see under Karnatic 
music.

CHAKKIYAR, a class of dancers referred 
in the Tamil epic, Silappadikaram (2nd cent. A.D.).

CHAKKIYAR KUTTU, the dances of the 
Chakkiyars.

CHALANA SVARA, a musical note which 
from its very nature, mostly occurs as a kampita 
svara. Suddha rishabha and Sadharapa gandhara 
are examles. This is the opposite of Nischalano 
svara.•

CHANDRA KALA, one of the 13 varieties 
of Hudukka vadyas id rums) mentioned in 
ancient works (C.R.S. Ramayana Notes, p. 225).

CHANDRAMSA RAGA, a raga to be sung 
during night time, corresponding to the 
IravuppaQ of ancient Tamil music.

CHANDRAREKHA, the famous dancer 
attached to the court of the last Nayak King of 
Tanjore, Vijayaraghava Naik (1633—1673). 
In the Telugu Prabandha, RajogOpala vilasama 
by Chengalva Kalakavi and dedicated to 
Vijayaraghava Naik, these are references to this 
dancer.

CHANDRASEKHARA S'ASTRI, a com­
poser of Javalis. He lived in Bangalore and 
adopted the signature, Balachandra.

CHAPPALA KATTAI (Tam.). This is an 
onomatopoetic name. It is the same as chipla 
(See under chipla).

CHAPU TALA, VARIETIES OF. In addi­
tion to the Mis'ra, Khanda, Tisra and Sankirna 
varieties already referred to (see under Chapu), 
some other varieties of this tala have existed in 
indigenous music. The term Chapu itself is a 
changed form of the Tamil word 'dyppu. 
S'ayppu means literally, bent. Of tlrtf two com. 
ponent angas constituting a s'ayppu tala, the 
duration value of one is shorter than that of the 
other. Figuratively speaking, when the two 
ahgas are weighed on a scale, the arm of the 
lever on the side of the ahga of longer duration 
will go down. ‘S'ayppu’ is thus a derivative 
name. The word ‘ s'ayppu ’ is used even now 
in Malayalam.

The finger-count as a kriya has its origin 
in folk time-measures and des'i talas and 
later assimilated in classical music. Laghu 
Jati bheda is found in folk music. The 
Kuru jhampe tata takes the angas: 
Drulam, Khanda laghu and Tisra laghu: 
O | s  | s  "

Dhruda Chapu is a tala with 7 aksharakalas 
for an avarta. In effect, it is counted as 
a tisra laghu followed by a chaturasra 
laghu.

( In mediaeval terminology, the term laya 
signified a ghata or beat and guru, the 
finger-count. The Dhruva Chapu is
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described as a laya H- two gurus 
followed by a laya +  three gurus ).

Mathima Chapu is a tala with 5 aksharakiilas 
fot an avarta. In effect, it is counted as 
a drutam followed by a tisra laghu and 
thus it is the same as the tala, Tisra 
Rupakam.

( In mediaeval terminology, the word 
viramam signified the visarjitam or the 
waving of the hand. Thus the Mathima 
chapu is described as laya -f* viramam 
followed by a laya +  two gurus ).

Rupâ a Chapu is a tala with 3 akshara­
kalas for an avarta. This is a laya +  
two gurus in the mediaeval terminology 
and is the same as the modern Tisra jati 
Eka tala.

Jhampa Chapu is a tala with 5 aksharakalas 
fqr an avarta. It is reckoned as layaH- 
viramam followed by two beats and a 
viramam. In effect it is counted with a 
drutam, anudrutam and a drutam 0 ^ 0

A t a Chapu is a tala with 7 aksharakalas for 
an avarta. In effect it is the same as the 
Khanda jati Rupaka tala but with the 
angas reversed. Thus it is reckoned as a 
Khanda laghu followed by a drutam.

( In mediaeval terminology its kriya is a 
laya followed by four gurus and a laya 
and viramam )•

CHARCHARI, a kind of spring dance per­
formed by 32 damsels in connection with 
Savitri vratarn and described in the KarpUra 
Manjari, Act IV .

CHARULlLA VILASAMU, a prabandham 
in Telugu verse by Marpeddi Chengalvaraya 
S'astri ll810—1900).

CHATURAPPALAI, one of the four major 
palais or scales figuring in the music of the 
ancient Tamils.

CHATURMUKHA VADYA, a drum with 
four faces or drumheads.

CHATURTHAM, a synonym of svarantara.

CHATUS'S'RUTI ANTARA, the interval 
of a chatus's'ruti or Major tone 9/8 1204 cents).

CHATUSVARA S'RUTI VADYA, a drone 
which gives four s'ruti svaras. The four-stringed 
tambura giving the notes p s s s is a good 
example. A s'ruti-box set to give the notes, 
mandra sthayi shadja, madhya sthayi shadja, 
madhya sthayi panchama and tara sthayi shadja 
is also a good example.

CHAUTARA, a four-stringed instrument.

CHHAYA NATAKA, shadow play or 
Nizhalattam

CHHAYA RAGA, a raga whose individ­
uality is revealed by a particular phrase or 
prayoga. Huseni raga is a good example.

CHIDAMBARA BHAGAVATAR, one of 
the greatest Harikatha performers of our times. 
He hailed from Maijgudi, a village near Ayyam- 
pet Railway Station, in Tanjore District. He was 
deeply learned in Sanskrit, Telugu and Tamil 
and his Kalakshepams were very attractive and 
drew large audiences. His remarkable powers 
of exposition, his fine voice, his intimate know­
ledge of music and Bharata s'astra. his fund of 
humour, his successful appeal to audiences ot 
various grades of intellectual level, his intimate 
knowledge of sacred lore and his powers at 
story-telling lent a special colour and attraction 
to his performances. He easily established con­
tact with his audiences and compelled their 
admiration. He is a descendant of Ghanam 
Tirumalayyar, one of the vidvans who adorned 
the court of Maharajah SarabhOji of Tanjore. 
Chidambara Bhagavatar has also composed a few 
kritis. He was awarded the Title, Maha 
Kathaka Kanthirava—the lion amongst the 
illustrious performers of kalakshepams.
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CHIDAMBARA BHARATI, MAZHAVAI CHITIKA PALAKALU (Tel.), Castanets 
(19th cent.), a composer of Tamil songs and same as Chiplakattai in Tamil, 
the author of Periya Purdna '.Kirtanas. He
signed his compositions with his own name. CHITRAMBALA KURAVANJl (ffijbpiii
The scholarly singer, Mazhavarayanendal ue04 ©P^®®), a new dance drama jn Tamil 
Subbarama Bhagavatar was his grandson. composed by K. N. Daridayudapaiji Pillai.

CHINN AM, (Tam.), a tubular wind instru­
ment like Kahala. Tiruchinnam and Ndga- 
chinnam (Nagasvaram) are two of the varieties 
of this instrument.

CHINNA PAKKIRI, a brilliant nagasvaram 
player of this century. He hailed from Man- 
nargudi in Tanjore District. His manOdharma 
or creative faculty was of a high order. There 
was a distinctive sweetness in the tone of his 
play. He used to play a raga for hours together.

CHINNASWAMY AYYAR, KARUR, a 
top-ranking violinist of the present time. He 
comes of a musical family and is the son of 
Fiddle Narasayya. His elder brothers were the 
famous Violinists, Pedda Devudu (1S60—1886) 
and Chinna Devudu (1862—1900). Chinnaswamy 
Ayyar learnt music under his brother Chinna 
Devudu. The Devudu brothers themselves learnt 
music under Nemam Subrahmanya Ayyar, a 
direct disciple of Tyagaraja and thus Chinna­
swamy Ayyar belongs to the Sishya parampara 
of the great composer, Tyagaraja.

CHINNA VARNAM (Tam.), literally, small 
\^u-na. An adi tala varija is commonly called a 
chinna varria and an ata tala varrta as a periya 
varna (big varna). Students of music first learn 
adi tala varnas and then go to ata tala varnas.

•
CHINNI BOMMAI, glove puppet or glove 

doll. This is a small wooden doll carried by 
wandering beggar women. As they sing, they 
make the doll clap its hands and dance.

CHINTA BHAIRAVI, a raga figuring in 
Oriya songs.

CHITRA NR ITT AM, a variety of 
specially ornate dance.

CHITTAI (Tam.), CHITTA (Tel.), a set 
style in singing or performing ; anything set in 
a methodical manner. A chi:ta svara is a set 
passage of svaras in conformity to the tala and 
in consonance with the musical construction of 
the composition. Chitta pallavi is the name 
given to the ettugada pallavi of a varna. It is a 
set pallavi and will not admit of niraval. As 
opposed to this is the pallavi figuring in manO- 
dharma sangita, which admits of niraval. A 
person whose alapana is stereotyped is set to 
have made a chittai of it. /*

CH1TT1 BABU NA1DU B, the author of 
the book, Key to Hindu Music, in English.

CHOKKALINGAM PILE AY, a leading 
exponent of Bharata natya. He belongs to the 
Pandanallur School and has trained a number 
of pupils in classical dancing.

CHORD, a group of two or more musical 
notes played simultaneously. Chords are.'based 
upon triads or combinations of three notes 
(trisvara garias). A chord sounds best when 
its constituent notes are approximately equi­
distant from one another.

CHOREOGRAPHER, the designer and 
planner of the dances in a ballet troupe. A 
system of dance notation is used for the purpose 
by the choreographer.

CHOREOGRAPHY or CHOREGRAPHY, 
the art of design in ballet; the process of indi­
cating the steps and other movements in a 
dance.
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CHORIST, CHORISTER, a singer in a 
Chorus or Brindaganam.

CHORUS, the choir or a group of singers.
«

CHOWDIAH, one of the top-ranking 
violinists of our times. He is a Samasthana 
V-idvan in Mysore and is the recipient of the 
title, Sangita Ratna from the Maharajah of 
Mysore. He will be remembered as a pioneer 
in seven-stringed violin. In the seven-stringed 
violin, three extra strings are added to the 
first, second and third strings. The added 
string in each case is tuned an octave below 
the contiguous string. Thus the notes given 
by the seven strings according to the Panchama 
s'ruti system of tuning will respectively b e :

s p p s s p p

It is somewhat difficult to play the seven- 
stringed violin. Excepting the fourth 
string, the playing finger is always in 
contact with two strings separated by 
the distance of about a millimetre. The 
tip of the finger while stopping the 
strings should be exactly parellel to the 
bridge. Otherwise notes of differing 
pitch will be produced. This accounts 
for the beats and unmusical sounds 
sometimes heard in the hands of less 
competent performers on the seven­
stringed violin. The beats will be heard 
even when the strings are not exactly an 
octave apart.

The seven-stringed tambura used by 
Shatkala Govinda Marar suggested the 
idea of the seven-stringed violin.

CHROMATIC SCALE, a scale consisting 
of semitones in their regular gati-ascent or 
descent. This scale is used in Western music 
but not in Indian music.

CHUTTI, the white facial outline in Katha- 
kali make-up.

CHYUTA, literally slipped; refers to a 
note which instead of being sounded in its 
correct position on the scale is sounded at a 
point slightly less. S'rutis are classified into : 
Suddha, Chyuta and Tivra. Suddha means the 
note is sounded in its correct frequency i.e. at 
the allotted point on the scale ; Chyuta means 
the s'ruti is sounded slightly flat; Tivra 
means the s'ruti is sounded slightly sharp. It 
should be remembered that the flattening or 
sharpening in these cases does not result in the 
encroachment on the tonal jurisdiction of the 
contiguous s'rutis.

CLAPPER, the metal tongue of a bell 
suspended in the centre. The term also signifies 
the fixed hammer used for striking a bell on the 
outside of the rim.

CLEMENTS E, the author of the book, 
Introduction to the study of Indian Music 
(London, 1913). He was a member of the Indian 
Civil Service. He deals with the tone system of 
Indian Music in the book.

CLOSE HARMONY, a case wherein the 
notes of a chord are written as near as possible 
to each other. The opposite of this is Open, 
Extended or Dispersed harmony wherein the 
notes are distributed further apart, i.e. in 
different octaves.

COMMON CHORD, a chord whose fifth 
note is a perfect Panchama compared to the 
root of the triad.

COMPOUND INTERVAL, an interval 
larger than an octave ; for example, the inter­
val between madhya sthayi shadja and tara 
sthayi rishabha.

CONSONANT CHORD, a chord wherein 
the notes constituting it make consonant 
intervals to one another.

■ m

COUSINS MARGARET E, the author of 
the book, Music of Orient and Occident. She 
is a pianist and an erudite scholar in the oriental 
and occidental systems of music.



C U R T  SA C H S, D R . [ 160 1 DASA K U T A

CURT SACHS, DR., :he wellknovvn musi­
cologist of the west and the author of a number 
of works on music and musical instruments.

D
DA, the solfa syllable of the sixth note of 

gamut, dhaivata. Though correctly speaking, 
dha is the initial syllable of the svara nama, still 
in actual singing, for euphonious effect, only da 
is pronounced and not dha.

D ADI YAM AN, a janya raga of Hindu­
s tan i music and derived from the 53rd mela, 
Gamanas'rama :

s r g p d  s —  s n d p m g r s  (S.R Kan.)

( This is the same as the raga Kuntalarama 
of South Indian music).

DAKKA, DAKKI, an hour-glass shaped 
drum of a bigger size, ft is played by beating 
on one side with a stick. It is used during the 
Oyydli ttadai festival in Vishiju temples.

DAKSHA YAGAM, a Kathakali play 
written by Irayimman Tampi.

DANDA RASA, stick-play or Kolattam 
(Qsireoirilt-iis). This is a kind of folk dance per­
formed by young, trimly clad girls during festivals 
like the Das'ara and Pohgal. Two coloured sticks 
about a span in length and coloured red and 
yellow are held in the two hands by the partici­
pants. As they dance moving forward or 
sidewards, they hit the sticks in their own hands 
and later hit alternately the sticks of their com­
rades on their right and left or hit the sticks of 
comrades advancing from the opposite direction. 
There are beautiful sculptures of girls playing 
the Kolattam depicted in the temples at 
Rames'varam, AvadaiyarkOvil, Perur, Lepakshi, 
and Tadpatri.

Kolattam when combined with plait weav­
ing of strings is called Pinnal Kolattam 
(tSsarasreo or Vzni danda
rasa. In Bhajanas, adults also perform 
Kolattam. .

DANDAYUDAPANI PILL AY K. N„ a 
leading exponent of dancing and a creative 
artist. He has trained a number of pupils. 
He is the author of Chitrambala Kuravanji, a 
dance drama in Tamil.

DANDORA, a public announcement made 
by the beat of tom tom-

DANDU, lute or vhja (Pingalandai).

DANKA, the pair of conical drums carried 
on horseback. It has a circular rim. The 
player sits on the horseback and plays upon the 
drum kept in front. The horse carrying the 
danka is gaily decorated with coloured^elothes 
and precedes the Temple procession.

DANTIGIRI, one of the paryaya mudras 
used by Kanchi Venkatadriswamy in his songs.

DAPPU, a kind of circular drum about lh 
to 2 ft. in diameter and 4 inches deep ; cowhide 
is stretched over one side of the circular frame.

DARASURAM, a place 2 miles from 
Kumbakonam in South India. It contains a 
magnificent temple built by Raja Raja II, who 
ruled from 1146—1103 A.D. On the southern 
side of the Balipitam near the main entrance^ 
there are carved steps of stone. Each stone 
when struck give a clear, ringing musical note.

DARDURA, a kind of musical instrqpent.

DASA KUTA, the line of composers of 
devotional songs in Karnataka province. 
Purandara Dasa and Kanaka Dasa belong to 
this group.
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DAS'AVATARA (Kan.), Yakshag&na or a 
dance drama.

DATTILADI_ MAHARtSHI PROKTA 
TALA PRASTARA LAKSHANA SAN- 
GRAHAM, a Sanskrit work on tala. The topics 
dealt with herein include Tata nishpatti 
lakshanam, Tala das'a prana lakshanam, 
Tata prastaram, Pdtala s’rSni and Adhva 
lakshanam.

DAVADAI TANAM (,sa/«»i_ fnreanb)t a 
slang expression in Tamil indicating the tanam 
sung in an unimpressive, superficial manner. 
This style of tanam gets shaped near the 
region of the fore-part of the mouth. This 
involves the movements of the cheek and hence 
the name- This is not the full-throated tanam. 
The opposite of this is the Nabhi tanam  ema­
nating from the region of the navel and which 
has a granduer all its own.

DEAD SPOT, a spot in an auditorium at 
■which a listener cannot listen to any sound. 
This may be noticed in some auditoria. This 
phenomenon arises from the direct sound waves 
and the reflected sound waves interfering and 
destroying one another.

DEK, a kind of drum with a shell, cylin­
drical in shape.

DEODHAR B. R., a wellknown scholar 
and exponent of Hindusthani music. He is the 
President of the Gandharva Maha Vidyalaya 
Ma îdal, Bombay and the Editor of Sangit 
Kala Vihar.

DES'I, one of the three kinds of nrittam  
or dance, the other two varieties being 
Vadugi* and S'ingalam This classification is 
mentioned in Bharata siddhantam  and other 
works on dance Vadugu is characterised as 
<susix€(BiD& (a highly beautiful dance);
S  ingalam as ®n&rstnuji (superior type
of dance); and Des'i as (mid­
dling type of dance).

DES'YA TALA-S, the time-measures that 
were in vogue in the several provinces during 
particular periods of musical history.

DEVADASI, literally one who has dedi­
cated her life to the service of God. The princi­
pal function of Devadasis was to dance in temples 
before the Deity. R d ja d d s i  and S iv a d a s i  are 
other classes of temple dancers.

DEVAL, K. B., a noted musicologist and 
the author of the books, T h e  H in d u  M usica l 
Scale (1910) and T h e o r y  o f  I n d i a n  M u s ic  a s  
e x p o u n d e d  b y  S O m a n a th a  (1916) Arya Bhushan 
Press, Poona.

DEVANABHATTA, the author of S a n g ita  
M u k ta v a l i , a work on music. He was patron- 
ised-by Prayukta Devarajah (1420 A.D.).

DEVAPANt (Tam.), a kind of song 
composed in praise of God. It is of two kinds : 
P e r u n d z v a p a n i and S ir u d Z v a p a n i .

DEVARADIYAL, one who has dedicated 
her life to the service of God ; same as DevadSsi.

DEVIL DANCE, a dance performed to 
propitiate evil deities and demon kings. Devil 
dances are performed also for exorcizing evil 
spirits. These dances can be witnessed 
amongst the tribes in the west coast of India 
and in north-west India. Telescopic trumpets, 
large flat drums, cymbals and gongs are used 
as accompaniments during Devil dances.* 
These instruments produce notes of an awe. 
inspiring character. Some of the dancers wear 
jingling bells on their anklets, feet and waists. 
The Devil dances mostly consist of Hops, Skips 
and Jumps. The masks worn by the Devil 
dancers are of a hideous, weird, wild and 
grotesque character.

DEVIL DANCERS, performers of devil 
dances.

DHA, a kind of drum.
21



DHAIVATA-DVAYA BHA SH A N G A  RAGA t 162 ] D lR G H A  K A M P IT A

DHAIVATA - DVAYA BHASHANGA 
RAGA, a bhashanga raga wherein the kOmal 
and tivra varieties cf the dhaivata svara occur 
—one as the svakiya svara and other as the 
anya svara. Thus the Bhairavi raga of Karna- 
tic music is a good example. Herein the 
s'uddha dhaivata is the svakiya svara and 
the chatus's'ruti dhaivata is the anya svara.

DHAK, a kind of drum.

DHAMAR, songs in Hindusthani music 
on the theme of the Idas of the boyhood 
of Krishna.

DHANAKOTI AMMAL, a top ranking 
singer of the first quarter of this century She 
hailed from Kanchipuram. She had a bracing 
voice and her performances were impressive. 
She had a rich repertoire. She took a deep 
interest in the performance of sarva vadyam 
in the temple in Kanchipuram.

DHAN AMMAL, one of the top-ranking 
vipa performers of the 20th century. Her 
play was remarkable for its sweetness, fine 
touches and tonal shades. Her alapanas were 
brimful of raga bhava. The delicate gamakas 
and the lustrous phrases characteristic of each 
raga were patent in her play. She had a rich 
repertoire. She knew a number of Kshetrayya 
padas and kritis of Syama S'SLstri and Muthu- 
swamy Dikshitar- Leading musicians of the 
time took a delight in listening to the perform­
ances of Viva Dhanammal.

DHANURJYA a bowstring.

DHaNUSTANKARA, the twanging of the 
bowstring.

DHARMAPURIS'A, the ankitam or 
signature adopted by Dharmapuri Subbarayar, a 
famous composer of Javalis or love lyrics.

DHRUVA CHARITAM, a Kathaknli play 
written by Keralavarma Valiya Koil Tampuran.

D1GAMBAR, PANDIT VISHNU, a scho­
larly exponent of Hindusthani music. He 
established Gandharva Vidyalayas (music 
schools) in many cities in North India. He has 
trained a number of disciples. He was a con­
temporary of Papdit V. N- Bhatkhapde. The 
work of each was in a sense supplementary to 
that of the other. One worked hard in the 
Theory and History of music and the other on 
the Practical side of the Art. Papdit Vishnu 
Digambar’s name will long be remembered as 
the one who popularised the famous Ram 
dhun, Raghupati Rdghava Rdjdrdm , Patita 
Pdvana SUarcim.

DIKSHITAR, when simply the word 
Dikshitar is mentioned, the reference is to the 
great composer, Muthuswamy Dikshitar 
(1776—1835).

DILIP CHANDRA VEDI, a welTknown 
exponent of Hindusthani music.

DILIP KUMAR ROY, a scholar in Hindu­
sthani music and a gifted singer and writer. 
His performances are noted for their classic 
purity and excellence. He hails from Bengal.

DINAGEYA RAGA, a raga to be sung 
during day time, as opposed to a Ratrigiya  
raga or a raga to be sung during night time.

DlPAKAJYOTI, a rare raga in which 
Tyagaraja has composed. His kriti, Daya jUda- 
vayya is in this raga.

DIRECT FLUTE, same as the beak flute.

DlRGHA KAMPITA, a long shake over 
a compass of a chatus's'ruti antara, i.e. a full 
tone interval ex. the shake of the sadhara^a 
gandhara in Anandabhairavi and Athapa 
ragas. This is the opposite of hrasva kampita.
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* DISPERSED HARMONY, the opposite 
of Close harmony (see under Close harmony).

DISSONANCE, the unpleasant effect prod­
uced when two notes not bearing the sthayi, 
samvadi or anuvadi relationship are sounded 
together. This is the opposite of consonance 
and is the same as vivaditva in Indian music; 
(also see under Consonance).

DISSONANT CHORD or DISCORD, a 
chord which contains at least one dissonance 
among the intervals made between the various 
notes.

DIVYADHVANI, a drum beaten by a 
celestial spirit.

DOMINANT, the note in western music 
corresponding to the svara, Panchama.

•%
DRIK, eyes: denotes the number tw o  in 

musical mnemonics. In the Svararnavam , this 
word is used to signify the 2nd note, s'uddha 
rishabha in the gamut of 12 notes.

DUKKA VARALI, a pathetic raga figuring 
in Kathakali music.

DURYODHANA VADAM, a Kathakali 
play written by Vayaskara Mussadu.

DV AVI MS'ATI GAMAKA-S, the 22
gamakas or graces mentioned by Palkurki 
Somanatha Kavi in his dvipada kavya, Pandit- 
aradhya Charitra {l 4th cent.). This is the 
largest number of gamakas to be mentioned by a 

' writer. Other musicologists have mentioned the 
number of gamakas as 7, 10, 15 and 19. Some 
of the gamakas mentioned by SOmanatha Kavi 
are new and not mentioned by writers either 
before or after him. The following are the 22 
gamakas mentioned by him :

1. Akshipta 3. Ahita

2. Adirga 4. Uchcharita

5. Ullasita 14. Dirghollasita

6. Ullasita 15. Prastuta

7. Karasthita 1G. Bhramita

3. Kunchita 17. Murdhni

9. Komala 18. Kshipta

10. Gumphita 19. Lalita

11. Dirgha 20. Lalitottama

12. Dirgha Ivampita 21. SamOllasita

13. Dirghika 22. Sukshmantara

DVIDHATU DIVYANAMA KlRTANA, a 
Divyanama kirtana wherein the music of the 
chararia is different from that of the pallavi. In 
such cases, the pallavi is sung at the end of each 
chararia. S r i  R a m a  S r i  R a m a  of Tyagaraja in 
Sahana raga is a good example. The opposite 
of this is the E k a d h d tu  D iv y a n a m a k ir ta n a ,  
wherein the music of the charartas is the same as 
that of the pallavi.

DVIKALA, two degrees of speed. Tana 
varijas are intended for dvikala sadhakam i.e. 
practice in two degrees of speed. Since tana 
varrtas are set in madhyama kala, the practice 
in dvikala actually amounts to practice in 
madhyama k£la and tritiya kala i.e. the second 
and third degrees of speed.

DVIMUKHA VADYA, a drum with two 
faces; ex. mridangam, tavil, dolak.

DVIS'RUTI ANTARA, same as the interval 
of Dvis'ruti (see under Dvis'ruti interval).

DVISVARA S'RUTI VADYA, a drona 
which gives two s'ruti svaras. These two notes 
may be of identical pitch as the Saraiji and 
AnusS,rani of the D o ta r a  (tw- -stringed drone) 
or two shadjas, an octave apart or two notes 
related as shadja and panchama.

DVITANTRI, a viija with two strings and 
referred to in the S a n g i ta  r a tn a k a r a -
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E
ECCLESIASTICAL MODES, scales used 

in early church music. They were of two 
kinds: Authentic and Plagal.

ECHO ROCK, the name of a flat surface 
rock in the Parkside Estate (fac.ng the Plains) 
in Coonoor, Nilgiris, South Irdia. The for­
mation of the rock is such that a word uttered or 
music played in the neighbourhood of the rock is 
reflected back sharply. Thus w.ien the distance 
covered by the incident sound ard the reflected 
sound is more than 75 feet, a person standing 
near the source of sound, hears back the sound 
or music without loss of intensity, as if somebody 
else spoke or sang the same music. In the 
stillness of night, even whispers are faithfully 
reflected back.

diameter of this circular hole is inch. Thfe 
diameter of the circular hole at the other end 
of the pipe is one inch. When blown into from 
this end, a note resembling the tone colour of 
the conch is heard. Hence this hole is 
called Sahkha randhra. The length of the 
pipe is one foot, and it runs from west to east. 
It is at a slight inclination to the horizontal, 
downwards. The interior of the pipe is smooth 
and finely polished- Two small ring-like protru­
sions in the interior of the pipe at about a 
third part from the narrow end perhaps are 
responsible for the differing character of the 
tone colour of the notes heard from the two 
ends. The pitch of the two notes correspond 
to B (Kakali nishada) and E (Antara gandhara 
of the tara sthayi). Thus the notes bear shadja- 
madhyama relationship. This pipe is a 
remarkable achievement in the realm of Re­
sonant stone instrumentation.

EDIROLI (Tam.), pratichvani or echo 
(see under Echo)-

EKADA PADAM, a small devotional song 
in Bhairavi raga, beginning with the words: 
GOvtnda Rama HarS and sung in katha kala- 
kshepams after the Panchapadi or the five 
introductory devotional songs.

EKAMUKHA VADYA, a drum with a 
single face; conical drums like the darr.aram 
are examples

EKAS'RUTI ANTARA, same as the 
interval Ekas'ruti (see under Ekas'ruti interval).

EKOTTARA S'AT A TALA-S, the earlier 
list of 101 talas mentioned in such works as 
Pars'vadeva’s Satigita samaya sdra and 
Narada’s Saugita makaranda. Most of these 
talas have been later absorbed in the list 
of 108 talas.

In the 108 talas mentioned by Palkurki 
SOmanatha Kavi in his Pandit aradhya 
Charitra (Parvata prakaraija), many new 
talas are mentioned. The following may 
be mentioned as examples :

Muchita Kutila ghurnita

Satrachchada GOshti

EKASVARA S'RUTI VADYA, a drone 
giving a single note. The Ektcr, Tuntind  and 
Ottu are examples.

EKKALA RANDHRA, the name of the 
smaller mouth-hole in the conical pipe drilled 
across a stone, pillar in the temple att 
Shapbagaramanallur in Tirunelveli District. 
This hole when blown through gives a note 
resembling the tone colour of Ekkalam. The

Ega

Eda

Hada

Bandhakararia

Badakarapa

Sarakaraba

Asthanamandapa

Arrja

Kachchana

Ana

Adimatrika 

Tarakshanaputri 

ManimisAa Kahkala 

Kavya Kahkala
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ABDUL KARIM KHAN, a brilliant 
exponent of classical Hindusthani music. His 
raga alaps were characterised by phrases of 
extraordinary beauty and lustre. He had a 
melodious and responsive voice. During his 
stay in Madras, he started the Arya Sangita 
Vidyalaya and trained a number of pupils. 
He took a deep interest in the study and 
appreciation of Karnatic music.

ABHINAYADI VICHARA, an un­
published work on the art of dance in the 
Tanjore Sarasvati Mahal Library.

ABHINAYA LAKSHANAM, an un­
published work on the art of dance by S'ringara 
S'ekhara in the Tanjore Sarasvati Mahal 
Library.

ABHINAYAMKURAM, a book on Katha- 
kali dancing by GopinSth & Nagabhushan (1946).

AD BANSARI, a long flute, with a rich, 
deep tone and used in North India.

ALATTUR BROTHERS- They are two of 
the front-rank performers of our times. They 
are not brothers in the usual sense of the term. 
One Mr. Siva Subrahmanyam is an Andhra 
and the other Mr. Srinivasan is a Tamilian. 
They had their training from Vidvan Alattur 
Venkatesa Ayyar, the father of the former. 
They are Asthana vidvans of Travancore and 
command an extension repertoire. They are 
adepts in Pallavi exposition.

ANU VEPANAM, sympathetic vibration.
APSARA STRl, a celestial maiden. It is 

said, that in the HalUs'a dance led by Krishna, 
apsara stris provided the mridahgam ac­
companiment.

AROHANA - AVAROHANA PRASTARA, 
the possible permutations and combinations 
of the different patterns of arOhapa and ava- 
rohapa. ArohaJja and avarOhafla are either of 
the krama gati type i.e. regularly ascending 
and descending or of the vakra gati type i.e. 
taking a tortuous or zig-zag course. Krama

shadava patterns are 6 in number and krama 
audava patterns are 15 in number. The possible 
number of Sumpurria - shadava - audava patterns
of arohaija and avarohaija 
Sampurna - sampurna 1
Sampurna - shadava 6
Sampurna - audava IS
Shadava - sampurna 6
Shadava - shadava 36

are 484 i.e.:.
Shadava - audava 90 
Audava-sampurna IS 
Audava - shadava 90 
Audava • audava 225

484

Since all these patterns are possible under 
each mela, the 72 melas yield 484 x 72 = 
34,848 ragas, inclusive of the 72 mela ragas 
(Note—The number 34,848 will in actual 
practice get reduced by about a fifth of 
the total number, since some of the audava 
and shadava ragas will be repeating 
under a few melas).

The possible svarantara patterns are 20 and 
these with the sampurna, shadava and audava 
combinations will yeild 1280 patterns ; i.e.: 
Svarantara - sampurna 20 Shadava - svarantara 120 
Svarantara - shadava 120 Audava - svarantara 300 
Svarantara - audava 300 Svarantara - svarantara400
Sampurna - svarantara 20 ----

1280

Since these svarantara patterns are possible 
under each mela, the 72 melas will further 
yield 1280 x 72 = 92,160 svarantara r&gas 
(Note—This number will again get red­
uced since a good number of the svarantara 
ragas will be repeating under some melas).

Ragas like Navarasa kannada { s g m p s — 
s n d in g r s) and Vivardhani (s r m p s 
— s n d p m g r s )  are respectively • 
examples of svarantara - shadava and 
svarantara - sampu.On ragas.

The Vakra gati patterns of arOhana and 
avarohana are innumerable and these 
combined with the Krama gati patterns 
will yield a considerable number of ragas. 
Appropriately enough the number of ragas 
has been described as Atlanta, I.e. infinite.



A D D E N D A [ 1 6 8 ] A D D E N D A

A - STRING, the second string of the Violin 
and tuned to the note shadja of the madhya 
sthayi in Indian Music.

AYYAR, C. S., the author of Grammar 
of South Indian Musis and the Art and Tech­
nique of Violin Play. He has carried on exten­
sive researches in the tone system of South 
Indian music and has published some valuable 
Papers.

BALASUBRAMANYAM, G. N., one of 
the Asthana vidvans of Travancore State.
G. N. B. as he is familiarly known is one of 
the top-ranking singers of our times. Endowed 
with a bracing, responsive and impressive 
voice, his concerts have a charm and attrac­
tion of their own. He is capable of singing 
in very fast tempo. The notes of his brigas 
are sparklingly clear and are as fascinating as 
they are lustrous. He is also a composer. He 
has trained some promising disciples.

BHAKTA PANDA, the line of devotional 
composers in Northern India corresponding to 
the composers of the Dasa Ktita line of 
the Karnataka province.

BIDARAM KRISHNAPPA, an eminent 
singer of this century. He hailed from Bidaram, 
a village in Mysore State. He had a command­
ing personality. He was a tall person with a 
beautiful complexion. He was a Samasthana 
vidvan in Mysore He had a rich, sonorous 
voice. The compass of his voice extended over

octaves. His alapanas in the mandra 
sthayi were characteristically impressive He 
liad an extensive repertoire. In the concerts 
he sang a number of the compositions of great 
composers and minor composers He adhered 
to the strict ideals of the Kachcheri Dharma and 
Paddhati. His performances were a veritable 
feast to the ear.

CHINESE HARP, an instrument with a 
trapezoid resonator and resembling the ancient 
svaramandalam or the sata tantri vina. The 
instrument is played on open strings with two 
sticks Instead of the strings running horizontal 
as one would normally expect, the strings 
emerging from the pegs on the left side go

down at a slight inclination and end in the row 
of pegs on the right side. Likewise the strings 
emerging from the pegs on the right side pro­
ceed at a slight inclination downwards and end in 
the row of pegs on the left side. The right side 
and left side strings alternate with each other. 
There are two circular sound-holes in the centre.

DAKSHINAMURTI PILLAI, an out­
standing performer on the mridangam of this 
century. He hailed from PudukkOttai. He 
lived for 61 years and passed away in 1937. His 
solo displays were an intellectual treat to the ear. 
He was endowed with a highly calculative brain. 
Frequently he sprang surprises on his audiences 
by the intricate character of his rhythmical 
display. He was also an expert in playing the 
Kanjira. He was a religious-minded person.

DARDURA PLAVA, the game of leap-frog 
gone through in a rhythmical manner.

DUET, this term in western music weans a 
musical composition composed for two voices or 
two instruments. When used in melodic music, 
this term signifies music sung by two voices in 
unison or an octave apart, or music performed by 
two instrumentalists in unison or an octave apart.

DVITALA PALLAVI, a pallavi capable of 
being sung in two different talas. The pallavi is 
so coined that when sung in two different talas, 
the Padagarbham will be found to synchronise 
perfectly in the two cases. For example a pallavi 
set in Kharida Jati Ata tala, beginning on S'ama 
graha may also be sung in Tisra Jati Tripnta tala 
in the lower degree of speed ; in this latter case, 
the pallavi will have to begin in anagata graha, 
at half finger-count. Thus when the pallavi is 
sung, the right hand, will be counting the Ata tala 
in madhyama kala and the left hand, theTriputa 
tala in chauka kala or vice versa. When two 
talas of identical aksharakala-value for ai* avarta 
are chosen, they may be reckoned in the same 
tempo. The exposition of Dvitala Pallavis is an 
intellectual feat on an aesthetic plane.

E -S T R IN G , the first s tring  of the Violin
and  tuned to  the  no te  pancham a of the  m adhya
sthay i in Indian music.
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