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PREFACE

A REGULAR 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-
the Macmillan Encyclop edia of

Musicians and Riemann’s Lexicon.

nion to Musi
Music a
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 I of this Dictionary of
South Indian Music and Musicians, synchro-
nises with the completion of twenty-five years of
The

other three volumes of this Dictionary of

his carger as an author of music books.

South Indian Music and Musicians will be
published shortly.

In this Dictionary, topics of interest to
different classes of readers have been covered.
The Professional musician as well as the Teacher,
Writer, . Research scholar, Student, Concert-
goer, Radio lictener 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 arlicle 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 biogiaphies of a large number
of performers.

Nomenclatures pertaining to srutis and
svaras and the empirical and muemonic nomen-
clatures for the 85 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 [ustitutions 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, |
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 writted in
grantha characters giving the aropana and
avarohana of hundreds of ragas, and the ragasin
the Walajapet Collection have been of great
help to me in acriving 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 particalars with any
degree of accuracy, the namesgof the works
wherein they are referred to, areNigen. 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 alsy 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 Krspa is spelt
as Krishna ; sadja as shadja ; carana as charant;

chandas as chhandas; samgita as safgita; sragéara
as sringdra and so on. The tamil terms are
spelt as pronounced and not as usually
written. Thus 879 is spelt as adirvs and
not as atirovu, :

NOTATION

THE notation vsed herein is"the standard
Sargam mnotation, The seven notes: shadja,
rishabha, géndhara, madhyama, panchama,
dhaivata and nishdda are written with their
initial letters: s » g m p d n. The small ietter
by itself represents a duration of unit time

and the capital letters SRG 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.

vOoLuME 1

In Volume I (A ~TF), in addition to a
number of short articles and long articles on
Composers and Musical instruments aod on
topics like, Bhajana, 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—d457,
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These include terms pertaining to:

(a) Ragas, Talas, Musical forms and
their classification ;

{b) Nomenclatures relating to Svaras,
Srutis, Alankaras and Chakras ;

(c) Tala prastara;

(d) Sections of Musical compositins ;

(e) Gamakas;

(f) Mnemonics;

}),’v[udras;
) Rasas;
(i} Gayaka gunas and Gayaka doshas;
(j) Concert varieties ;
(k) Schools of music ;
(1) 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 Instromental
technique, names of parts of musical
instruments and classification of n:usi-
cal instfuments—88.

L4 1] . . .
5. Terms pertaining to ancient T:omil
- music—27.

6. Terms
sody—6.

pertaining to Musical pro-

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

and Murchhanas—805.
9. Talas—70.

10, Musical forms inclusive of forms
used in sacred music, operas and darce
dramas—76.

ancient  Jatis

11. Composers inclusive of 9 compose:s,
pertaining to N#rth [ndian music—58.

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

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

14,
15.
16.

17.

18.

19.

2v.

21.
22.

23.

24,

3t

35.

36

Famous Kalakshepakaras—2.

Patrons—10.

Dance teachers and exponents of
dancing—4.

Commentators of standard
works and noted critics—4¢.

musical

Foreign scholars who have written
books on Indian Music or have
published wvaluable pamphlets on
Indian music—12.

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

Commentaries on Sanskrit works on
music—3.

Works on dancing in Sanskrit—22.

Works on dancing in  South Indian
languages—7.

Modern works on music and
dance—12,
Songs books and Anthologies con-

taining songs and ballads with or
without notation—11.

Operas (géya natakas) —4.

Dance dramas (aritya natakas)—s8.
Kuravanji natakam —1.

Kathakali plays—7.

Vaggéyakara mudras—11.
Musical instruments —148.

Seats of music—7.

Places of interest from the point ot
view of musical iconography—7.

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

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

Musical titles—12.

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 Leen included in the Supplemeant

il

and the Addenda. An exhaustive list of contem-
porary performers and writers will be givedin
a separate supplement to the last volume.

ILLUSTRATIONS

14 PLATES containing in all 56 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 [llustrations 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 Archaological
Survey of India. A few pictures are from the

Madras,
4th December 1452,

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 PAQtographs of
Musicians in the Jagannatha B&f\ 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. Dwaram
Venkataswamy Naidu Garun, Shripada Bando-

padhyaya, Tachur Narasimhacharlu and
V. Seturaminh  have also  helped me
with  some  photographs. My goatefol

thanks to the Institutions and the Geq’tlef ’
concerned.

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

THE AUTHOR,
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ILLUSTRATIONS

RbyaL PaTRONS—Ayilyam Tirunal, Maharajah of Travancore and
Ananda Gajapati, Maharajah of Vizianagaram

Balakokil, Balasarasvati, Bari, Bhuri, Jagannatha DBhutgosvamy
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Prastara - Drata meru: Syama Sastri’s Automanuscript

.DRUMs—Dolak, Tabla, Baya, Damaram, Dasari Tappattai, Davandai,
A person playing the Dappu and Dappu

FaMous BHAGAVATARS—Anantarama Bhagavatar and Chidambara
Bhagavatar

CuARTS— Cycle of Fifths and Cycle of Fourths
STRINGED INSTRUMENTS—Ekanda Vina, Esraj, Batta Bin and
Dilruba

WIND INSTRUMENTS—Stone Nagasvaram (Azhvartirunagari Temple),
Ekkalam, Sculpture of a figure playing the Ekkalam (Konarka),
Orissa, Ekkala randhra, Flute and Sankha randhra

Pandit Vishnu Digambar, Dakshinamurti Pillai, Seven-stringed
Violin and Chinese Harp

Ashtabhuja Krishna. Nataraja with the Damaru in his hand and
Kankalanathamurti playing the Dakki

INSTRUMENTS USED IN TEMPLE RITUALS—Davalai Sangu, Bhujinga
svaram or Magulli, Plain Conch (@@dg #@@®) and Sculpture of a
figure playing the Conch
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ABBREVIATIONS

Br.~—¢ Brhaddesi ¥

B.S. S. B.—¢ Bharata Sangita Svayambadhini (Tamil) ” of T. C. R. Johannes.
C. B. N.—Chitti Babu Naidu’s ¢ Key to Hindu Music.”

C. D. P.—¢ Chaturdandi Prakasika ” of Venkatamakhi.

Fr.—French.

G. L.—* Gayaka Lochanam? of Tachchtr Siagaracharlu.

G. V. P.—¢% Gana Vidya Prakasini” of Perungulam Srinivisa Ayyangir.
J.—]Johannes’ Book i.e. ¢ Bharata Safhigita Svayambodhini.”
Kan.—Kannada.

Zit.—literally.

Mal.—Malayalam.

N. S.—¢« Natya Sastca™ of Bharata.

N. S. T.—¢ Natiya Sasticam in Tamil.”  This is a palm-leaf Manuscript in the Tamil Dept.
of the University of Madras and is a late 17th century work.

. 8. Ms.—¢ Pa'lavi Séshayyar’s Manusciipts ? containing the acohana and avarchana of more
than a thounsand ragas.

T

. T.—%“ Raga Tarangini” of Lochanakavi,
. T. C.—¢ Raga Taln Chintdmani.”
V.—¢ Raga Vibodha »” of Somanatha.

C.—% Sangraha Chudamani”” of GGvindﬁchéryﬁ.

K.~—¢% Sangith Kaumudi ¥ of Tiruvaiydr Subrahmnaaya Ayyar.
M .—¢ Saiigita Makaranda ?” of Narada.

M. K. N.—¢ Svaramelakalanidhi ¥ of Ramamatya.

. P. «Sangita Parijata »” of Ahobala.

R —« Sangita Ratnakara ” of Sarngadeva.

S.—¢ Sangita Sara» of Vidyarapya.

w L ntn n®® nyx X

. Sa.—Sangita Saramrita ”? of Tulaja Maharajah.

S. S. P. S.—% Sangita Svara Prastdra Sagaram ¥ of Nadamuni Panditar.
S. 8. S.—Sangita Samaya Sara? of Parsvadéva.

S. Su.—* Sangita Sudhd ” of Raghunatha Naik.

Tam.—Tamil,

Tel.—Telugu.
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A DICTIONARY OF

SOUTH INDIAN MUSIC AND MUSICIANS
A

" LA, 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 riga (see the
Tirupati edition of Tallapakam works Vol. 1II
Sringara sankirtanalu P. 178.)

ABDHI, the name for the chaturasra jiti
éka tila in the mnemonic nomenclature for the

35 suladi talas; the name signifies the number

4 which is the total number of aksharakalas
for an @varta 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 Mahira-
shtra composers were popularised in South
India during the teigns of the Mahrétta 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 charana. The charanas 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 prayoga ina raga will
result in abhdva or the nullification of the
melodic individuality of the raga; for example
the repetition of the phrase pdnpm in
S'riraga.

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

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

sgmp u's-—éndpmg-rs
The suddha dha occurs as a foreign note in
the phrase pd p; ga, ma and ni are the
jiva svaras; it can be sung at all times.

Tyagaraja’s Nagomomu ganaleni is a
wellknown kriti in this rdga. Syidma Sastri’s
Ninnu vin@ mari galada and Muttusvami
Dikshitar’s Vigabheri are other beautiful kritis
in this raga. The rdga, Bhimpalasi of Hindus-
thani music resembles this riga to some extent.

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

srgmdns—sndmgrs.

ABHINANDANA, one of the classical
108 tilas, taking two laghus, two drutas and
a guru 1100 8;avarta =5 matras or 20
aksharakalas.

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

ABHINAVA BHARATACHARYA, lite-
rally, modern Bharatiacharya; a title associated”,
with illustrious lakshanakdras of the past, like
Kallinitha, Kumbhakarna (author of Saugita
r@ja), and Ramamitya.

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

ABHINAVA BHARATI, the name of the
famous commentary on Bharata's Natya
sa@astra, written by Abhinavagupta. This
work contains a mine of information relating
to ancient music.



ABHINAVA BHOJA

ABHINAVA EHO]JA, literally, modern
Bhoja. A title conferred upon Yuvaranga
Bhipati (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@stra; he was a Kishmir Brahmin. Achirya
Abhinavagupta as he is called is a great
name in Sanskrit literature as well. He is
referred to as Mahamahesvaracharya by
Nairada in his Sangita makaranda. Abhinava
quotes Kirtidhara, the other commentator on
Bharata’'s Natya sdstra.

ABHINAVA JAYADEVA, literally,
modern Jayadeva; the name by which Kstetr-
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. Vachika abhinaya, speech including
correct pronunciation, modulation and
effective delivery.

3. Aharya abhinaya, costumes, jawels
‘etc. appropriate to the character.

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

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

ABHINAYA GANAM (Tam), action song.

ABHINAYA HASTA, the hand gesture
used in abhinaya as distinguished from uritta-

(2]}

ABHIRIKA

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

ABHINAYAPPATTU
song.

{Tam), acggion

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

1. Viveka prakasa bodham, treating of
the equipment and qualifications of preceptors
and disciples, the mode of teaching etc.

2. Nayika-Nayaka bhava lakshanam,
treating of the types of ndayakis and nayakas.

3. Rasa parima{mn, treating of the

various sentiments.
4 Ugamana chintainani.

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

6. Bhavaprakasam.

ABHINAYA SASTRA, the science of
dance, generally.

ABHIRA NATA, one of the 23 melas
mentioned by Somandtha in his- Raga
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-
vakaisika. The Sangita samaya sara men-
tions this as one of the bhashanga sampurna
ragas. The Sangita sudha mentions this as
one of the 13 bhiasha ragas of Malavakais'ika.
The Raga vibodha in chap. IV sl. 25 refers to
this as a sampurpa rga to be sung at dusk.

ABHIRIKA, the Sangita ratnakara
mentions this raga as one of the vibhashas of
Kakubha; the Sangita sudh@ mentions this as
one of the 10 bhasha ragas of Panchama.



ABHIRU

ABHIRU, a janya riga derived from the
47th melakarta, Suvarnangi

.srg-rmjzn.s——édpmgs
(P. S. Ms.)

ABH.IRUDGATA, one of the murchhanas
of shadja grima and approximately correspon-
ding to the modern scale Todi, the 8th mela in
the South Indian system of music.

ABHISARIKA, one of the rigas mentio-
ned in Narada's Sangita makaranda.

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

ABHOGA CHARANA, the last charana
of a song containing the signature of the com-
poser. This corresponds to the tirukkadail-
kappu . (Bmésen dgsriy) in the Tevaram
hymns. The question of an abhoga charana
arises only in songs with plural charanas. In
songs with a single charana, this charana
itself will be the mudra charana.

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 riga derived from the
22nd melakarta, Kharaharapriya :

srgmdé-édu-zgrs
ga and dha are the jiva svaras ; can be sung at
all times. Tyaggraja’'s Manasu nilpa sakti
leka pote and Nannu brova nikinta tamasama
and Patnam Subrahmanya Iyer's Manasa
vrudh@ garva metike "and Gopalakrishna

Bharati’'s Sabhapatikku veru deivam are
wellknown kritis in this raga. .
ABHYASA, one of the two modes in

which that aspect of the lakshana of a riga

[3]

ABSOLUTE MUSIC

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.é.,, not being lightly passed
over.

ABHYASA GANA, literally, music
intended for practice as opposed to sabha
gana, 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 varpas which aid in the
development of svarajfiinam, talajianam and
other such musical faculties. Every student
of music passes through a course in abhyasa
g&na, 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 .

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

sgmpdnds.—'s’ndpmgrgs

ABRAHAM PANDITAR, Rao Saheb,
the illustrious author of the work, Karunamir-
tha sagaram in Tamil, in two volumes. This isa
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



primarily for their musical setting and not for
the ideas contained in their sdhitya. Instru-
mental forms and the varied branches of
manodharma sangita, viz. rdga alipana and
madhyamakala, svara kalpana and
niraval all come undar the heading of absolute
music.

pallavi,

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 nadopdsana. The leaders
of the bhakti schonl in the past emphasised
that music was to be used only as a vehicle
to sing the praises of God. Tyagaraja, the
great  nadaydgin emphasised that to
musicians, there was also the path of music
or the sangita marga in addition to the bhakti
marga to attain spiritual bliss.

In this connection, it may be useful to
remember the sigrificance of the Trimurti
being associated with musical instruments-Siva
with the drum, damaru; Vishnu with the wind
instruments, conch and the flute ; and Sarasvati
(Brahma's wife), w:th the stringed instrument
vina. 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
Trimrti.

The science of music or gindharva tzttva
is based on certain fundamental principles and
truths which hold good in all courtries
and in all times. Such principles ought to
hold good even in Dévaloka. If sangita
wvastra is glorifiec in India, it is because, a
knowledge of it helped one to understand
something of the laws and mysteries of N=z.ture.
The human body itself isin a way musically
constituted. The stringed, wind and percus-
sion instruments are represented in the deiicate
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 vina. The 72 melas
have their parallel in the heart beating 72
times a minute, normally. The tdla das’a pranas
(10 elements of musical time) have thelr 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 pranas. 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 Yajfiavalkya that * proficients in
vina 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 raga. It isa note
foreign to its parent scale. In Kambhoaji
raga, the kakali nishdda is the accidental and
in Bilahari raga, the kaisiki 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 rdaga derived,
from the 36th melakarta, Chalanata

srgmdns—sndmgrs.

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



ACHCHUTA DASAR

by Sarngadéva for demonstrating the 22 s'rutis
and wherein the pitch of the strings was kept
constant; also called dhruva viga. The op-
postte of this was the chala vina, wherein the
strings were tuned to the same notes as the
dhruva ‘;mi 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 suddha madhyama, F natural (4/3). This
note is in contrast to the chyuta madhyama
gandhara, which is slightly less than suddha
madhyama. The frequency of this reduced
note is 81/64.

ACHYUTAPPA NAIK (1577 -1614), the
second .of the Niik Rulers to rule over Tanjore
and a great patron of music. He was the son
of Chevappa Naik Mahardjah (1530 - 1572), the
first Ruler of Tanjore in the Niik Dynasty.
He was a Karnitaka Smarta Braihmin and
belonged to the Visishta gotra and As'valayana
sttra. Govinda Dikshitar, the author of
Sangita sudha, ‘was his Prime Minister.

ACHYUTA RAJENDRA MELA VINA,
a type of Rudra vinZ mentioned by Ramamitya
in his work Svarameéla kalanidhi. In this
vind, 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 ving and ekaraga mela vina. The
three side string§ were tuned to the notes,
madhya shadja, mandra panchama and mandra
shadja.

]

ACHYUTA SHAD]JA, same as the note
shadja or C. This is in contrast to the note
chyuta shadja nishada which is sliéhtly less
than shadja. The frequency of this reduced
note is 243/128.

[5]

ADHAMA RAGA

ADAIVU (Tam), same as adavu.

ADAKKU SURAM (@-d@ &), a
note inimical to the rdga bhava: same as
vivadi svara ; the term adakkw suram is found
in the commentary to Baratasenapatiyam
P. 30, (Kalakshétra Edition).

ADAL (e, dancing ; play.

ADALASTRIYAR (@r-ar@fuwr), teacher
of dance. The qualifications, attainments and
equipment of the preceptors of dance are given
in detail in the standard works on dancing.

ADALIDAM (geib), stage ; theatre.

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

ADAMBARA GHATA, the performer on
the drum, adambara.

ADANTUL (gL @), a work relating te
the science of dancing.

ADANTR, the village where Nandanir
(immortalised by Gopalakrishna Bhirati in the
Nandanar charitram) 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 riga derived from
the 8th mela, Hanumatodi

sgmdné——'sudmgs.
This, in effect is the same as the raga, Hindola.

ADHAMA RAGA, a riga unsuitable for
musical composition according to Ramamatya.



ADHAMA VAGGEYAKARA

This scholar in his Svaramelakalanidhi
propounded a peculiar system of classification
of rigas based on taeir suitability or other-
wise for musical compositions into wttama
(good), madhyama lmediocre), 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 ccmposer and supplies only
his sahitya and publishes the composition as
his own. A plagiarist composer. (Also see
under uttama and madhyama viaggeyakaras).

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 ¢ruti; the fundamental note consti-
tuting the madhya sthayi shadja.

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

ADHUNIKA  PADDHATI,
accepted system or practice.

modern

ADHUNIKA SANGITA, modern music,

ADHYATMA RAMAYANA KIRTA-
NALU, the name of the famous work in
Telugu by Subrahmanya Kavi. The author has
presented the story of the Riamidyana in a
hundred kirtanas. Besides two invocatory
songs, he gives a beautiful churnika in the
aranya kandam. The author who was a
scholar in Telugu and Sanskrit uses high-flown
language in many places. The songs are
popular in the Telagu Districts and some of
them have as many as 12 or 14 charanas.
Rare ragas like Karnatiaka siranga, Mangzala
kaisiki, Jujdvanti, Desiya devagandhari,
Lalita panchami, Manji, Maruva, Gauri,

(6]

ADI BHARATAM

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

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

ADI (w4), (1) a khandika 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 (4 sar)
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 tialas; [+ O O
the duration of an &avarta of this tala =
eight aksharakalas.

(2) One of the classical 108 tilas,
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 sampiurna «nelas, propound-
ed by the author of the work, Meladhikara-
lakshana. In the author’s nomenclature, this
meéla, besides shadja and panchama, took the
notes, prati suddha rishabha, prati suddha
gandhara, suddha madhyama, prati suddha
dhaivata and prati suddha nlshada, shadja
was its graha, amsa and nyésa.

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

sgrgmpd's—.sdp.mpgrs
(The Sangita kawmudi assigns this raga to
the 19th meéla, but it makes no difference since
the nishada is absent'in this raga).

ADI BHARATAM, (literally the first
Bharatan), a name for the work, Natya sa@stra
of Bharata (4th cent B. C.), to distinguish it
from other works of the same name and



ADI DES'YA

attributed to other authors like Brahma,

Jaimini, Arjuna etc.

ADI DES'YA, a janya raga derived from
the 39th melakarta Jhalavarali :

srgmpns—sndpmgrs

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 :
svardvali, alankaras, pillairi gitas, ghanaraga
gitas, suliddis etc. Refers to Purandara Dasa
(1484—1564).

ADI KAMODA, a riga belonging to the
class of bhashinga sampuras and mentioned
by Parsvadeva in his Sangita samaya sara.

ADI KAMODI, one of the 20 bhashinga
rigas mentioned by Raghunitha in his Sangita
sudh@. This raga is also mentioned in ihe
Sangita ratnakara.

ADIMURTI AYYAR, the son of Pallavi
Gopilayyar and a Samasthina Vidvan in
Tanjore during the reign of Sivaji (1824-1865);
he was an eminent vainika,

:_\DIN.KR[_\YANAD_KSA, 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 Riama Navami 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 Bhajana Paddhati of T. P,
Kodandarama Iyer, (1913).

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

srpdns—sndnpmgrs

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

(7]

ADITYA

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

Indian

ADI RASA,
to be felt by man.
be the 4di rasa.

the first rasa or sentiment
Sringira (love) is said to

ADIRVU, one of the four defects in yazh
(wmip) play which every skilled performer on
this instrument was expected to overcome.
This is referred to in the Silappadikarau
(venirkadai). Adirvu is tremulousness causad
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
ydzh player and depicted in the early sculptures
suggested the mechanism of the damper in the
piano.

ADISUDDHARAMAKRIYA, a
mentioned
chintamansi.

riga
in the Telugu work, Ragatala

ADI SVARAS, the most ancient svaras
known to Indian music. These are the nditta,
anuddtta 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 Chaturasra
jati  Triputa tdla; |4 O O Avarta = 8
aksharakalas. .

ADITYA (1) 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 nishiada), in the svara
nomenclature found in the Svararnavam.

(The name Aditya signifies the number
12, in musical mnemonics).



ADITYA

ADITYA, the name of the twelfth chakra
in the scheme of 72 melakartas, comprising
melas : 67 - 72.

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

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

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

Aditya-pa, sigrifies 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
Vialmiki the first aad the earliest composer.
The great epic Ramayana 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 ¢lokas.

ADI VARALI, a janya raga derived
from the 57th mélakarta : Simhéndramadhyama

srmpds.—éndpmrmgs

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

srg1npmdns'—§ndmgs

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 Silappadikaram, by Adiyarkkunallar.
Nachchinarkkiniyar, the learned commentator
of the Tolkappiyam and Tirumurugarrup-
padai also quotes from the Baratasena-
patiyam. There is also a later work o the
name, Baratasenapatiyam (J75CFBuwib)
in Tamil, and published by the Kalakshstra,
Adyar, Madras.

(8]

AGAPPAIKKINNARI

ADIYAPPAYYA, PACHCHIMIRIYAM.,
(Born in 1730). He is the celebrated com-
poser of the famous varpa ‘° Viribogi”, in
Bhairavi riga, Ata tala. He was an expert
vaipika. He composed a number of kritis in
rakti ragas and désiya rigas. He sys‘tematised
the methods of singing raga aldpana,
madhyamakala and pallavi. He was the
Asthana Vidvan in Tanjore during the reigns
of Pratipasimha Maharajah (1741-—1764) and
Tulaja Maharajah (1765—1787). He was also
patronised in Pudukkottai and Udaiyar-
palayam. He was a Madhva Brihmin. He
adopted the signature: Sri Veukataramana.
He was appropriately honoured with the title
“Tana varna marga darsi” Prominent
amongst his disciples were, S'yama S'astri,
Ghanam Krishpayyar, Pallavi Gopalayyar
and his brother Sanjivayyar. The late Vina
Seshanna of Mysore belonged to the family
of Pachchimiriyam f\diyappayya.

ADIYARKKUNALLAR, the celebrated
commentator on the Silappadikaram. His
notes and ccmments throw a lot of light on
the musical portions of this Tamil epic poem.
He was well versed in the lakshana granthas
relating to music in Sanskrit and Tamil, includ-
ing the Sangita ratnakard (13th century)-
Since he quotes from the other wellknown
commentator Arumpadavuraiyasiriyar, it is
evident that he belongs to a period posterior
to that of Arumpadavuraiyasiriyar.

ADIYAZH (g8w}), the ancient harp of
South India. It is said to have had a thousand
strings.

ADUGU (Tel.), dance step.
AEROPHONES, wind Instruments.

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

AGANDI (Tam), a musical instrument.

AGAPPAIKKINNARI (Tam), a primtive
bowed instrument with a single string. Some



AGATTIYA BARATAM

specimens had two strings. A piece of skin
strained over a hemispherical cocoanut-shell
served as a resonator. The finger-board
cong®isted of a bamboo stem fixed on to the
resonator. There were no frets. The strings
were stoi)ped 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 plercing 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 Rdavana hastam
and Ravandastram.

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

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

AGHATI, cymbals used to aécompany
dancing ; referre;d to in the Rig veda and
the Atharva veda.

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

Agni-bhi, signifies the fourth mela in the
[II chakra—I16

Agni-go, signifies the third mela in the
IIT chakra—15.

Agni-mi, signifies the fifth mela in the
11l chakra—17.

Agui-pi, signifies the first mela in the
[II chakra—13.
Agui-sha, signifies the sixth mela in the
111 chakra—18.

Agni-sri, signifies the second mela in the
[II chakra—I14.

9l

AHIRI

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

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

sgmpn,'s—éup mgrs.
AGREMENS (Fr), gamakas or graces.

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

AHARI, same as the raga Ahiri ; men-
tioned in the Sangita makaranda, Sangita
samaya 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 (1) 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, vidya and
nritya. ‘

(2) a variety of gamaka ; consists
in sounding a note on the vina 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 panchadasa gamakas
and davavidha gamakas. Opposite of this
gamaka, is the pratyahata.

AHATI, a kind of technique used in
plucking the strings of the vind. This term is
described by Semaniatha in his Riga vibodha.

AHIRI, a janya raga derived from the
14th melakarta, Vaku!ibharanam:

srsgmpdn.:s——-s.ul)ngrs

A sankirpa raga, wherein a number of subtle



AHIRI NATA

srutis of the Indian gamut figure. A scholarly
vaga; sma and ni are jiva svaras. A raga
capable of expressing pathos. An ancient
raga and is mentioned in the works: S. S. S.
and §. 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 N;—\TA, a janya raga derived from
the 29th mela, Dhira s'ankarabharana :

smgmpdn:s——“éll.pdnpgmgs.

AHIRI TODI, = janya raga derived from
the 8th mela Hanumatsédi 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 Krishna. He is the first musicologist
to describe the values of notes in terms of the
speaking lengths of the wire on the vipa.
The Sangita pariiata is a small work in
sanskrit and is one of the important works
relating to Hindusthéni music; (also see under
Sangita parijata).

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

s;'g;tzpd\;“éud[)mgrs
(mentioned in the lamil book, Gana vidya
prakasini).

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

. srgmj)d;_éd[)mgrs.

“The S. S. P. S. mentions a raga of the same
name and derived from the 45th mela, Subdha-
pantuvarali and with the following arohana
and avarchana :—

srgmpns—snpmgrs.

(2) the name of a mirchhana
and mentioned in the Svar@rnavant.

AJANI, a bhashanga raga mentioned in
the supplement to the Chaturdandi prakdsika
as a derivative of the Végavahini mela (see P 3.
of the Madras Music Academy Edition.)
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AKSHEPA

AJAPA NATANAM, a variety of dance
associated with the Deity, Tyagardja of the
shrine at Tiruvartr in Tanjore District, South
India, ¢

AKALANKA, a title associated with
Govindachdrya, the author of Sangraha
Chiidamani, a work in sanskrit on the science
of music (18th cent.)

AKARA SADHAKAM, literally, the
training of the voice by vocalising the vowel

a@. Akara sidhakam consists in practising
standard svara exercises with the vowels
a, i, i, & and6 and m. 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
preducing quick
clearness.

phrases in tempo with

AKHILARAGA MELA VINA, the
modern South Indian vina wherein all the frets
are fixed on the finger board. In this type of
vina, all the ragas can be played without
resorting to the change of position of one or
more frets; same as the sarva raga méla vina.
Opposite of this is the FEkaraga mela vina,
wherein the frets are movables

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 708 Riga’ tala malika of
Ramaswiamy Dikshitar.

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

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



AKSHIPTA [11]

follows; s»r G rgM gm P mpD

p d N etc.

AKSHIPTA, a variety of arohi alankara
and signifying the svara group pattern
ssgeg g8 pp mmdd etc.

AKSHIPTIKA, (1) the introductory part or
section of a raga dlapana. The melodic beauties
of the raga are herein presented in an outline
form without going into details. Also called
ayittam.

*rrmum

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

AKU (Tel), the leaf (@%0) 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.

ALAKAVALL a faulty name for the raga,
alakavarali (Sangita kawmudi).

ALAKAVARALIL, a janya raga derived
from the 28th meéla Harikambhoji.

srm[)d‘s;-—s'ndpmgrgs(S.K.)

ALANGHANA, oneof 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 Abhyiasa).

ALANKARA, (1) svara exercises illustra-
ting the seven principal tdlas and their
varieties. These solfeggios set to time, belong
to the sphere of abhyisa gina, '

(2) Beauty, ornament,

embellishment or grace.

ALAPANA

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

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

srgmdns—sndmgrs.

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

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

ALAP, same as alapana,

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

(2) the name of the ma murchhana
of the gandhara grama.

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

ALAPANA, the exposition of a riga.
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.?
[t is unmeasured music. The syllables used
by a singer in the exposition of a rdga generally
are ta da ri nam tom or the name of a
Deity. Riga dlapana is the most distinctive
feature of Indian music. It has the three
sectionsg :—

1. Akshiptika or the Introduction.

2. Raga vardhani or the body of the
alapana ; and

3. sthayi and makarini, marking the
conclusion.

tern in



ALAPI

ALAPI, a janya rdga derived from the
37th meéla, Salagam

srgmpdus'*——:s'n({[)mgrs
This is mentioned in the S. P- S. and in
effect is the same as the raga, Salagam.

ALAPIKAVAMS'A, a kind of flute,
mentioned in the Rigveda.

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

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

ALAPTI, same as alipana. [t is of two
kinds: (1) Alapti and (2) Riijpaka Alap-i.
Alapti is the ordinary ilipana, done without
the aid of a theme and Riipaka alapti is
alapana done with the aid of a theme. Ripaka
alapti is an idlipana woven around a stock
theme, as for examplz 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. Itisan item of pure dance and the
rhythmical element predominates therein. It is
performed to jatis racited by the dancer or
the conductor. The rhythm of the music may
be chaturasra, tisra or misrra, ¢ 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 :—

sgmdns—sndmgs

ALAVA, a janva raga derived from the
42nd mela, Raghupriya :—
sgmdnéﬁs.n.zlmgs.

ALGOSA,
North India.

a kind of beak-flute played in

[12]

AMA PANCHAMAM

ALIKRAMA PRABANDHA, one of
the three heads under which prabandhas were
classified by Sarngadeva and other lakshapa-
karas; the other two heads being #ida
prabandha and  viprakirna prabandha.
The sahityas of the alikrama prabandhas were
in Prakrit and ir South Indian languages;
some were also in iocal dialects of the North.

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

srgmns—sndpmgrs (S. K.)

ALIYA BILAVAL, a North Indian raga
belonging to the Sankaribharana mela.

ALLIYAM, one of the eleven sacred
dances. This was performed by Vishnu after
disposing of Kama.

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

ALPATVA, one of the trayodasa
lakshanas for riagas; the term signified the
note that was used sparingly in a raga. Ex
dhaijvata in Srirdga;

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

repeated.
o

AMAM PUSARI (0712 the
assistant priest in village temples, who always
says * Yes ” (.3070) to the pronouncements of

F ),

the Chief Priest during worship in temples
or during the recitals of episodes from the
Mahabhdrata for the entertainment of the
folk.

AMANTIRIKAIL a drum mentioned in the
Silappadikaram.

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



AMARA SINDHU

and mentioned in the Tamil book: Rarata
sangita svayam bodhint

-srgmpdu,;--—éndmgs

AMARA SINDHU, a raga figuring in
the compositions of the Tallapakam composers
(vide Sringara sankirtanalu, P. 287 Vol. 11l
of Annamacharya - Tirupati edition).

AMARAVALI, a janya riaga derived
from the 28th mélakarta, Harikambhaji :

srgmds—sndpmgrs

AMARSINGH MAHARAJAH (1788-
1799), one of the Mahdrdjahs 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 sudhi.

AMBAMANOHAR]I, a janya raga
derived from the 23rd melakarta, Gaurimano-
hari :

srgm'dns—sndmgrs

AMBAR KUZHAL (guui @ue), 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
Gurumrti S'astri, impressed by his extraordi-
nary proficiency in violin-play, conferred on
the title, Singakkutfi (FEssgly),
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 vinpa or the lute of the vedic

him

period ; a resonator.

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

f13]

AMMA PANCHAMAM

mentioned in C. B. N's Key to Hindu music.
sr g mds'-—s.dmgrs

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

srgpdllé—éltpdlitgrs

AMBUJANABHA, one of the parydya
mudras used by Sviti Tirunal in his composi-
tions. This name is a synonym of Padmanébha
{Also see under Svati Tirunil)

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

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

Hamir

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 gavali style of
singing. By a combination of Persain modes
with Indian riigas, he produced a number of
mixed riagas. 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.

AMMANAI, 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 and
this process repeated rhythmically.

AMMANAIPPATTU, the
during the game of ammanai.

song sung

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

AMMA PANCHAMAM, same as Amra
Panchamam (see below); This riaga is
mentioned in Pallavi Seshayyar's MSS.



AMRADES'I

AMRADES'], a janya riga derived from
the 62nd melakarta, Rishabhapriya :

sgmpdnds—sndpmgrgs

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

srgmdn's—‘—éndmgs
This raga is mentioned in the Sangita samaya
sara. The Sangita ratnakara mentions tkis
raga amongst the ten prasiddha (wellknown)
dési ragas of his time.

AMRITA, a primitive stringed instrument
played with a bow.

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

srgmpns—snpmegrs.

AMRITA LAHARI, a janya raga
derived from the 29th melakarta, Dhira
sankarabhara a:

sgrmpn.s—'sndpmgrs

(S. K.)

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

srgmdns —sndimgsrs.

AMRITA RANJANI, a janya raga derived
from the 19th meélakarta, Jhankidradhvani:

. srgmdn.;'—:sdudpmgrs
{Mentioned in C. B. N's Key to Hindu music)

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

srgmpdé—édpmgrs.

AMRITA TARANGINI, a janya riga
derived from the 19th meélakarta, Jhankara-
dhvani:

srgmdns—sdndpmegrs
Same as Amrita ranjani.
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AMURCHHANAKARAKA MEI:A

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

srmpdns—sndmgrs

This is a shadava riaga: ma agd 77 are
jiva svaras; can be sung at all times,
Tyagardja's ‘' Sri Rama padama” is a
wellknown kriti in this réga. _

AMRITAVARSHANI, same as Amrita-
varshini (see below)

AMRITA VARSHINI:
ragas with this name: —

There are two

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

sgrnpn.s:—én pmgs

This is an upanga rdga: can be sung at all
times. Muttuswami Dikshitar's ‘* Ananda-
mritakarshingi” is a famous  kriti 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) ajanya raga derived

from the 39th melakarta, Jhalavarali.
srgmﬁdnps'—énbdmgrs

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

srgpdn;—:sndmgs

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 amsa svara is the soul of the raga.
A ragamay have one or more jiva svaras. The
amsa svara figures amongst the trayodasa
lakshanas or the 13 characteristics of ragas
mentioned in early works.

AMURCHHANAKARAKA MELA, a

méla which will not give rise to another regular
meéla by the process of modal shift of tonic. In
such mélas, none of the notes r, g, m, p,d, n
taken as the tonic note will result in a regular



ANABHYASA

méla, In the scheme of 72 melas, 56 are
miurchhanikaraka melas and 16, amtrchhana-
karaka meélas.

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

known as alpatva (rarity) is established. In a
raga the alpatva svara is scarcely sung.
Anabhyisa 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
section of a composition starts sometime after
the initial beat. This period of pause between
the beati.e, the commencement of the tila
and the commencement of the music may be
4, 3, % 1, 1} or 1} aksharakilas. 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 mtldadhara
part and audible to yogis is anahata niada;
opposite of ahata nada.

or 'a

ANAISU (-9&wr#), metallic head-piece of
a wind instrumer}.

ANAKA, a large drum sounded on
auspicious occasions in ancient tines.

ANAKA DUNDUBHI,

(Buriiiven p)

a war drum

ANAKSHARA ALAPTI, an idlipana per-
formed by a singer without resorting to any
words or syllables conveying a meaning:
Opposite of sdkshara dlapti: wherein syllables

“used in playing the muraja (drum) like tom
and nam and words like Sankara are used.
A ¢loka alapti is also a kind of sakshara
alapti. Anakshara alapt? is a case wherein
vowels are substantially used during alipana
(Parsvadeva). As far as instrumental music
is concerned, the question of an anakshara
alapti or sikshara dlapti does not arise, since
only the pure music will be heard in such cases.
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ANANDA GAJAPATI
ANALA, lit.

three, in

fire; denotes the number
musical mnemonics. Ian the
Svararyavam, 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 jiti eka tila.

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

ANANDABHAIRAVI, a
derived from the 20th
bhairavi :

janya
meélakarta,

raga
Natha-

sgrgm/)dj).s:—.;ndpmgrs
A bhashanga raga; the foreign note tivra
dhaivata occurs in the phrases.

snduns, s.ndp and pdndnp

The pitch of this foreign note is intermediate
between the pitch of the suddha dhaivata and
the chatuss'ruti dhaivata; sidhiarana ga,
suddha ma and kaisiki ni are the jiva svaras,
The giandhara and kakali
nishida 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.

notes antara

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

srgmpndun—dpmgrsi

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 Mahiarajah of Vizianagaram who helped
the Singaracharlu Brothers to tour South India
and gather materials for their wellknown
graded books on South Indian music. The
Mahardjah was a scholar and was always
seen in the company of learned men and



ANANDAI

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 givan
to a familiar Tamil folk tune in Naca-

nimakriya raga and chipu tila. Figures in
operas.
ANANDA LAHARI, a janya riga

derived from the 29th melakarta, Dhira

sankarabharana:
srgmpdnps—snpmgrs

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

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

srgmp ns——'.su.dpmgrs
ANANDAM, same as the raga Ananta
(see below).

ANANDAMUKHI, a janya riga derived
from the 29th melakarta, Dhira sankara-
bharana.

smgmpdnpé——éndpmgrs

ANANDA NATANTI, a janya raga derived
from the 2nd mélakarta, Ratnangi :

sSsrgmpnuns —snpmegrs

. ANANDA VARIDHI, a janya -aga
derived from the 22nd meélakarta, Kharahara-
priya:

srmpndjaé-—éndpmgrs
ANANDINI JATI PRABANDHA, a

prabandha which took five of the six angas
{see under Prabandha)

ANANGA, one of the classical 108 tilas
consisting of a laghu, plutam, laghu, leghu,

guru; 1 8 1 1 8;anavarta=8 matras.
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ANANTARAMA BHAGAVATAR

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

srgrmpndns—snpdmgmrs
L[ ]

ANANTA, a janya raga derived from the
17th mélakarta, Stryakantam : *

srmpdns—spmgrs

ANANTA BHARATI, (1845-1905),, the
illustrious author of the Bhagavata dasama-
skanda Kirtanas. He was a Srivaishnava
Brahmin and belonged to Umaiyalpuram, near
Nichchiyarkoil, S. 1. R. His parents were
Srinivasa Ayyangar and Lakshmi Ammail. He
belonged to the Visvamitra gotra and Jaimini
stitra. He was a sima vedi. He began the
work : Bhagavata dasamaskanda Kirtanas
in 1883 (Subhanu) and cempleted it in 1889
(Virodhi). Deriving inspiration from Aruna-
chala Kavirdyar's Rama Natakam, he wrote
in the same style, the Uttarakanda of the
Ramayana in kirtana form. It shquld be
remembered that Kavirdyar stopped with the
coronation of S'ri Rama and did not attempt
the Uttara kanda. Ananta Bharati is also
the author of Desiika Prabhava Prakasika
Kirtanas. He lived for 60 years and passed
away in 1905 (Vis'vavasu).

ANANTA PADMANABHA 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 Méruswami),

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
Talug. He was the, second son of Krishna
Sastri, a pauranika. Early in his life he
showed talents for music. He studied under
Mahideva' Bhagavatar of Nirani for seven
years. He stayed in Tiruvayar for 2 years and
while there, continued to .listen to the music
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ANAYA NAYANAR

of Maha Vaidyanitha 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, Pandit
Lakshmanichariyar and became proficient in
the art of performing Kalakshepams. He
was invited to give concerts in many places.
He was appointed samasthina vidvan in
Mysore during the reign of H. H. Krishnpa
Raja Wadiyar, He spent his last days in
Kalpiti, in Palghat.

He was endowed with an impressive
and melodiois 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 delight 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 Brahacharapam sect. He wasa
native of Vaiyaichéri in Tanjore District, the
same village that gave birt}.1 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 Telugn with the signature

“Umadasa” He was a samasthana vidvin
3
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ANDHALI

)

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. Intaparaka (Nadandmakriya)

2. Bhajana sayave o manasd (Kedaram)

3. Mahima teliya taramda (Sankaribha-
rafa)

4. Parakela bala (Ritigaula) .

5. Ennattukkudavi
saveri)

ikkayamm  (Suddha
6. Kanakkannayiram (Nilimbari)

7. Eliyenai (Yadukulakambhoji)

8. Podum podumayyd (Punnagavarali)

the 32
primary

ANDALI (@s6s7raf), one of
derivatives of the Kurinjiyazh, a
mode of ancient Tamil music.

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

one of the 20
primary

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

ANDHALI, a janya riga derived from
the 28th méla, Harikambhoji :

srmpuns— sinpmvgmvrs

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

The shddava archana and avarsha a,

srgm[)ns——:!upmgrs

given for this raga in the Sangita sampradiya
pradarsiini is not supported by lakshya.
An upianga raga;can be sung at all times.
Tyagaraja's Abhimanamuledemi and Dikshi-
tar's Brihanndyaki are wellknown pieces in
this raga. f\ndhﬁ!i is an old rdga and is

mentioned in the Sangita samaya sara.



ANDHALI BHASHA

ANDHALI BHASHA, a riga mentioned

in the Sangita ratnakara.
ANDHRA DESIKA, a janya riga
derived from the 15th mela, Mayamalavagau'a :

srgmpdué—-s'npdpmgrs

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

ANDI (@%5), one of the 20 derivatives
of the ancient Tamil primary mode, Palaiyazh.

ANDIRUPANI (Tam.)
song of the @513 or maritime

usually a love song.

b B arenfl |
region —

ANDOLA, one of the siiryamsa rigas
mentioned in the Sangita makaranda of
Narada.

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

ANDOLI, one of the chandrimsa rigas
mentioned in tke Sangita makaranda of
Narada; also mentioned in the Tamil work:
Barata sastiram by Arabatta Navalar.

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

srmpuns—sndmrs

Riga sudharasa, of Tyagardja is a well-
known kriti in this raga. This raga can be
sung at all times. This rdga is also known by
the name Mayiiradhvani.

ANDQOLITA, one of the 15 or panchadava
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 strinz 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 charana.
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ANI

ANGA, tetrachord:- The puirvanga s r g m
is the lower tetrachord and uttaranga pdns
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 riga derived

from the 28th mela, Harikdmbhoiji. :

sgrgmpndns'—"sdmgrmgs
(Sangita kaumudi Page 286).

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

ANGHRI, a riga mentioned in the
Brhaddes’i of Matanga.
ANGIKA, 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,
musical instrument.

the finger-board of a

ANGURU, a janya ridga derived from
thé 7th mela, Sendvatf :

sgmdns—snudmgs

ANGUSATTONI, the reputed printers”
devil for the raga, Hamsadhvani. This faulty
name for the raga occurred in the first
edition of Nandandr charitram.

ANI (s7), any technical beauty adorning
a musicdl composition. Sangati, svardkshara,
chifta svara and svara sahitya are a few of the
different varieties of this beauty. These are
introduced for decorative effect in kritis.



ANI

Anis are of three kinds:
(1) Those pertaining’to the dhatu, like sangati

9
(2) those pertaining to sdhitya, like the antya
prasa andsanupriasa and
(3) those pertaining to dhiitu and métu taken
together, like the svarakshara, gopuchcha yati
and srotovaha yati.

ANI (.zeof), the nut and screw used for
fixing the gourd or calabash to the dandi
or the stem of the vinpa.

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. dlipana 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 tila or time-measure.

ANIKINI, a janya riiga derived from the
7th melakarta, Senavati :

srgmdnuns—sndmgrs

ANILAMADBHYA, a janya rdga derived
from the 53rd mélakarta, (amanasrama :

. .
srmpds—sndpmgrs

ANILAVALI, ajanya riga derived from
the 22nd melakarta, Kharaharapriya :

Srgmpudns"“s'nbmrs(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:

srg11z1>d§-§dj:mgrs
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ANNAMALA} CHETTIYAR

ANJANEYA, the great bhakta figuring
in the story of the Ré@mayana. He was also a
great musician, Tyagardja in his kriti ** Gitar-
thamu " \refers to this aspect of Anjaneya.
Samartha Ramdas Swamy in his song ** Miiruti

sakhyd” refers to Anjaneya as ‘' Sangita
géiyana simare ",
ANJANEYA, one of the ancient

authorities on music and either referred to, or
quoted by lakshapakiras like Narada, Sarnga
deva, S'aradatanaya, Kallinatha, Damodara and
Ahobala. A work Hanwmat bharatam
ascribed to him exists. Tyidgaraja refers to
.»’_&njanéya as a musical authority in his kriti
“ Vidulaku mrokkeda”. Thereis also the
work Hanumat katakam ascribed to Hanu-
man or Anjanéya.

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 Svardrgavam to signify

the ninth svarasthiana, suddha dhaivata
(A flat)
ANKANNAN, an illustrious performer

on the mridangam. He belonged to Tanjore
and lived in this century.

ANKI,

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

ANNAKKUTTI AYYAR, afriend and
constant companion of S'yama sastri.

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

ANNAMALAI CHETTIYAR, Dr. Rajah
Sir, (1881-1948) the Founder of the Annimilai
University in South India and a wellknown
patron of music. He established the Rajah

a small oblong drum.,



ANNAMALAI REDDIYAR

Anvamalai Music college at Chidambaram,
which later was merged into the Anpnamalai
University.

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

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

ANNASAMI SASTRI (1827 — 1900),
He was the grandson of S'yama $'astri and
the third son of Panju Sastri by the latter’s
first wife. Since Subbariya Sastri, the
second son of S'vama S'astri had no issue, he
adopted his elder brother’'s Panju Sastris’
third son. Thus Anpasimi Sastri is the
adopted son.of Subbardya Sastri. Anrasami
S'astri was born in the Aslésha 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 Sastri’s demise, he was given his
grand father’s nams, S'yama Krishna. He
was however called familiarly ‘ Anpa’ by
others and this name came to stay for him
ultimately. Under the tutelage of his father,
he attained proficiency in kavya, nataka,
alankara, vyakarava and sangita. He was a
scholar in Telugu and Sanskrit and an expert
singer and violinist. He began to compose
YVar as and kritis from his youth. - The svara
sahityas adorning S'yama Sastri's ‘' Palinchu
Kamakshi " in Madhyamavati raga and ** Pahi
Sri Giriraja sute” in Anandabhairavi raga
are his own compositions.. .Vipa Kuppayyar
and he were good friends. They frequently
met and delighted ia singing kalpana svaras
for intricate pallavis. The kriti in
Sahana raga* Inkevarunnaru " was composed

by him in praise of the Deity at Udaiyarpalai-
yam. His daru in Kedaragaula raga, Rupaka
tila “ Kaminchi yunnadira" is a panegyric on
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ANTARA BHASHA SAKAVALITA

his patron, Kachchi Kalyina Rangappa Udai-
var of Udaiyarpalaiyam. His other wellknown
compositions are: “‘Sri Kanchi nagara néyike”
Aséve;i—f\di), “ Parama pavani” (Athagi—

Adi), " Sri Maharajni” (Bilahari — Chapu),
“Sri  Kamakshi~® (Saranga — Adi), and
* Ninw minchina” (Todi — Adi). The last

is a varna and the other four are kritis.

Prominent amongst his disciples were :
Melakkira Govindan (tutor of Sarabha Sastri)
and Tanjore Kamikshi (tutcress of Vina
Dhanammal).

Anpasami Yastri passed away in-his 73rd
year, on the Krishna Tritiya day of the
Kumbha masa of the Vikdri samvatsara
corresponding to Saturday, 17th February
1900.

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

ANTALA VARATI, an upanga raga
of the sampurpa type and mentioned in the
Sangita samaya sdra.

ANTARA, interval.

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

ANTARA, 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 mentiened in the Sangita ratnakara.
It was a variety of the raga Kiranavali.

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



ANTARA DHRUVA

ANTARA DHRUVA, a variety of dhruva
or song sung in natakas.

*ANTARA DUNDUBHI, celestial drum
(Periya Puranam).

ANTARA GANDHARA, the name of
the tivra: variety of gindhara (E). This is
the fifth: harmonic note and its frequency
=5/4.

~

-~ ANTARAKKOTTU, a variety of dance

performed at the commencement of a' play

(Silappadikiaram.111),

ANTARAKKOTTU, the rhythmical dis-
play done prior to a dance (Silappadi-
karam 111, 148-9)

ANTARA KRIDA, one of the classical
108 talas; its constituent angas are, three
drutss and an anudruta O O O _ . Duration of
an avarfa=1% mitras or'7 aksharakilas.

ANTARA MARGA, one of the trayo-
dasa lakshanas associated with ragas. This
is the introduction of a note foreign to
the raga or the casual suggestion of another
riga, within the frame-work of the notes
occurring in the *basic raga. This is possible
only in some rdgas. 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 (Séilappadi-
karam 111, 27 commentary).

ANTARI, termination; the musical
phrase that occurs as a connecting link bet-
ween two sections of a gita composition.
In a r3ginga rdga lakshana gita, this' occurs
between the stitra kharda and the upinga
khanda ; and at the conclusion of the upinga
khanda and before the commencement of the
bhiashinga khanda. Ex. The lakshana gita
Ravikotiteja in Mayamalavagaula raga. Antari
is the short piece of music which is found
to repeat in somegitas. The sahitya for the
repeating music may be the same or different.

fa1]

ANUBANDHAM

ANTAR VAHINI, a janya riga derived
from the 29th mela, Dhira sankarabhara a:

srgmpndn:;"—éudpmgrs
(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 PRASA, the rhyme of the
ending syllables of lines or padas of' 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 tina varnas 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 varja
which contained the anubandham, the sections
pallavi, .anupallavi, muktayi svara, charana
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
jdea in the rest of the sahitya. Some
anubandhas consisted of a sahitya part and a
solfa partand some only of a sahitya part. The
famous varga in Bhairavi raga, ata tala, begin.
ning with the words * Viriboni”™ 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 . of the



ANUDATTA

anupallavi beginning with the words * Sri
Rajagopala” etc. and the original pallavi was
then sung and concluded. The tana varpas of
Ramaswiamy Dikshitar and Sonti Venkata-
subbayya contained the anubandham.

In the Pancharatnam, Sadhinchene in
Arabhi riga, 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 sihitya 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 motes used in reciting the Rigveda
— the other two notes in the decreasing order
of pitch being the aditta and the svarita.

ANUDRUTAM, one of the six angas
used in reckoning musical time; the duration
of this anga is one aksharakila; it is reckoned
.dVith a beat ; symbol _ .

ANUDRUTA MERU,

_ one of the 14
varieties of tala prastara. '

ANUGHANTA, a janya riga derived
from the 47th mélakarta, Suvarningi:

srmgrdns—sndpmgrs

ANUHATI, a variety of plucking
technique in vina and referred to by Somanitha
in his Ragavibodha.
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ANUPALLAVI

ANUKARA, one of the five kinds of
giyanas or singers. An anukdra 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 tila being reckoned
in the first degree of speed throughout).
In this process, the theme will be heard once
during the first stage and fwice 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 pa:t.

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

ANUMA KATAKAM (9@ scsb),
a work on dancing and referred to in the

Tamil work, Barata senapatiyam (see the
Kalakshétra (Adyar) edition, Introduction
p. vii).

ANUMAKUMBATALAM, one of the

time-measures mentioned in the Tala samutti-
ram of Vanapada chtidama 3i{17th cent).

ANUMANDARAM, the name:of the
fourth string of the viga and tuned to the:
anumandra sthayi panchama. ‘

ANUMANDRA STHAY],
below the mandra sthayi.

the octave

ANUN[\DAM, an accessory, additional or
secondary tone heard in a subdued manner
along with the primary tone, The Affth
harmonic note, antara gandhiara can be heard
as a subdued tone from the mandaram string of
a well-tuned tambura.

ANUNASIKA NADAM, the tinge of nasal
tone heard in the singing of some. Thisis
one of the defects in singing.

ANUPALLAVI, the second section of a
kriti, varna, padam or other similar composition



ANTPA SANGITA VILASA

in Karnatic music. Its length may be the same
as that of the pallavi or twice its length. The
comthencing 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.

ANTPA 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).

AN.URAI}IANIXTMAKA DHVANI, har-
monics.

ANUSARANI, literally, secondary sarani.
Anusarani is the name given to the string
next to the mandaram string of a tambura. It
is tuned to the tonic note shadja ie. to the
same pitch as the sirapi string. When the
sara i and anusirani 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 anusirani is also! sometimes used to
denote the pakka sarani string (i.e. the top-
most tala string, 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 riga alipana
also. These secondary notes are just touched
and not stressed.

ANUTALAM, one of the tilas men-
t‘ioned in the Tamil work: Barata Nattiya
sastiram (17th cent).
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ANYA TALAM

ANUTTIRA PANCHAMAM, one of the
pans 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,
other than the classical list of 108,
mentioned in later works.

one of the tilas.
and

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
1.e. within its own frequency limits, is sounded
in a contiguous sthina or in the frequency
jurisdiction of an adjacent note. Examples of
such notes are seen in a few ragas. In Asavéri
raga for example, the gandhara svara in the

VY
phrase Gr s is sounded in the rishabha sthéana.
The frequency limits of sidhirana gindhira
are 978 and 6/5. But the giandhara 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 rigas;
as opposed to this is the svakiya svara or the
inherent note (i.e. the note which occurs and
pertains to the janaka méla of the janya raga).
Anya svaras give a flashing touch to the
melodic beauty of bhashanga ragas; they
occur only in definite phrases.

ANYA TALAM (w&raflus grorb), a tila
mentioned in the Tala samuitivam of Vana-
pada Chudamani (17th cent.)



APANYASA

APANYASA oneof the trayodas'a (13
laksha ‘as meationed fo jatis in ancient music
(see under trayodas’a laksha as).

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

APARUPAM, a rare raga figuring in
the padas of Sara-gapani. His ‘' Valachiti ne
ni pai” in chipu tala is in this riga (see p. 27
of the 1887 edition of his padas).

APAS'RUTI, faulty scuti or a note of
faulty pitch.

APASTHANA VARATIKA, a riga mep-
tioned in the Sangita ratnakara.

APASVARAM, faulty]| nnte: 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 threé Saivite saints who
have given us the sacred Tevaram. Also called
Tirunavukkarasu 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 Dharmaséna. But his sister prayed ta Siva
to give him wisdom to come back to the Hindu
fold. The prayer bore f.uit and he later came
back to Hinduism. He was an elder contempor-
ary of Tirugniana sambandar (7th cent A.D.).

APPASAMI AYYAR, the younger heother

of Maha Vaidyanidtha Ayyar and a Samngita
\ Vidvan.

APPAYYA, ATHANA, one of the iHustri-
ous musicians that adorned the Tanjore Samas-
thanam and a coatempora.y of Tyagardja. He
specialised in Athapa raga and hence the
name, Athiani 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
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APRATI MADHYAMA

(songs, operatic songs, and songs intended fotx
dance come within the sphere of applied
music ; the opposite of thisis absolute music
or pure music, wherein the dominant feature
is the dhdtu 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 vidviins from further worries, Syama
Sastri went to Nigappattasam to challenge the
Nattuvan., 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 lionand 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 t6 Mysore where he begame an honoured
vidvan. Through him, the then Maharijah 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. Appukkufti Nattuvan came to Tan-
jore and apprised Syama Sastri of the
Maharajah’s wish, but Sastri politely declined
to accede to the Mahardjah's request.

APRADESY], a janya riga derived from
the 62nd Melakarta, Rishabhapriva :

sgmpdnds.—.;;ndpm'gs (P. S. Ms.)

APRAMEYAM‘ a janya riaga derived
from the 65th melakarta, Méchakalyani :

srmjrd.;—s-ndmgm.rs (P.S. Ms)

APRATI MADHYAMA, the name given
to the sruti that occurs between the suddha
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V. N. Bhatkhande (p. 53) A. M. Chinnaswamy Mudaliar (p. 88)



APSARAS

madhyama and the prati madhyama, in the
work Meladhikara lakshana. This
corrgsponds to the note, Bégada madhyama.

note

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 alsc danced ;
they were the wives of Gandharvas and their
lord was Indra.

APURNA, literally incomplete. Same as
asampiirpa, Applies to transilient scales i.e.
hexatonic, pentatonic and quadratonic scales.
Apurma melas are scales which do not take a
sampurnpa arohana and avarschana.

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
apuripam; and this unfortunately enough,
gained the impression that Apuripam was a
separate raga by itself. For example the raga
of Tyagaraja's kriti, Enta vedu kondu Raghava
was given as Apuripam in one of the early
Tamil editions of his compositions.

APTRVA liRGA, rare raga. Nada-
tarangini for example is a rare raga.

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

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

ARABHI, a .janya raga derived from
the 29th mélakarta, Dhira S'ankarabharana :

srmpds.—s'ndpmgrs

Upidnga raga; ghana raga; r#, ma and
dha are the jiva svaras. The notes ns
and ga are neither stressed nor sung as
long notes. They are not nyédsa svaras.
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ARATTI PATTU

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

ARAIYAR (gsoswr), the priestly dancers
employed in Vaishpavite temples in South
India and who depict the lilas of Krishpa
through natya on festival occasions.

ARAIYAR NATANAM, the dances
performed by the priestly dancers in S'rirangam
and other Vaishnavite temples. In Srirangam,
one can witness this dance in the month of
Margali (1077 &gf)—December-January.

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

ARANGAM (Tam.). sabai or concert hall,

ARANGERRAM (@réGspmw), 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 bhashinga rigas of
the early medieval period (C. R. S. Ramayana
Notes : p. 252).

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

ARAPALAM, a derivative riga belonging
to Dévasam, one of the six primary modes (see
Karunamirda sagaram p. 624).

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

ARATTI PATA (Tel), same as Aratti
Pittu (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 archin® géyarti meant that the parti-
cular passage in the Rigveda should be
recited (substantially) to one note (see also
under Giathika and Samika).

ARDHA BHASHANGA RAGA, a raga
which takes only anote belonging toa conti-
guous s'rutisthana and not a note belonging to
a contiguous svarasthana. In the Savéri raga
for example, in the phrases, srgrs and
pdndp, the srutis of gindhara and nishidda
are slightly less than those of antara gandhara
and kakali nishidda, but they do not however
come down to tae frequencies of sadharana
gandhara and kais'iki 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 ia dance (see under Hastas).

ARDHA JHAMPA, same as the tala, Ara
Jampa. It isa quintuple time wherein the
sequence is 1 2, 12 3 (taka takita).

ARDHA KAMPITA RAGA, a riga
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 Muktanga kampita raga,
Ardhakampita raga and Kampavihina raga
by Narada in his Sangita makaranda.

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

ARDHAMBARI, a janya raga derived
from the 15th méla, Mayamilavagaula:

srgmpdns—snpmrs (S K)
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ARJUNA

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

ARDHASTHAYI VADYA, a musical
instrument with a compass of half ap octave.

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

ARDRA DES', a janya raga derived from
the 15th méla ; Mayamailavagaula :

srgmpd.sns.—s'dpmgrs

Upédnga raga, canbe sung at all times.
The phrase s 7 d p is used rarely. The
phrases g g gr s andd d d s n s easily
establish the melodic entity of the raga.
The kriti ** 8'r¢ Ganes'atparam” (Jham-
pa tala) is a wellknown piece of Muthu-
swami Dikshitar in this raga.

ARDRADESIKA, same as Ardradési.
(C.D. P)

ARDRAMBARI, same as the raga,
Avrdhambari.

ARITALAM, one of the nine talas men-
tioned in the Tamil work, Barata S'astiram,
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 VELAR KOLLI, one of the
16 derivatives of the ancient Tamil mode,
Sevvaliyal (@Farayfuirg),

ARJUNA, the famous warrior of the
Mahabharata. He was an adept in music.
While in the guise of Brihannala, he was



ARJUNA BHARATAM

engaged by the king of Virata to teach music to
the erincesses, one of whom was Uttara, the
daughter of the King.

. hd - -
Arjuna i1s quoted as one of the autherities
on music by many scholars.

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

ARKA VARDHANI, a janya riga derived
from the 28th méla, Harikambhoji :

srgmps—sndpmgs(S K.)
ARKA YAGA, an ancient raga.

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

ARQOHA, 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. srgmpdns.

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

Ex. srgmpdns'

ARC)HANA and AVARC)HANA of a
RAGA, the recognised order, gati or krama in
which the notes ascend and descend in a raga.
The archana and avarshana 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.

AROHAI}IA GATI, archana krama.

AROHANA KRAMA, the ascending order
of pitch.

AROHANA STHAYI, the name of the
third section of the aldpana of a raga, attempt-
ed in the classical style. The sthayi alapana
is taken up after the raga vardhani stage and
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before the tina. In the A&rshapa sthayi
dlapana, the initial notes or the sthayi svaras
are in the &rohana krama, although the
phrases of the dldpana beginning with each
sthiyi 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. srgm, rgmp etc.

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

ARRAMIN, the svaramandala or the
Indian dulcimer, with 37 strings for three
octaves. [he instrument was played on open
strings. T'he lower-pitched strings were of
brass and the rest of steel. The tone.colour
of this instrument resembled that of the old
clavichord.

ARRUCHCHENDIRAM (gpm& Gsi
&), one of the 8 derivatives of the kurinji

yazh, a primary mode of ancient Tamil music.

ARSHABHI, one of the four jatis of the
shadjh grima and corresponds to the Todi
riga of South Indian Music.

ART MUSIC, music with an emphasis on
the art side. Manodharma sangita and all
musical compositions wherein music is the
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 thisis 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. Theterm Art music is also sometimes
used to signify all musical compositions that
do not belong to the sphere of folk music.



ARUDI

ARUDI (@&av®), litecally, 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)—wBACDEY,

ARUDI, the padagarbham in Pallavi (a
branch of majodharma sangita). The pada-
garbham is the dividing point of the pratha-
manga and the dvitiyanga, thetwo sections of
the pallavi. The note on the padagarbkam is
a stressed note and is followed by a brief
pause or visranti. 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 sthiyi svara loctave
note) or samvadi svara (fifth or a fourtk).

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

ARUMA TALAM, one of the nine tilas
mentioned in the Tamil work, Barata
s'astiram. This tila is also mentioned in the
Dingala nigandu.

ARUMPADAVURAIYASIRIYAR, the
earlier of the two commentators on the Tamil
epic, S'iiappadikaram. His explanatory notes
help us to umderstand the passages dealing
with music in this epic poem. He lived before
Adiyarkkuna'lar.

ARUMFALALI, the scale that was obtained
by takiong the fourth note of the sempilai or
the basic scale of ancient Tamil music, as the
tonic note.

ARUNACHALAKKAVIRAYAR (1711~
1788), the renowned author of the Tamil work,
Rama nataktam. 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 Ramdayana in the form of darus and
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ARUNA CHANDRIKA

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 and 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 Shiyzli. )

The Rama natakam 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
S'rirangam 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, Manali Muthukrishpa Mudaliyar,
Tepperumal Chettiyar, Tulaja Maharajah of
Tanjore, Anandaranga Pillai of Pondicherry
and Yuvaranga Bhiipati of Udaiyarpalaiyam.
Besides the Rama Natakam, Arunachalakkavi-
rayar has written :

(1) S'irgazhi sthala puranam.
(2) S'irgashik kovai *
(3) Hanumar Pillai tamizh.
(4) Ajomukhi natakam.

and some kirtanas.

ARUNACHALA S'ASTRI, a minor com-
poser of the Post-Tyagardja period. He has
composed kritis in Sanskrit with the signatures,
Arunachala, Arunadri and Arunagiri. Two of
his wellknown songs are: ‘‘ Siva s'ankara-
s'ambho ”’ (Beégada raga) and Srimahaganadhi-
patim " (Huseéni).

ARUNA CHANDRIKA, (1) a janya raga
derived from the 22nd meéla, Kharaharapriya :

sgmpns —snpdpmgrs (S. K)

(2) another raga derived from the same
mela and having the following arshana and
avarohana :

srgpns—snpmegs (S.P.S.)



ARUNAGIRI

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

srgmdé—édmgrs

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

ARUNAGIRINATHAR, the immortal
author of the Tiruppugazh hymns. He lived
in the 15th century during the time of Prauda-
Pratapa Déva Raya II (1422-1449), Emperor of
Vizianagar. The emperor is referred to in the
song ** Adala sedanirada”. 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 pavalapperumin ”
(#65 wrasl GQuesorasr) or the unrivalled
master of 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. “ aré@psmear®f " said
the Tamil poet, Tayumanavar. Like the Tévara-
karas, Aruragirigathar 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 sankirma
talas or compound rhythms as for
instance the song; ' suedfifens”, He

wrote 16,000 songs and of this only about
+2,000 are now extant. He also wrote the
Kandaranubiti, Kandarandadi and Kandar-
alankdram. He was revered for the saintli-
ness of his character. He, defeated the Tamil
poet Villiputturar in a literary contest. His
“Bata wvetala vaguppu’ (b5 Casrer
a@@uy) is of historical value in as much
as it contains a reference to some of the
sanskrit ‘ragas, 108 talas, Tamil pans and
percussion instruments.
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ARYA

Inspired by the Tiruppugazh (BmLysE)
composition, a later Tamil poet wrote the
whole of the Ramayana in this style and it
is called the “ Ramayana Tiruppugazh .

ARUI}IAGIRIYAR, the reverential manner
which Aru agirinathar 1is
referred to.

ARUNA]JVALITA, a janya riga derived
from the 59th mélakarta, Dharmavati :

in sometimes

srgmdns—sndpmgrs(P.S.Ms)

ARUI}IAK[_\.NTAM, a janya raga derived
from the 28th melakarta, Harikdmbhoji :

srmpmdu.;—s.ndpmdmgrs(S.K.)

ARUNAKRIYA,
57th meélakarta,

a janya raga derived
from the Simhendramadh-

yama:
srmpns—sndpmgrs

ARUI}IZ\MBARI, a janya raga derived
from the 38th meélakarta, Jalarpavam:

srgmpdns'—a;dnpdmgrs

ARURAN, one of the three kinds of
signatures (mudra) used by Sundaramirti
Niyanar (one of the three authors of the
Tevaram). Uran and Nambiyartiran are the
other two ankitams used by him.

ARUSARAM, a six - stringed instrument
(Divakaram).

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 Pingalandai,

ARYA, the verse in the &rya metre sung

to loose rhythm in Kathakalakshépam in
Southern India. Aryas are usually sung in
Behag raga.
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ASADHARANA

ASADHARANA, one of the 33 sankirpa
sthiayas (compound gainakas) referred to in the
Sangita ratnikara.

ASAMBADA, a janya riga derived from
the 29th mélakarta, Dhira Sankarabharana :

srsmpdndé—-én dpmgsrs

ASAMPURNA MELA, a scale whose
archana or avardhana or both are not sam-
purpa, i.e., are either shiadava or audava.
Many of the mélas the Kanakambari-
Phénadyuti are asampurna
meélas.

in
nomenclature

ASAMPﬁRNA 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 opposedto samyuta
hasta which is gesture performed by both the
hands in combination. (Also see under hastas).

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

ASANKIRNA STHAYA, one of the 20

less known sthayas associated with the melodic
entity of a raga.

ASARI, one of the sixteen major pams
(perumpan) mentioned in the Pingalandai.

ASATI, a janya raga derived from the 53th
méla, Dharmavati :

sgmdns~;ndmgs

ASAVARI, a raga of Hindusthdni music
and belonging to the 20th méla, Nathabhairavi.

ASAVERI, a janya raga derived from the
8th méla, Hanumatodi :

srmpd;—-'sn.;pdmprGrs

A bhashanga raga taking the chatus’ sruti r¢
as the foreign note; 74, ga and dha are tae jiva
gvaras. Takes kampita gandhara. Useful for
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ASHTAVADAM

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

ASHADA KANNADA, a rare rafa figuring
in the compositions of Muttu Tagdavar, a Tamil
composer. The song * Pesavumennade,
Kepamede » is set in this tdga (see P. 46 of the
edition of Muttu Tandavar’s compositions).

ASHTA DAS'ANGULA, a variety of flute
referred to in the Sangita ratnakara and
wherein the distance between the mouth-hole
and the first finger-hole was 18 angulas. The
mandra shadja was heard when finger-holes 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 MAHISHI KALYANAMU, a
Telugu work in 5 Acts in the dvipada metre by
Tiruvéngadanitha (Chinnayya). Written about
1545 A.D., the theme of the work relates to the
marriage of Krishna with the 8 divine consorts.

ASHTAMTURTI, a janya raga derived from
the 36th méla, Chalanata :

sgrmpnds—sndmunmgrs

ASHTAPADI, literaily 8 padas. The name
given to the famous hymns figuring in the Gita
Govinda of Jayadeva. The work consists of -
24 ashtapadis. .

ASHTATALA, a tila figuring in Yaksha-
ganas in Kannada. °

ASHTAVADAM, a janya rdga derived
from the 20th méla, Nathabhairavi :

smpdn's—-sndpms



ASHTI

ASHTI, a janya raga derived from the
24th mela, Varunapriya :

sgmdn.s—'sndmgs

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

.s'rgmpns——sndpmgrs

ASTHANA VIDVAN, state musician ; same
as samasthdna 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 huaters
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 ona drum. At the
fearful noise of this drum, the bird literally
fell down dead. Some scholars are of opinion
that tbe asupama was a creature and not a
bird.

ASURA SADHAKAM, a colloguial expres-
sion meaning untiring or incessant practice.
Vocalists and instrumentalists who have reached
a high technique of perfection by practising for
several hoursa day are said to have attained
that stage through asura sidhakam.

ASVAKRANTA, the name of the gdndhara
miirchhan@ of the primordial scale, shadja
grama. This murchhand corresponds to the
Kalyani méla of South Indian Music.

AS'VARUDHA, one of the six raginis men-
tioned for the primary rdga Vasanta in the
Brihaddharma Pur@na.

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

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

.
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ATI KOMAL

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

ATA, Yakshagina or dance drama in
Kannada.

ATANTA.
Kathakali music.

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

the name for ata tdla in

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

ATA VARNA, a varna composition intend-
ed for daunce ; same as pada varna.

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

. “
srmpns—snDpmpGrs
Dvi-anyasvara bhashdanga raga ; of the two

foreign notes: sadhdrana gandhara and
kais'iki nishada, the former occurs in the

phrases: g g r s and mp Gmp and the
latter in the phrases: pddn ns- and

p dnp. Useful for depicting situations
in vira rasa ; can be sung at il 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 srutis less than the
kdomal variety.

ATI CHITRA TAMA MARGA, the sixth
of the shaQmargas wherein there is a quarter
matrakala for each talakshara or count {Also see
under tila das'a pranas).

The Gaula raga kriti: S'ri Mah@ Ganapats
of Muthuswami Dikshitar is in this marga.

ATI KOMAL, literally very flat ; signifies a
note which is one sruti less than the kdmal
variety of the note.

.o




ATI SUKSHAMA

ATI SUKSHMA, one of the fine classiiica-
tions of nada by Matanga.

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

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

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

ATITA GRAHA, signifies a case, wherein a
song, pallavi, or theme starts before the tdla i.e.,
at the end of a presumed prior avarta Atita
graha is resorted to only to meet the exigencies
of prasa or padagacbha, 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. “ Venugana 16luni?
(Kédaragaula) and “‘ Kshigamai 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 conducter of a danceiconcert.

AUDAVA, five.

AUDAVA - AUDAVA RAGA, a raga
with an audava &rohana 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.
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AVALACH CHUVAI

AUDAVA - SAMPURNA RAGA, a riga
wherein only five of the sapta svaras figure in
the arohana and all the sapta svaras figue in
the avardhana.

Ex. Biléhari; 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) arochana and
a svardntara (4 notes) avarchana.

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 Siva and Parvati.
Technical terms relating to music are cata-
logued. Itis a later work and treats of the
lakshanas of suddha raga, sulddi, gita, vénu,
vina, avanaddha vadyas, tala and nritya.

AUMAPATYAM, same as Aumapatam.

AURVASEYAPRIYA, a janya raga derived
from the 1st Meélakarta : Kanakangi.

srpdn.;—éndprs

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 CHUVAL the Tamil equivalent
karuna rasa—one of the nine rasas or emotions.
The feeling of Pathos or grief.

.
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AVALAYAM

AVALAYAM, fauity rhythm. The music
of a, person lacking in talajndnam is called
avalayappittn (gaowd orl@) or avalaya
vasippu (Sraew ar@iy) as the case may be.

AVALAYAPPATTU (Tamil), see under

Avalayam.

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

AVANTARA S'RUTI, a srtuti 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. [t consists in lifting up the hand
and folding the fingers asin the process of
counting. It is one of the four nigsabda
(soundless) kriyas belonging to the group of
marga kriyashtakas.

AVAROHA, the second of the dasavidha
gamakas or ten graces; cousists in a graced
utterance of the notes occurring in avarchana
krama or descending order of pitch :

Ex. s.nd.pmgrs

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

Ex.;ndpmgrs

AVAROHANA STHAYI, a section of the
concluding part of the r3ga alapana, following
the stage of raga vardhani. Herein, the sthiyi
svaras are in the avarchapa krama but the
sanchiras themselves beginning with each
sthayi svara progress upwards. In other words,
the sancharas do not go below the sthiyi svara
in each case. This branch of raga exposition is
done in madhyamakadla or inedium speed.
Opposite of ardhaga sthayi.

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

b

[331

AYIRPPU

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

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

AVASTHANA VARATI, an upanga riga
of the samptrna type mentioned in the Sangita
samaya sara of Parsvadéva.

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

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

AVINAYAM (@amwir), the Tamil equiva-
lent of Abhinayam.

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

AYARKUZHAL (Tamil), shepherd’s flute.

AYATA, one of the five characteristics
of jatis mentioned for the 22 srutis by Sacrnga-
déva in his Sangita ratnakara.

AYILYAM TIRUNAL, one of the Rulers of
Travancore. He wasa pallavi singer of eminencet
and a great patron of music. Brilliant musicians
like Coimbatore Raghavayyar, Kalyanakrishnay-
yar (veena), Mahddéva Bhigavatar (violin)
Kunjari Raja (svarabat) and Kittu Bhagavatar
adorned his court. [t was during his reign that
the famous musical contest between Maha
Vaidyanitha Ayyar and Coimbatore Raghava
Ayyar took place.

AYIRPPU (Tamil), one of the eight deriva-
tives of Kurinjiyazh, a scale of ancient Tamil
music (Chitdamani nigandu).



AYITTAM

AYITTAM, another name for the introduc-

tory part of the raga &ldpana; same as
akshiptika.

AYYA BHAGAVATAR, one of the promi-
nent disciples of Tyagardja. He was a violinist,
vaiRika and pallavi pecformer of high repute.

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

AYYASAMI, one of the disciples of Muthu-
swami Dikshitar and a composer of tdna varDas
and padas.

AYYAVAL, the popular name by which
Sridhara Venkateswara Dikshitar of Tiruvisai-
nalltr (Tiruviyaltir) is known. He was a Telugu
Brahmin of the Niyogi sect. He was a contem-
porary of Sadasiva Brahméndra and Bodéndra
sadguru swami. He is the anthor of the immortal
works : Akhya 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’. Hz gave
an impetus to the bhajana form of worship. The
Telugu kirtana “ Bhakte s'ridhara Venkata
guru varya” (Kedaragaula - Adi) is a song in his
praise. The Annual festival celebrated in his
honour at Tiruvisainallir 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-tine, 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 chandila came
and asked for tood. 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
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the ¥raddha. The eldecly scholars of the place
suggested that the oaly way for him to get
purified was by a bath in the Holy Gahges.
Ayyaval, without muttering a word,, and fully
coafident of the righteousness of his act, went
to the backyard of his house, sat before the well
and sing 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
theic Dakshiga. 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 (@psi Gsrade),
a famous Vaishnavite shrine near Madurai in
South India. It contains beautiful specimens
of musical stone pillars.

AZHAGAR KURAVAN]I (gpst @
«@&), 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 (@
Bw Gerésers), a composer of Tamil padams.
He lived in Tirunelveli District in South
India.

AZHUNGU (@4 u®), one of the 20
derivatives of the ancient Tamil mode,
Palaiyazh.



BADARI

B

B, the seventh note of the major scale of
C in European music.

BADAR], a janya riga derived from the
26th melakarta, Charukesi :

's.r'gpd;——s.dpnj) mgrs

BADARIKA, a janya riga derived from
the 51st méla, Kamavardhani :

srgmpmndns'—‘s.ndgrS(S.P.S.)

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

srgmpns—srsnpmgrs (C.B.N.)

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

BAGES'VARI KANNADA, a janya riga
of Hindusthani music and derived from the
Kafi thit (Kharaharapriya meéla).

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

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

BAHATTARA MELA KARTA, -he
sahitya in Mahratti composed by the coart
poet of Tanjore, Lavani Venkata Rao. The
Bahattara melakartd, which means 72 méla-
. kartas, contains the rdga mudra in :he
respective section§. The Kanakingi - Ratndaag:
nomenelature is used. Maha Vaidyania-ha
Ayyar was requested to set this Mahratti
sihitya to music by Sakhdram Saheb, -he
son-in-law of Maharaja Siviji, 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
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the Mahratti sahitya was praise of a human
being, Mahi 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: ‘' Sriman jokari Rajya
Vishna sama ™ This is the history of the now
famous composition, the 72 Melaragamalika ™
of Maha Vaidyanatha Ayyar. The Mahratti
sahitya has got in its last section (Rasikapriya
riga) the prabandha mudra (Bahattara mela)
and the Vaggeyakira mudra.

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

sgrgmpdns'—;'ndmgrs

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

sgmpdns'——.snpmgs

This is an updnga raga. Tyagaraja's
* Brova barama " is a wellknown kriti
in this raga. This is one of the ragas
to come to prominence through
Tyagarija.

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

BAHULI, same as the raga, Bauli.
[}
BAHUM.KRINI, a janya raga derived
from the 46th mela, Shadvidharmargini.

. srgmdns—sndmgrs

BAHUTVA, one of the trayodasa (13)
lakshanas mentioned for riagas. 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 SHADAVA, a riga mentioned
in the Sangita ratngkara. This riga is men-
tioned under the group of Veésara shiadava
vibhashas and is the 202nd rdga in the work.

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

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

BALABI, a janya raga derived from the
54th melakarta, Visvambari:

smgmdnpn‘s—s.udpmgrs (P.S. Ms.)

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

sgmp dn.s:—-sndmgrs

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

srgrmpdnds.——sndnpmgrs

BALA GAMEHIRYA, a janya raga deri-
ved from the 59th mélakarta, Dharmavati:

sgrgmdpdns —sndpmgrs

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

srgpmnds—sndpmgrs

BALAGHOSHINI, same as Bilaghoshi
(see above).

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

srmpds—sndpmrmgs
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BALASARASVATI

It is an upanga raga. Tyagardja, Mysore
Sadayiva Rao and Patnam Subrahmanya
Ayyar have composed beautiful lritis
in this raga. Itisan old raga and is
mentioned in the Sangita makaranda
and Chaturdandi prakasika.

BALAHARI, same as Bilahari.

BALAKOKIL, a stringed instrument of
the plucked type, recently invented by the
retired Educationist, Mr. N. S. Arunichala
Ayyar, BA..L.T. The instrument resembles
a sonometer in outward appearance and is
played like a gotuvidyam 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 tdla.cum-drone strings as in
the viya. High class music can be played on
this instrument.

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

BALARAMA BHARATAM, a work on
dance in sanskrit, by Bilarama Varmi, a
Mahirajah of Travancore. He was born in
1724 AD, ascended the throne in 1758 and
ruled till his death in 1798.

BALASARASVATI, also called Mayfri,
Taus, Peacock-sitair 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 sympatletic strings. There is a
parchment belly, over which the ivory bridge
is placed. The forefinger and the middle
finger of the left hand are used to stop the
strings on the frets. The instrumentis held
in an oblique position and played- -the neck



BALA SAVUNDARI

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, melldw tone. Bailasarasvati 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 riga 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 Asvini
nakshatra, Kanya lagna corresponding to
Wednesday 21st June 1786. Bilakrishna was
his sarmam. He was a versatile genius. He
attained great scholarship in Telugu and
music. Whi_lé young, he accompanied his
father to Manali (near Madras) and there
stayed for a number of years. It was there
that Manali Chinnayya 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, sitdir and mridangam. . After his
return to Tiruvarur 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
critics of -the time. The potentialities of
Jodippattu (Cgra ulrG-two people singing
together in a concert) were demonstrated
by them. Balasvami Dikshitar was honoured
in many Samasthanams. While at Madurai,
on a professional engagement, he lost his elder
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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 Ettiyipuram 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
Samasthdanam, he continued as dsthana vidvin
till the year of his demise. He passed away in
Pingala year, Kumbha ravi (6th Masi) 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.

BALRVALp, a déviya raga mentioned by
Venkatamakhi in his C.D.P.

BALIKAVASANTAM, a janya raga
derived from the 15th mélakarta, Mayamala-
vagaula : ‘

srgmpdné-—én_dnpmgrs(S.K.)

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

srgmds—snpmrs

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

srgmpdns—snpmrgmrs

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

BANA, denotes the number five in musi-
cal mnemonics. I the Svarariavan, the name
signifies the fifth svarasthdna, corresponding
to the antara gindhéra.

BANA, the name of the fifth chakra in the
scheme of 72 meélakartas, comprising melas:
25-50.



BANA BADRAR

Bana - bhit, signifies the fourth mela in
the V chakra—28.

Bana - go, signifies the third méla in

the V chakra—27.

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

Bana - pa,
V chakra—25.

signifies the first mela in the

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

Bana - s'ri, signifies the second mela in
the V chakra—26.

BRNABADRAR, the hero of the Viragu
virra padalam in Tiruvilaiyadal Puranam and
the musician who flourished during the reign
of Varaguna Paniliyan, the king of Madurai.
When he was challenged by the North Indian
musician Hemanatha, Lord Sliva came in the
guise of a wood-cutter and posing to be in the
service of Bipabadrar, sang so exquisitely,
that Hémanatha, struck with wonder at the
capacity of a mere wood - cutter in the service
of Binabhadra, ran away that very night. The
raga expounded by Lord Siva on the occasion
was Sadari (swrsrfdusr) (see also under
Hemanitha).

BANGALA, a janya raga derived from the
29th meélakarta, Dhira Sankardbharana :

srgmpmrps—snpmrgrs

The phrase p m g m r occurs as a visesha
sanchdra; pa is nyasa; pa and ri are
jiva svaras. Can be sung at all times.
The Devata for this riga is Ganésa and
hence the appropriateness of Tyaga-
raja’s kriti ' Giriraja suta” (in praise
of Ganeva) in this raga. ‘' Munupe
teliyaka poyena” and * Sakshile-
danuchu ” both of Tydgarija and “Rara
Rama " of Garbhapuri are other well:
known kritis in this raga.
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BANGARU KAMAKSHI

This is an old raga and is mentioned
in the Sangita ratnakara and
Sangita makaranda. .

BANGALA GAULA, a janya raga derived
from the 55th mélakarta, S’yima}z‘mgi :

srmpmdné-édpm grs

BANGALA VARALA, the raga in which
the 21st ashtapadi of Jayadéva was originally
composed.

BANGAL A YOSITA, a riga mentioned in
the Sangita makaranda.

BANGALI, a riaga mentioned in the
Sangita ratnakara and Sangita makaranda.

BANGARU KAMAKSHI, the celebrated
Deity of Sri Kamakshiamman Temple, Tan-
jore and the inspirer of the great composer,
S'yama S'astri. The idol hasalarge percentage
of gold in it and hence the name Bangaru
(gold) Kamakshi; also called Svarna Kamakshi
and Tanga (gold in tamil) Kamikshi. 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
darsana 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 Diirvasa, amongst other
Maharishis it is said, has performed puja to
this Deity. When Adi Sankarachidrya visited
Kanchi, he chose the then ancestors of S'yama
S'astri to perform pija 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
Dgity 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,



BANGA TALAM

they came to Udaiyarpalaivam. The
party stayed at this place for a lomg
period of 85 years. About the year
1694, the party left Udaiyarpalaiyam.
After halting -for some years at
Anakkudy, Vijayapuram, Nagore,
Madapuram and $'ikkil, they came to
. Tiruvarur. Inthe year Sarvari (1781)
the party left for Tanjore with
Bangaru Kamakshi. Rajah Tulajaji
built a temple for the Deity and
s'yama $'astri's family has stayed in
Tanjore ever since. Syima $istri’s
relations are also to 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 Sastri’s com-
positions are all addressed to Devi
Kamakshi, his family Deity.

BANGA TALAM, a time-measure men-
tioned in the Tamil work Barata Nattiya S'asti-
ram (17th century).

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

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 SENAPATIYAM, a work in
. Tamil on dancing and acting by Adivayilar.
Adiyarkkunallar, in his commentary on the
Silappadikaram refers to this work.

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

sgmrgmdns—sndmgrs

BARBARI, same as Barbara.
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BARI, the longer varviety of nagasvaram as
opposed to the shorter variety called Timiri.
The pitch of the bari typeis less than that of the
timiri type.

BARUVA, a raga figuring in the marringe
songs of the humorous type (Veduka pendli
patalu) in the Telugu Districts.

BASAMANA, ajanya rdga derived from
the 15th melakarta, Mayamalavagaula :

srgmpdns.—s-ndnpmrgmgs

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. [t 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.

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

BAUL songs, the folk songs of Bengal.

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

BAULAMUKHI, a janya raga derived from
the 15th melakarta, Subhapantuvarali:

srgmpn;—~§udpmgrs(P.S.Ms.)

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

srgpds'-——s.ndpgrs



BAULI GUGRI

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 ni¢hada is heard in the archana.
ri, ga and dha are jiva svaras. Gamaka
varika raga. Ga and Pa are nyasa. A
rdga to be sung before sunrise. An
auspicious raga.

BAULI GUGRI. a janya raga derived from
the Mayamalavagaula méla and referred to by
C. B. N. in his Key 16 Hindu music P. 43.

BAULI RAMAKRIYA, araga figuring in
the kritis of the Tallapakam composers (see
Vol. 11, Adhyiitma Sankirtanulu p. 264).

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

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),
open-air play.

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

Yakshagana or

BEBAS, same as Bibhas (see below).

BEGADA 4 janya raga derived from the
29th méla, Dhira S'ankarabharana : '

LV Y 8
sgrgmpdps-—sNdngrs

An upinga rdga and a vakra raga. In the

W B oy o
phrases:d PM and P d N d p aslightly

sharpened form of s'uddha madhyama
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and a slightly flattened form of the
kakali nishada are used. These notgs are
characteristically termed the Begada
madhyama and Begada nishfida. Ma,
dha and 57 are the jiva svaras. Ri and
Dha are not nyasa, but pa and the
slightly sharpened ma are nyasa svaras.

Useful asa major raga for the purpose
of pallavi exposition in concerts. This
is not an ancient raga.

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

BEGADA MADHYAMA, a slightly shar.
pened form of suddha madhyama or F Natural
and used in the Bégada rdga ; frequency 27/2v.

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

BEHAG, the raga commonly Known- as
Hindusthani Behag in South India. This is one
of the most pleasing désya rdgas. A janya
raga derived from the 29th mela, Dhira S'an-
karabharana :

sgmﬁftdns.—s'anMGrs'

A bhashanga raga with the two foreign
notes, kaisiki nishada and prati madh-
yama. The phrase P mm G wherein
the first ma is prati madhyama and the
second ma is suddha madhyama is parti-
cularly pleasing. Gopalakrishna Bharati
and Svati Tirunal are the earliest com-
posers to compose in this désya riga in’
South India. . '

BELL, The hallow metallic instrament of
the autophonic group, closed at oneend 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 dgainst the



BELLOWS

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 Padmandbha-
swamy temple at Trivandrum. In
the temple of Natardja 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
daiy 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 give 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 Carillon.

BELLOWS, a mechanical contrivance for
supplying a stcohg 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 .
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BHADRACHALAM

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

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

BHADRA, a janya tadga derived from
the 25th meéla, Mararanjani :

srgrmdpdpdns—-s.ndmgrs

BHADRA, a variety of sthiyi alankara and

wherein phrases occur in the following
pattern and sequence :
srs, rgr, gmg etc

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

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

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

The shrine for Sti Rama in this plate
attracts thousands of pilgrims every year.
Devotees who complete a Ramakati, i.e.,
write the name of Sri Rama a crore of
times, carry and deposit the note books
containing the Ramakoti in this shrine.
Twenty-two miles from Bhadrachalam is
the place Parpasala, wellknown to the
students of Ra@mayana. Bhadrichalam
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 Niydgi sect and his house name was Kan-
cherla. His father was Linganna Mantri and
mother Kdmamba: 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: Akkanna
and Madanna who held influential posts (the
former as the controller of the Forces and tae
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 Tand-sha i.e., one who loved to
hear tdnas.

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 materaal
uncles, he got himself appointed as the
Tahsildar of Bhadrachalam Talug. 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 upadésa of Tarakimantra.
"From that timme 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 Rima and this name has
since come to stay for him. (A parallel
instance is that of Purandara Das whose
earlier name was Sinappa 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 mamed Ramudu.
. Ramadds celebrated the Ramanavami
festival every year with. great. devction
and enthusiasm.

BHADRACHALA RAMADAS

The temple of Sti Rama on the top of the

hillock in Bhadrachalam was in a dilapi-
dated condition. He renovated the
temple and for this purpose wsed 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 dwed by him to the State and
obtained his releasel 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 hhm and apologiscd f{or all the
wrongs done to him.

The songs com_poséd by. Ramadas can be

divided into : (1) those conposed 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 feeting underlying them and their
sweet and melodious music have an
irresistible appeal. Tyagardja pays his
homage to ‘Bhadrichala Ramadis in two

~of his Kritis: Brundavana lola (Todi

raga) and Kshirasagara sayana (Déva
gandhari). ‘Besides the Dasarathi sata-
kam, Ramadas, has composed many
namavalis and divyanama kirtanas. )

Bhadrachala Ramadas is a rare instance of

a bahumudrakara j.€, who used plural
signatures. Sometimes he signed as
Ramadasa and at other times he used the
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mudra : Bhadrichala or its syhonyms,
Bhadrasaila, Bhadragiri or Bhadradri.

Bhad.richala Ramadas is someétimes referred
to as Bandéekana (prisen) Ramadas-

BHADRADRI, one of the mudras nsed by
Bhadrachala Ramadas in his eompositious.

BHADRADRI VASA, a famous ¢omposer
of divyandma kirtanas with the signature
Bhadradri.

BHADRAGANDHARI, a janya riga
derived from the 29th méla, Dhira Sankara-
bharana :

srmpns.-—;ndmrgs
BHADRAGIRI, 1. same as Bhadradri or
Bhadrachala.
2. One of the ankitams of Bhadrachala
Ramadas.
8. The signature adopted by Rama-

chandra Yatindra in his com-
positions.

BHADRAKALIPATTU, songson the Deity
Bhadrakali, sung'in the temples of Malabar.

BHADRAKARA, a janya riga derived
from the 33rd meala, Gangéyabhtshani ¢

Srgrmpdn§—§1zd11p1;zrgs

BHADRASAILA., anottier of the signatures
used by Bhadréchala Ramadas.

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

srgmpdpns—sdpmrs(S. K)
BHADRASRI, a ja;xya raga derived from
the 17th mela, Stiryakintam :.

,srgdn;—;udgrs

BHAGANA, a kind of prosodial foot and
. consisting of a guru and two laghus: 8 1 1.
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BHAGAVATA DASAMA  SKANDA
NATAKAM, an operatic work in Tamil by
Ananta Bharati (1845-1905). [t was begun in
1883 and completed in 1889, He has also
written the Uttarakanda of the Ramdyana in
the form of an opera: (see under Ananta
Bharati). .

BHAGAVATA GOSHTHI, a group of
devotees singing sacred sorigs.

BHAGAVATA MELAM, the dance party
consisting of Bhagavatarsor devotees, asopposed
to the Nattuvamelam, or the dance party con-
sisting of professional dancers and nattuvanirs.

BHAGAVATA MELA NATAKAM, the
devotional dance drama enacted it front of the
Deity in temples during the annual festivals, in
places like Melattur, Uttukkadu, Sdlamangalam,
Saliyamangalam, Nalldr, Tépperumélnall@r in
Tanjore District and in Kuchipudi in Krishna
District.

BHAGAVATA NATANAM, religious
dance performed by Bhagavatars as part of
worship.

BHAGAVATAPRIYA, an epithet of Vishnu,
meaning the lover of Bhagavatas or devotees
who sing his praise.

~ BHAGAVATAR (Tam,), BHAGAVATULU
(Tel), the name given in South India, to per-
formers ot Katha Kalakshépams or religious
discourses to the accompaniment of music. In
Malabar, music feachérs and professional musi®
cians are called Bhégavatars.

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

BHAGAVAT BHAJANA PADDHATI, a
valuable anthology of sacred songsin Telugu
published by T. P. Kodandardma Ayyar, Madras
(1913). This contains the texts of more than a
thousand songs and includes selections from
Sanskiit, Telugn, Kannada and Mahratti
composers. -
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BHAGAVAT BHAJANOTSAVA PAD-
DHATI, a book in grantha script containing the
songs sung in Bhajanas and presented in their
sequential order: (Kvumbakonam, 1920).

BHAGAVATI, ajanya raga derived from
the 26th mela, Charvkesi

srgmnuns—snmgrs

BHAGAVATPRIYA, ajanyaraga derived
from the 22nd méla, Kharaharapriya :

ermrmpdn;—sndpmrs

BHAGAVAT SARAMRITAMU, a small
book of devotional ‘songs in Telugn pub-
lished by Tach@ir Singarichaslu (1916). The
songs herein are given in notation.

BHAGIRATI, a janya raga derived from
the 20th meéla, Nathabhairavi :

srgdné—-s'ndgrs

BHAGNA TALAM, one of the time-
measures mentioned by Sarngadeva in his list of
120 dési talas.

BHAGYA RANJANI, a janya riga
derived from the 22nd meéla, Kharaharapriya:

srgmdns—spmgrs (SK.)

BHAIRAVA, the méla in Hindusthani
music corresponding to the mela, Mayamalava-
gaula of the Southern system.

'  BHAIRAVADHVANI, a janya raga deri-
ved from the 52nd méla, Ramapriya:

srgmpmnds—sdpmgrs

BHAIRAVAM, a janya raga derived from
the 17th meéla, Suryakantam :

srgmpdns—sDpmgrs

An upidnga rdga; i, ma and #i are the
jiva svaras; can be sung at all times.
Tyagardja’s Mariyada gadayya is a
wellknown kriti in this raga.
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BHAIRAVI, a janya raga derived from the
20th melakarta, Nathabhairavi :

srgmp®dns—sndpmgrs

A bhishanga raga taking the foreign note
chatuss'ruti dhaivata. The anya svara

occurs in the phrases: pdnS, pdnd

#S and sndnS. One of the few
bhashdnga rdgas with the anya svara
incorporated in the scale ; rs, ga, ma and
ns are the jiva svaras; ri, ma, pa, ni
and chatus'sruti dha are nydsa svaras;
ga, ma and ni are kampita svaras;
rmGrsand P, dM and pdndM
are vis'esha praydgas. The commencing
notes for melodies in this rdga are
ni, ri and dha (chatussrati). Daitu

* s e = e . s .

svara prayogasliken gr gsr, nrsraS,

prSndP, mndp and mpGrs
lend beauty to the raga. Tristhayi riga.
Sarva svara gamaka varika rakti riga. 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 Tévarappan
Kaus'ikam.

The origin of this raga can be traced to the
ancient scale sa grima. This raga is
mentioned in the Sangita ratnagkara,
Sangita makaranda, Sangita samaya
sara, Lochana kavi’'s Raga tarangini
and all the later works.

The Bhairavi of Hindusthani music is the
Todi raga of Karnatic music.

BHAJA GOVINDA STOTRAM, a hymn
in 14 stanzas composed in sanskrit in praise of
Lord Govinda by Sankara (7th cent). This is
usually sung in Mand raga, Adi tala.

BHAJAN, a devotional song or a song on a
religious theme. The bhajans of Mira Bai and
Tulsi Das are wellknown.
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BHAJANA, a democratic form of worship
consisting in rveciting the Names of the Lord
and singing His Praises through kirtanas and
other types of devotional songs. The people
present in 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 :—

(1) a leader called the Bhagavatar,

{z) 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

nadmavali is sung. The choric respouse

of the congregation toa pundarikam

of the Bhagavatar isat once striking
and impressive.

The tambura is usuvally used to provide
the drone accompaniment. In places not
musically advanced, it is usual to find a sruti
box or a harmonium used for the purpose-
Rhythmic accompaniment is provided by a
performer on the wmridangam. Occasionally
a kanjira is nsed for the purpose. A number
of people generally play the cymbals (jalra)
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 Pandharptr jalras
are wellknown. Sometimes a violinist is
engaged to provide a muygsical 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,
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Ekadasi, New moon and Full moon days and
on the days of the stars: Krittika, Rohini and
Punarpiisam. 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 (stitram)
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 Véda pardyana goshthi.
During the month of Mairgasira (wrriayf)
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 bhigavatar.
The bhigavatar 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. Tyagarija, the great composer of
Tiruvaiyar has lived the life of an ideal
Unchavritti Bhagavata. There have been

instances when Tydgaraja was invited to come
with his goshthi to other places in Tanjore for
Unchavritti bhajanas.

During the Saptasthina 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. Thisis joined
by the Palanquins from “other shrines as the
procession touches: Tiruppayapam, Tiruch-
chotrutturai, Tiruvédikudi, Tirukkandiyur,
Ticuppunturutti 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 tiftin at various
places. The whole route is decorated and
‘pandals 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 Tyéagaraja lived, he himself led
a bhajana party in this festival. Care was
taken by him to-see that songs in the rigas
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appropriate to the particular hour were sung.
Thus in the morning, his kritis in Dhanyasi
and Kedira riga were sung. In the afterngon,
songs 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 Mila
purusha of the modern bhajana paddhati,
Luminaries in the realm of sacred music like
Purandara Das, Bhadrichala Ramadas, Boden-
dra sadguru swimi, Ayyidvadl, Sadasiva
Brahmeéndra, Tyagarija and many others have
not only enriched the repertoire of B:hajana
music but have also raised the dignity of this
form of worship. In the nine kinds of bhakti:
Sravanam, Kirtanam, Smarapam, Padaséva-
nam, Archanam, Vandanam, Dasyam, Sakh-
yam and -Atmanivédanam, 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 Navaratnamalika kirtanas. The
names of these songs as well as their rdga and
tala are given below :—

BHAKTI SONG
S'ravanam Bhavadiyakatha
(Bhairavi - Adi)
Kirtanam Tavaka namani
* (Kédaragaula - Jhampa)

Smaranam Satatam samsmarbuiha

. (Nilambari - Ata)
Padasévanam Pankajahksha

(Todi - Rupakam)
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BHAKTI SONG
, Archanam Aradhayami

(Bilahari - Ata)

Vandanam Vande Deva Deva
(Bégada - Jhampa)

Dasyam Paramapurusha
(Ahari - Ata)

Sakhyam Bhavati Viswiso

(Mukhari - Ata)

Atmanivedanam  Deva Deva kalpayami
(Nadanamakriya -
Ripakam)

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 thenamavalis and divyanima
kirtanas facilitate marching. When the
ndmavali 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 bhajagna 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
willbe 5 A.M. by the time it finishes. The
following is the sequence of items in a bhajana
performed in the orthodox style on Ekadasi
and other sacred days:

1. Namavali.

2. Slokas in praise of Ganésa, Sarasvati
etc., Slokas in praise of Prahlada,
Narada and other great bhaktas,
and s'lokas elucjdating the greatness
of Nima mahima, etc.

Todaya mangalam.
Guru kirtana.

" An ashtapadi of Jayadéva.

A Taranga of Narayana Tirtha.

I A
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7. Songs in praise of Gapesa, Subrah-
manya, Sarasvati, Sliva and
Parvati.

8. Upachira kirtana.

9. Songs in praise of Rama, Sita and
Anjanéya.

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. GOpika
gitam is also sung. The lamp is then taken
back to its original place. Then the dolotsavam
is gone through. Na angu, Padyam, Lali, Unjal,
and other songs are sung. With the singing
of the Mangalam the bhajana comes to a
close. The party break up after receiving the
Prasidam.

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 Tevara bhajana, trained singers of
Tamil sacred hymns (Tevaram, Tiruvachagam
etc.) called oduvdrs take the place of the
bhagavatars. Tinkling basin cymbals are used
by them instead of the jalrds. Tévara bhajanas
also may be of the mobile type or
stationary type.

BHAJANA GOSHTHI, the group o: devo-
tees forming a Bhajana party, inclusive of
the leader (the bhagavatar), singers and
instrumentalists.

BHAJANA MANDIR or MANDIRAM, a
hall dedicated for the performance of bhajanas.
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BHAJANA MATAM or MATH, a place
intended for the performance of bhajanas.

BHAJANA PADDHATI, the sequence
of items gone through in a performance of
bhajana.

BHAJANAVALI, a book containing tha-
jans.

BHAJANOTSAVA PADDHATI, a book
containing songs sur.g in bhajanas and presented
in their sequential order.

BHAKA MANJARI, a janya raga derived
from the 47th mela, Suvarningi:

sgmnpdns—snpmgrs

BHAKTA PRIYA, a janya raga derived
from the 16th mela, Chakravakam :

sgmpdns.-—'sndp'mrgmgs(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,
sravanam, kirtanam, smaranam, 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 Switi Tirunal’' Navaratna
malika kirtanas).

BHAKTI RASA, the feeling of devotion.

¢ This is the tenth rasa. Ragas like Bhairavi,

Kédaragaula and Yadukulakambhoji are
useful for portraying this feeling.

BHALLADI, a janya raga derived from
the 16th méla, Chakravikam :

Srgmpdns—;npmrgmr-s(S-K-)

BHALLATI, a stri raga mentioned by
Narada in his Sargita makaranda. This is also
mentioned as one of the paps (L&wser) by
Arabatta Navalar in his Tamil work, Barata
Sastiram (Raga chapter),
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BHALLATIKA, ohe ot the upanga ragas
of Hindola and mentioned in the Sangita
sudha. ¢

BHAMA KALAPAMU, a dance® drama in
Telugu, staged by the Kuchiptudi Bhagavatas.

BHAMAMANI, a janya raga derived from
the 15th méla, Miyamalavagaula:

3mrgmdns‘f;dpgrs(S.S.P.S.)

The same book mentions another raga of
of this name and derived from the 61st
meéla, Kantamani:

srgmdns.-—-sndmgrs

BHAMMANA PANCHAMA, a riga men-
tioned in the Sangita ratnakara.

BHAMMANI, a riga mentioned in the
Sangita ratnakara. The Sangita samaya sira
mentions this radga under the hea&ing of
Bhashdnga shadavas.

BHANAVI, one of the four ragas belonging
to the group of Takka janya vibhdshas and
mentioned in the Sangita sudha.

BHANDI, a bhacya raga of Bhairavi and
mentioned in the Sangita sarvartha sara
sangrahamy (Telugu) P. 21.

std.;-—pmgr.Hggip

Also mentioned as a ¥uddha raga of ancient
music (C.R.S. Ramayana Notes P, 253).

BHANDIRA BHASHA, a kind of prakrit
or a varied form of the sanskrit language.
During the medieval period, sihityasof gitas
and other musical forms were composed in the
bhapdira bhashd. According to Vis'ves'vara
(alias Vagisa) who has written a treatise on the
grammar of this ladguage, ‘ Bhaudird is best
snited 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 Gairvani with a
sense’ to its potency for rich musical effect’.
'The bhandira bhasha received an impetus for its
development from the time of Bhéja and
Someés'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 meéla, Hanumatodi :

smdns.-—.;ndmgs (S.K)

BHANU CHUDAMANI, a janya raga
derived from the 18th méla, Hatakambari :

srgmps.——s.ndnpmgrs(S.K.)

BHANU DHANYASI, a janya raga derived
from the 45th mela, S'ubhapantuvarali:

srgmndn—dpmgrsns(S.S. P.8S)

BHANU DIPAKAM, a jauya raga derived
from the 24th méla, Varunapriya :

srgmpdns.—s.npmrs(s. K.)

BHANU DIPARAM, a janya raga derived
from the 34th mélakarta, Vagadhis'vari :

smrgmp;—;dpmgmrs(S.S.P_S.)

BHANUGAULA, a jwnya rdga derived
from the 7th meéla, Senavati:

dsrgmpdn—dpmgrsndp (S K)

BHANTU GIRVANI, a janya raga derived
from the 45th mela, Subhapantuvarali :

srgmpdn.;—s.ndmgrs

BHANU JYOTISHMATI, a janya raga
derived from the 67th meéla, Sucharita :

’srgmpdnds.——.;ndpmgmr;
(S.S.P.S)
7
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BHANUKANTI, a janya raga derived

from the 25th mela, Macaranjani :
srmpdns—sndpmrs

BHANUKIRANI, a janya riga derived
from the 27th méla, Sarasangi :

sgmdns'——s.ndpmgrs (S. K)

BHANUKOKILA, a janya riga derived
from the 12th mela, Rupavati:

smpdns‘-—s'dnpmgs

BHANUKRIYA, a janya raga derived
from the 30th meéla, Nagénandini :

smgmpdn.;—-;ndpmgrs(S.K-)

BHANUMANJARI, ajanya riga derived
from the 34th mela, Vigadhis'vari:

srgmpns—snpmrgrs

BHANUMATI, (1) a janya rdga derived
from the 4th meélakarta, Vanaspati:

srgrmps—sndpmgrs

(2) the name of the fourth mela in the
asamptrDa méla paddhati.

BHANUPRATAPAM, a janya riga derived
from the 25th mela, Mararanjani :
srgmp ds—sdpmgrs(S.K.)
BHANUPRIYA, a janya raga derived
from the 1st méla, Kanakangi:

srgmpé-épm grs(S.S. P.S)

The same work mentions another raga of
this name, as a derivative of the 2lst
méla, Kiravaii:

srgdns—sndgrs

BHANUTA, a janya raga derived from the
29th mela, Dhira sankarabharana :

smgmbpd ns—s dpmgrs(SSPS)



BHANU TIVRA

BHANU TIVRA, a janya riga derived
from the 34th méla, Vagadhisvari :

smrgmps‘—.s:nd?mrgmgs

BHARATA, the illustrious author of the
classical work, Natya s@stra in sanskrit. This
work deals with the science of dramaturgy orin-
cipally and with music, incidentally. This is the
most ancient and authoritative work dealing with
the musicology of she early times. The author
lived about the 4th century B. C. Alsc see
under Natya sastra’.

The initial syllables (in their shortened
forms) of the three words: Bhava, Raga
and Tala are said to constitute the word
BHARATA,

BHARATA, (1) An actor.

{2) the name for a musician
in Guzerat. (A parallel instance is fouad in
Malabar, where every musician is called a
Bhiigavatar).

BHARATA, a kind of grace in viRi 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 sdstra, written by king
Nanyadéva of Mithila. This commentary is
known by other names as Sarasvati Hrida-
yalankdra, Sarasvati Hridaya Bhfishana and
Bharata Vartika.

Nanyadéva (12th cent.) also called Nanya-
bhiipala is quoted by Sdrngadéva.
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 givesa detailed des-
cription of the fretted vipa.
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BHARATA CHANDRIKA, a work referred
to in the colophon to Chap. 10 of Bharatarnava
in the Tanjore Sarasvati Mahil library.

BHARATACHARYA, an expért teacher
of dance.

BHARATA CHUDAMANI, 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.

BHARATA|NA, 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
werk on the science of dramaturgy in the
Sarasvati Mahal Library, Tanjore.

BHARATAM, (1) the art of dancing and

acting.
(2) a work in Tamil on the
same subject.

BHARATA MATA,
founded by Bharata.

the school of music

BHARATA MOHINI, a skilled dancer who
fascinates others by her dance.

BHARATA MUNI, the reverential appel-
lation for the authow of the Natya s'astra.

BHARATA NATAKAM, an operatic
work in*Tamil on the story of Mahabh@rata in
darus and verses on the model of Arunichalak
Kavirayars Ramanatakam by Muttu Ramak-
kavirdyar and Vellore Subbardya Mudaliyar.



BHARATA NATYAM

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 slokasin sanskrit
with Telugu meaning and compiled by the
famous composer of Telugu padas, Muvvalar
Subhapati Ayyar (¥th cent).

BHARATARNAVADI BHARATA SAS-
TRA SANGRAHA, 2 work on dancing in the
Mysore Oriental Library.

BHARATARNAVAM, literally ocean of
‘bharata art’ isa big work in 4000 ¢lokas of
unknown authorship and Nandikés'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, Tapjore. This is an
‘abridgement of Bharatarnava by Nandikés'wara
by an unknown author.

BHARATARTHA CHANDRIKA,. a work
on dancing. It is attributed to Nandikesvara,
and Parvati (Oriental MSS Library, Madras).
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BHARATI1

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 SASTRA 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 SIDDHANTAM, 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 wocrk of Bha-
rata, written before his Natya sastra.

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 bhashya, written by Nanya-
déva, King of Mithila (12th cent).

BHARATI, a janya raga derived from the
44th méla, Bhavapriya :

srmpdns —sndpmrs

BHARATI, another name for Sarasvati,
the Goddess of music and learning.



BHARATI

BHARATI, a danseuse.

BHARATI, GCPALAKRISHNA, see under
Gopalakrishna Bhirati.

BHARATI, KAVIKUNJARA, see under
Kavikunjara Bharati.

BHARATI, SUBRAHMANYA, see under
Subrahmanya Bharati.

BHARATI, TIRUKKADAIYUR,
under Tirukkadaiytir Bharati.

see

BHARATIYA NATYA SASTRAM, the
comprehensive work, Natya s'astra by Bharata
Muni. There are two editions of the whole
work—one by the Nirpaya Sagar Press,
Bombay and the other in the Kashi Sanskrit
Series, Banaras.

BHARATIYA SANGITA, a work on
music in Mahratti by K.G. Mulay (Bcmbay
1941).

BHARATIYA SANGITA SASTRA, the
science of Indian music.

_ BHARATIYA SRUTI - SVARA - RAGA
S'’ASTRA, a work on music in Hindi by Pandit
Firoze Framjee (Poona, 1935).

BHARAVI, an upanga raga of the sam-
purna class, méntioned by Parsvadeva in his
work, Sangita samaya sara.

BHARBHARA, a janya ragaderived from
the 64th mela, Vichaspati :

sgmrgmdwzdé~;1Ldmgrs
(P. S. Ms.)

BHARGAPRIYA, z janya raga derived
from the 25th méla, Mararanjani :

srgdn.:x——.sndgrs

BHARGAVI, (1) a janya raga derived from
the 9th méla, Dhénka :

sgmpdns—sndpmgs

{52]

BHASHANGA AUDAVA

(2) a janya riga derived from the 37th
méla, Salagam :

sgmpdns—sndpmgs.

BHARMAMBARI, a janya raga derived
from the 30th méla, Naganandini :

srmduns—sndmrs

BHARMANGI, a janya riga derived from
the 33rd mela, Gangéyabhtishani :

srgdné—s'ndgrs

BHARYA RAGA. literally a wife raga;
same as Ragini. Rigas in Hindusthani music
were classified into Ragas, Raginis, Putras, etc.
Six male rigas were recognised and to each of
them were assigned five bharya ragas.

BHASA, one of the twenty
mentioned in the Sangita sudha-

s'uddha ragas

BHASA VALITA, one of the four ragas
of the Antara bhasha group mentioned in the
Sangita sudha.

BHASHA, one of the six types of Margi
rigas of ancient music and mentioned by
S'arngadeva in his Sangita ratnakara.

BHASHANGA, one of the four kinds of
dés'i rdgas. Deés'i rdgas or the rdgas in use in
the different parts of India were classified in the
time of Sarngadéva into Réganga, Upanga,
Bhashanga and Kriyanga.

The term bhashanga raga in modern
music means a janya rdga 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.

BHASHANGA AUDAVA, an audava

rdga of the bhashanga class and referred to by
Pars'vadéva in his Sangita samaya sara.



. BHASHANGA KHANDA

BHASHANGA KHANDA, the name of the
third section of a raginga raga lakshana gita
and which contains the names of the bhishanga
ragas derived from that mela.

BHASHANGA RAGA, a janya raga,
wherein one, two or three foreign notes (notes
foreign to its mélakarta) come in for the sake

of enriching its melodic beauty. Such notes
come in well defined sancharas. In bhashanga
rigas like Bhairavi, Asaveéri, Mukhari,

Punnagavarali and Saranga, the foreign notes
are incorporated in the scale itself i.e. they
form part of the arphana and avarshanpa:
There are only Ekinyasvara 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 Dévagan-
dhari wherein the foreign notes are not
incorporated in the scale but occur in specified
sanchdras. 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 bhishanga ragas i.e.
using one foreign note; ex. Bhai-
ravi.

(2) Dvi-anya svara bhidshanga ragas
i.e. using two foreign notes: ex.
Athaya.

(3) Tri-anya svara bhashinga ragas
i.e. using three fbreign notes; ex.
Hindusthan Kafi.

BHASHANGA SAMPURNA, a sampiria
raga of the bhashanga class and referred to by
Pars'vadéva in his Sangita samaya sara.
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BHASHANGA SHADAVA, a shadava riga
of the bhashanga class and referred to by
Pars'vadéva in his Sangita samaya sara.

BHASHANGIKA, the name of the second
vruti of dhaivata svara in the sruti nomen-
clature of Bhavabhatta (see his Aniipa sangita
vilasa).

BHASHA RAGA MALIKA, a ragamalika
composition wherein the sihitya of each section
is in a different language.

BHASHINI, a janya raga derived from the
56th méla, Shanmukhapriya :

sgrgmpdn.s"—:vndpmgrs
(P. S. Ms)

BHASKARA DAS, a wellknown composer
of folk songs in Tamil of the twentieth century.
His national songs and songs on religious themes
are widely sung.

BHASKARAPRIYA, a janya raga derived
from the 36th méla, Chalanata :

srmpdns'—:vndpmrs(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. Vishpu N&rayan 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



BHATKHANDE

different places in North India. He trainad a
number of discip.es. Pandit Shri Krishna
Nirdyan Ratanjankar, Principal of the Marris
College of Hindusthani Music, Lucknow is one
of his pupils. Bhatkhande 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

Hindusthini music under those ten
thats :
Name of the Corresponding melakarta
that in the southern system
Bhairavi 8th mela, Hanumatodi
Bhairavi 15th méla, Mayamailavagaula
Asavari 20th meéla, Nathabhairavi
Kafi 22nd mela, Kharaharapriya
Khamaj 23th mela, Harikimbhaji
Bilaval 29th meéla, Dhira Sankars-
bharanam
Todi 45th mela, S'ubhapantuvarali
Parvi 51st méla, Kimavardhani
Marva 53rd méla, Gamanas'rama
Yaman 65th mela, Méchakalyani

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 riga manjari.

Shrimallakshya Sangitam.
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BHAVA BHARANAM

The last two works were published
under the pseudonym of Vishnpu
sharmai. °

BHATRAJU.-S, a caste of professional
bards in the Andhra Deva.

BHAVA, the soul of expression in music,
dance and literature. Raga bhiva is patent
in the music of those persons who sing or
perform the phrases and sancharas characteris-
tic of the ragas with their correct srutis,
relevant gamakas and touches. The melodious
treatment of the apt phrases reveals directly
the individuality of the ragas. A person
playing a riga 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 riga and tédla 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
bhiavas 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 sihitya
with relevant abhinayas in a vivid
manner. Whereas compositions like,
the tillapa and padavarpa involve a lot |
of footwork and prc'xve tiring composi-
tions to the dancer, the padam is in
happy contrist to this.

BHAVA BHARANAM, a janya raga deriv-
ed from the 29th meélakarta, Dhira sankari-
bharana :

srgmdns—sndmgrs



BHAVA BHATTA

BHAVA BHATTA, a lakshanakara of
the 17th cent. and the author of the three
worKs in sanskrit Anapa sangita vilasa,
Anfipa gangita ratnGkara and  Anfipa
sangitankus a.

He was born in Dhavalpur in the Abhir
" District of Milwa. He was a Brahmin
and belonged to the Krishnatra gotra.
His mother was Swapna bhava and his
father Janirdana Bhatta. Janardana
Bhatta adorned the court of the Mogul
Emperor, Shah Jehan. The Ilatter
honoured him with the title Sangita Raj.
Antpa Singh, the son of Karan Singh
ruled in Bikanir from 1874 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 Aniipa sangita
vildsa. He enjoyed the title, Anush-
tupa Chakravarti - Sangita Raj.

In the Anfipa sangita vilasa, he treats of
the topics of nada, sruti, svara and
riga. He divides srutis into two
classes : Gatraja and Yantraja. He
deals with 70 ragas. He refers to the
authors, Sarngadeva, Ahobala, Damo-
dara Misra, Pundarika Vithala, Srini-
vasa and Somandtha. In the Anfipa
sangita ratnakara and Aniipa san-
gitankusa, he deals with many ragas
current in his time,

BHAVA HAMSA, a janya réga derived
from the 15th méla, Mayamalavagaula :

sgpdns.-—:snprmgs(S.S.P.S.)

BHAVAJA PRIYA, ajanya riga derived
from the 3rd meéla, Ganamurti:

s gmpdns.—;ndj,rmgs (§S.P.S).

BHAVAKRI, a kriyanga raga of ancient
music.

[551]

BHAVAPRIYA

BHAVALI, a janya raga derived from the
46th méla, Shadvidhamargini :

srmpds—sndndpmgrs

BHAVAMANOHARI, a janya riga derived
from the 53rd méla, Gamanasrama :

srgmdpn.s:——s:ndnpmgmrs
(P. S. Ms.)

BHAVANA PANCHAMA, one of the
eight upa ragas mentioned in the Sangita
sudha, This riga is mentioned in the Sangita
ratnahkara also (218th in the list).

BHAVANI, (1) a janya raga derived from
the 44th mela, Bhavapriya :

srgmDns—sndmgrs(S.K.)

Subbarama Dikshitar in his Sangita
sampradiaya pradarsini on P. 1089
gives the following archana and avars-
hana for the raga.

srgmpdpns'-—éndpmcrs

There is a kriti of Muthuswamy Dikshitar
* Jayati Siva Bhavani " in this raga.

(2) the name of the 44th meéla in the
asampurna mela paddhati.

BHAVANI, one of the two vibhasha
rigas belonging to Milava panchama.

BHAVA PRADHANA GANAM, 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 Sdradatanaya.

BHAVAPRIYA, the 44th mélakarta raga
taking besides shadja and panchama the notes,



BHAVA PUSHTI

suddha rishabha, sadharana gandhira, prati
madhyama, suddha dhaivata and kaiviki
nishada.

srgmpdns:—-éndpmgrs

Sarva svara gamaka varika riga; can be
sung at all times Tyagardja's ‘' Sri-
hanta niyeda” is a wellknown kriti in
this raga.

BHAVA PUSHTI, repleteness of bhava.

BHAVASINDHU, a janya raga derived
from the 23th méla, Harikambhoji :

srgpdus‘.—-s.n[)mgmrs (S.K.)

BHAVINI, 2 janya raga derived from the
15th mela, Mayamalavagaula :

ngpdllé—;fldpnl gs (S.S.P.S)

This raga is also mentioned inthe Sangita
ratnakara in the group of Malava
_ Panchama Vibhashas,

BHAVUKA, asinger who in the ast of
rendering a composition, overdoes or exceeds
the limit (C.R.S. Ramayana Notes).

BHAVUKADAYINI, a janya raga derived
from the +4th méla, Bhavapriya :

sgmpdns'—-s'ndpmgs (8.5.P.S))

BHAVYALILA, a janya raga derived from
the 16th méla, Chakravakam :

sgmdns'——a;ndpmgs (S. K)

BHAYAKARA, a corruption of ubhaya-
kara. A vaggéyakira or composer. The term
ubhayakidra 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.
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BHENDRULA, a janya riga derived from
the 20th mela, Nathabhairavi:

srgmpdns‘——s.pmgrs (S.S.P.S)

BHERI, the martial drum of India and
referred to in the Ramayana 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 drurn 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 villafe imme-
diately got ready to attack the robbers
with their sticks, knives and other
implements.

Rana bheri was the drum used in war and
Jaya bheri was the victory drum.

BHERIKAI (Tam), same as Bheri.

BHER( KARNIKA, a janya raga derived
from the 3rd méla, Ganamu.ti:

srgmpdnds.—.;ndpmgrs (S. K.

BHIKARA GHOSHINI, a janya
derived from the 44th mela, Bhavapriya :

réaga

srgmpdna;—s:ndmpr;ngra (S.K) .

BHIMANETRA, a dasi riga, mentioned
in the Brihaddharma purana.

BHIMPALASI, a raga of North Indian
music, ‘corresponding to the raga Abheéri of
South Indian music.

BHINNA, a kind of raga.



BHINNA CHATURMUKHAM

BHINNA CHATURMUKHAM, a tila
mentioned in the Telugu work Raga tala
chintfimani (17th cent).

BHINNA GANDHARI, a janya
derived from the 27th méla, Sarasanyi :

raga

,srgmpdn.;——:sdpmgmrs (S.K.)

BHINNA HERALI, a janya raga derived
from the 49th mela, Dhavaldmbari :

smpdndl.;—sndpmgs

BHINNA KAISTKA, a riga mentioned in
the Sangita ratnakara.

BHINNA KAISIKA MADHYAMA, a
raga mentioned in the Sangita ratnakara.

BHINNA NISHADA, (1) a janya raga
derived from the 63rd meéla, Latangi :

srgmpdn—pmgrsn

(2) The S. S. P. S. mentions a riga of the
same name as a derivative of the 6th
méla Téanariipi and with the following
argchana and avarghana :—

srgmds—sdmgrs

BHINNA PANCHAMA, a janya
derived from: the 3rd méla, Ganamurti :

raga

sgmpdns—sndpmgrs

This r@ga is mentioned in the Sangita
ratngkara and the Chaturdandi pra-
kasika.

BHINNA PANCHAMI, a raga mentioned
as a bhasha of Kakubha in the Sangita
ratnigkara.

BHINNA PAURALI, a raga mentioned
in the Sangita ratngkara as a bhjshd of
Hindsla. The Sangita samaya sara mentions
this as a bhashanga sampurna raga.

8
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BHINNA: VIKRAMA

BHINNA SHADJAM, a janya rdga derived
from the 9th mela, Dhénuka :

srgrp.mpns—-—;dpmgrs

Tyagardja’'s ** Sarivirdlona” is a well-
known kriti. in this raga.

This riga name with the prefix ° Dhuni’
figures as the 9th méla in the asampiirpa
méla paddhati.

The raga Bhinna shadja is referred to in
the Sangita ratnakara and the Raga
tala chintamani.

The Sangita sudha of Raghunith Niik
mentions the following five kinds of
Bhinna riagas :—

Bhinna kaisika madhyama, Bhinna
shadja, Bhinna tdna, Bhinna kai-
¢ika and Bhinna panchama.

BHINNA SHADJA VIBHASHA, four
rigas are mentioned under this groupin the
Sangita ratnakara and Devara vardhani is
one of those.

BHINNA TANA, a riga mentioned in the
Sangita ratnakara and the Sangita sudha.

BHINNA VALITA, a riga mentioned in
the Sangita ratnakara under the heading,
Takka kais'ika bhasha.

BHINNA VARALI, a janya réga derived
from the 49th méla, Dhavalambari :

smpdnds.—sndpms

(This raga is in effect the Kuntalavarali
pattern under the 49th méla).

BHINNA VIKRAMA, a janya raga derived
from the 29th méla, Dhira sankardbharana :

srgmds.——s'ndprs (P.S Ms)



BHINNA VIKRIYA

BHINNA VIKRIYA, a janya raga derived
from the 28th meélakarta, Harikdmbhoii :

s rgmpd:;—-.;dpmrs (S.K)

BHISHMAVALI, a janya rdga derived
from the 8th méla, Hanumatddi :

sg-rgmdpnd.;—-—s.ndmgrs (S.K)

BHOGA, the name given to the sankirha
jati Triputa tala: 1 3 O O Avarta=13 akshara-

kalas.

BHOGACHHAYANATA, the name of the
34th mela in the asampuirma méla paddhati.
Chhayanata is the raga and " Bhoga’ is merely
the katapayadi prefix.

BHOGA CHINTI_&MAN[, a janya raga
derived from the 7th méla, Sénavati :

srmpds:—.;'ndpmgrs {P.S. Ms.)

The S. K. mentions this raga asa janya of
the 1st meéla Kanakangi and with the
following arshana and avarohana.

srpmpdns—.;'dpmgrgrs

BHOGA DHANYASI, a janya raga derived
from the 48th méla, Divyamani :

sgmpn.;——:cnpdnpmgrs (G. L)

BHOGA DHVAJA, a janya raga derived
from the 39th méla, [halavardli:

Srgmpdns'——a"dpmrs (S.K)

BHOGA DHVAJI, a janya rdga derived
from the 47th méla, Suvarningi :

srgmpdn.s:—.;'dpmrs (S.S.P.S)

BHOGA KANNADA, a janya riga derived
from the 22nd mela, Kharaharapriya :

srmpdpns'—s"dnpdmgrgs(S,K_)
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BHOGA VARALI

BHOGA LILA, a janya raga derived from
the 27th méla, Sarasingi :

srgpdn.é—:sndmgrs (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 méla, Sénavati :

srmpds.—-s:ndpmgrs (S.X)

This is the same as the raga Bhoga
chintamani referred to in Pallavi Séshay-
yar’s MSS.

BHOGA RASALI, a janya raga derived
from the 38th méla, Jalarnavam :

Srgmdpns:——-;‘ndnpmgrs
(S.K.)

BHOGA RASAVALI, same as the raga,
Bhoga rasali.

BHOGA SAMANTAM, a janya
derived from the 51st méla, Kdmavardhani :

raga

ngpdpo:——s.dnp'mgrs (G. L.)

BHOGA SAVERI, a janya raga derived
from the 37th meéla, Salagam :

Srmpdn—dpmgrsn (S K)

BHOGA SITKHAMANI, a janya raga
derived from the 7th méla, Sendvati:
smgmdnsi——.;‘ndpmgrs
(S, 8. P.S)

BHOGA VARALI, a janya riga derived
from the 12th méla, Rupavafi :

Srgmpns—Snpmgrs

This rdga is assigned to the 9th méla
Dhenuka in the Sangita kaumudi but
it makes no difference since the note
dhaivata which distinguishes the 2 mélas
is absent in this raga.



BHOGA VARDHANI
Another rdga of the same name is men-
tioned under the 87th méla and with the

. following arohana and avardhana :

Srgmpndns—Sndmgrs(G. L)

(The S.S.P.S. while giving the same
arohana gives the avardhapa as

s:npdmgrs)

BHOGA VARDHANI, a janya raga derived
from the 387th méla, Sélagam :

SrgmdS—Sdmgrs

BHOGA VASANTAM, a janya raga deri-
ved from the 51st méla, Kadmavardhani :

Srgmdn.s.'—-;‘ndmgrs (G. L)

BHOGAVATI, a janya rdga derived from
the 12th méla, Rupavati :

Srgmds—Sdmars (S.S.P.S)

The same work mentions another raga of
the same name as a derivative of the
22nd méla, Kharaharapriya and with the
following irohana and avardhana :

SrgMnuns—Snmgrs

BHOGES'VARI, same as the raga Bhogis-
vari (see below).

BHOGI, a janya riga derived from the
7th mela, Sénadvati :

sgmpdnd.s:——.;ndpmgs (S. K\

BHOGI BHAIRAVI, a janya riga derived
from the 28th méla, Harik@mbhoji :

srgmpndns-——;dpmrgrS(S.K.)

BHOGI SINDHU, a janya rdga derived
from the 48th méla, Divyamani :

Spmpdns.—sindnp mS (G. L.
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BHRAMARA KUSUMAM

BHOGIS'VARI, a janya raga derived from
the 64th melakarta, Vachaspati :

Srgpdnd.s:—.s:ndpmgrs
(P. S. Ms.)

BHRAGAJATI, the name of the first
gandhdra sruti, in the sruti nomenclature of
Bhavabhatta (see his Anilpa sangita vildsa).

BHRAMARA, a janya raga derived from
the 19th méla, JThankaradhvani :

srgmdns—sndmgrs

BHRAMARA, a variety of hasta (see under
Hastas).

BHRAMARABHOGI, a janya raga derived
from the 44th méla, Bhavapriya :

mpd::nsrg—mgrsrzc_]g (G. L)

BHRAMARA DHVANI, a janya raga

derived from the 54th méla, Vis'vambhari :

sgmdn.;'——..sdnpmgrs (G. L)

BHRAMARA HAMSI, a janya raga derived
from the 57th méla, Simhéndramadhyama :

srgmpns'———:vndpmgs

BHRAMARA KETANAM, a janya riga
derived from the 8th méla, Hanumatodi :

srgmpndns‘——s'ndpmgs (S. K.)

BHRAMARA KOKILAM, a janya raga
derived from the 57th méla, Simhéndra-
madhyama :

srmpndns—sndpmrs (G.L)

BHRAMARA KUSUMAM, a janya raga
derived from the 56th méla, Shanmukhapriya :

sgmpns.-—-'sndpmgrs(G.L.)



BHRAMARA NARAYANI

BHRAMARA NARAYANI, a janya raga
derived from the 54th méla, Vis'vambhari :

srgmpndns.—;nmgrs (G.L)

BHRAMARA PUTTARI, a janya
derived from the 58th méla, Hémavati :

raga

srgmpdns—sdpmrs (G L)

BHRAMARA SARANGA, a janya rdga
derived from the 56th méla, Shanmukhapriya :

srgmpmdns.—s.dpmgrs (G. L)

BHRAMARA SUKHI, a janva raga
derived from the 57th mela, Simhéndra-
madhyama :

srgmpdn.;—.;dpmgrs (G.L)

BHRAMARA VARDHANI, a janya réga
derived from the 10th méla, Natakapriya :

srmpdﬁs—.sndpmrs (S.K.)

BHRAMARIKAM, a kind of dance of the
nritta variety performed in the Isdna sandhi
(north - east) in temples during the navasandhi
rituals.

BHRAMARIKA MAN]JARI, a janya raga
derived from the 22nd méla, Kharaharapriya :

sgmdpns.-—-s.ndpdmgrs (S.K))

. BHRNGADHVANI, a janya raga derived
from the 62nd méla, Rishabhapriya :

sgmpdné—.;ndpmgs (S.S.P.S)

BHRNGAMOHI, a janya raga derived
from the 47th méla, Suvarnangi : '

srmpdns.—s.ndpmrs (S.S.P.S).

BHRNGA VILASITA. a janya raga derived
from the 20th meéla, Nathabhairavi :

srmdn;—-s.dpmrs (S.K)
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BHUJANGI

BHRNGU KUNGA, a janya raga derived
from the 24th méla, Varunapriya :
srmpnd;—éndpmgrs )
(S.S. P.S)

BHUJAGA CHINTAMANIL. a janya riga
derived from the 13th méla, Gayakapriya :

spmpdnds—sndpmgrs (S.K)

BHUJAGAMANI, a janya raga derived
from the 16th meéla, Chakravakam :

srmdngps—‘s-ndpmgrs (S.K.)

(This is the arohana —avarohana pattern of
the raga, Kathana kutthalam).

BHUJAGES'VARI, a janya raga derived
from the 16th meéla, Chakravakam :

srgmdns'—-s'ndpmgrs (S.K)

BHUJANGA CHINTAMANLI, same as the
raga Bhujaga chintamani (see above).

BHUJANGA LALITAM, a variety of
dance (nritta) performed in the Viayu sandhi
(north - west) during the navasandhi rituals in
temples.

BHUJANGA LALITA NRITTAM, 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 Raméswaram and Tirukalikundram.

BHUJANGATRASAM, * a variety of
dance (nritta) performed in the Niruruti
sandhi (south - west) eduring the navasandhi
rituals in temples.

BHUJFANGI, a janya riaga derived from
the 8rd meéla, Ganamurti :

srgmn.;'—.'snmgrs (S.S.P.S.)



BHUJANGINI

BHUJANGINI, a janya riga derived from
the 16th méla, Chakravakam :

srsmgmndns'—s.ndmgrs (S.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 Késavayya. (See under Bobbili
Kés avayya).

BHULOKA GANDHARVA, literally a
celestial musician of this world: Musicians of
outstanding eminence and with wausual vocal
gifts were called Bhtuloka gandharvas. Tyaga-
radja, the great singer and composer was
called by his contemporaries as a Bhiloka
gandharva.

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. TItsshitya was of a lucid character and
its music simple. Bhulokamalla has also com-
posed many prabandhas.

BHUMI DUNDUBHI, 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.

BHUNCHI, a rdga referred to in the
Sangita ratngkara The Sangita sudh@ men-
tions this rdga under the group of Vélavali
-upangas. .

BHUP, same as the rdga Bhupali of
Hindusthdni music. This corresponds to the
Mohana raga of South Indian music.

BHUPA KALYANI, a janya raga derived
from the 65th mela, Méchakalyani :

srmpds'—s'ndpmgrs (S.S P.S.)
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BHUPALAM

BHUPALA CHINTAMANI, a janya riga
Perived from the 2nd mela, Ratnangi :

srgmpdnd.;—:vdndpmr: (G. L)

BHUPALAM, a janya riga derived from
the 15th méla, Maydmalavagaula :

S’A’Pds'—.s:dpgrs

The gandhara in some places is sounded
slightly flat. This is an ancient raga and
isa wellknown rdga. Itis to be sung
before sunrise. This corresponds to the
pan Puranirmai ver ypgieww and
figures in the Tevaram. Itis an anspici-
ousraga. It figures as the concluding
raga in wellknown ragamalikas.

Gandhara and Panchama are the jiva svaras
of this riga. Dinajanavana Sri Rama
of Tyagaraja and the seventh Ashtapadi
of Jayadéva are wellknown lakshyasin
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 rdga is popularly
known as ‘Udaya raga’. It is the
custom for nagasvaram players in
temples to play this rdga before dawn.

In modern music, this rdga goes by the
name Révagupti and Bhipila is deemed
to belong {o the 8th méla ‘with the same
drohana and avarchana.

srgpds.——s'dpgrs

Bhiipala was the name of the 8th mela in
Venkatamakhi’s scheme of 72 melas.

Subbarama Dikshitar in the Sangita sam-
pradaya pradarsini assigns this raga to
the 9th méla, but it makes no difference.



BHUPALA MANOHARI

BHUPALA MANOHARI, a janya raga
derived from the 5th mela, Manavati :

sgmpdns—sndpmgs

BHUPALA PANCHAMA, a janya riga
derived from the 39th méla, Jhalavarali:

sgrgpmdé-—épdmsrs

BHUPAL A RANJANI, a janya riga
derived from the 33rd meélakarta, Gangéya-
bhushani :

srmpdné—‘;ndpmrs

BHUPALA TARANGINI, a janya raga
derived from the 18th mélakarta, Hatakam-
bari :

srmpns—sndnpmgmRs

BHUPAL I, the raga in Hindusthani music
corresponding to the Mohana of South Irdian
music. Its amsa svara is ga.

BHUPALIKA, a janya riga derived from
the 16th melakarta, Chakravikam:

sgmpn.;—sndpmgs (S.K.)

BHUPATI, one of the secondary rigas
assigned to Devakha, 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
Narayaa Tirtha, the author of Krishna lila
tarangini (see also under Narayana Tirtha.)

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

srgrmpns—sndpmgrs

BHUPAYOSITA, one of the stri rigas
mentioned by Narada in his Sangita
makaranda.
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BHUSHAVATI

BHUPKALYAN, a janya riaga derived
from the 29th mela, Dhira Sankardbharana:

srgpds—sdpmgrs (C. B. N.)

BHURANJANI, a janya raga derived
from the 65th mélakarta, Mechakalyani :

srgpdns—sndmgrs (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 riga name, Piri kalyani or
more correctly, Pirva kalyani.

BHUSHA KALYANI, a janya raga deri-
ved from the 54th mélakarta, Vis'vambari :

srgmpdns—snpmgrs(GV.LP)

BHUSHANA DHARINI, a janya riga
derived from the 35th mélakarta, Stlini :

srgmpdns—sndpmrs

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

sgrgmpdné——éndpmgrs
(G. V. P)

BHUSHAVALI a janya raga derived from
the 64th meéla, Vachaspati:

srgmpds.-—-s.ndpmgrs

Tyagaraja’s ‘' Tanamida ne” is a well*
known composition dn this raga.

BHI_JSHAVAT.I. the name of the 64th
meéla in the asampurpa méla paddhati. This
raga takes a sampurna arohana and avarsohana

but phr.ases like srgs, srpmpds, sdp,
dnpg RS also occur. Can be sung at all
times.



BHUTA NARTANA

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 sdma (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; Bana
(the five banas of Manmatha) or sara 5;
Ritu (six seasons) or Rasa (six kinds of
taste — gywevasen) 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 Ankam
9: -Disi or Dik (the ten directions;
North, east, south, west, north-east,
south-east, north-west, south-west,
akasa (above) and patala (below) 10;
Rudra, Hara or Iva 11; Aditya, Ravi
12; Visva 13.

Bhuta sankhyé is used in the ghanita
sastra and in chronograms. In musical
mnemonics, bhiita sankhya is used to
denote the names of the 12 chakras in
the scheme of 72 melakartas, the names
of some of the 35 tilas, the names for
the varieties of flutes and the names of
the 12 svarasthdnas in the work,
Svararnavam.

BHUTESAPRIYA, a janya raga derived
« from the 39th mélakarta, Jhalavarali :

sgmpdné'——éndpmgs

BHUVANA, the name given to the
Sankirpa jati Dhruva tila :
19 O 19 19 Avarta=29 aksharakalas

(Since this is the longest of the 35 suladi
talas, itis appropriate that this tala

BIBAS

should be named bhuvana which means
literally, the world).

BHUVANA GANDHARI, a janya raga
derived from the 20th mélakarta, Natha-
bhairavi :

srmpns—*s'ndpmgs

Paramatma ni pada sarasa, a song in

praise of Sadasiva Brahmeéendra by
Mis'u Krishna is a popular kriti in this
rdga.

BHUVANA KUNTALI, a janya raga
derived from the 68th mélakarta, Jyatisvariipini :

srgmpds—~sdpmgs

BHUVANA MOHINI, a janya raga derived
from the 16th meélakarta, Chakravakam :

sgmnds'-—-snpdmgrs (S. R)

BHUVANA RANJANI, a janya raga
derived from the 14th melakarta, Vakula-
bharanam :

sgmp dns:-—-'sndpmgs

BHUVANA SUNDARI, a janya raga
derived from the 29th mélakarta, Dhira Sanka-
rabharanam :

srgmn.;—-s.ndpmgrs (8. K.)

BHUVANES'VARI, a janya raga derived
from the 4th mélakarta, Vanaspati :

srgmpds—sdpmgrs

BHUYOMANI, a janya raga derived from
the 22nd meélakarta, Kharaharapriya :

sgmpdns.——s'npmgrs (S.K)

BIBAS, a riga belonging to Hindusthani

In the work “ Kuchelopakyanam” of
Tirunal, we come across a song

(Madhavalgkavanam) in this riga,



BIBASA

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 mélakarta, Mayamalavagaula :

srgpd.s:-—-.;'dpgrs

This in effect is the same as the riga,
Bhupala, with the antara gandhara.

BIBAS, BEBAS, BIBASA, and BIBASU,
are all the varied names of one and the szme
raga.

BIBLIOGRAPHY OF MUSIC. see under
Musical literature.

BIDAJAPRIYA, a janya riga derived
from the 31st melakarta, Yagapriya :

s-rgdn.;-—:vndgrs

BIKANIR, an important seat of music in
North India. Under the patronage of Raja
Antp 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 mélakarta, Dhira Saukarabharana :

srg~pd§—'sndpmgrs

R Bhashanga radga, the only foreign unote
kais'iki nishdda occurs in the phrases.
pdndp, pdup and pudp; ri
dha and ni are the jiva svaras. Morning
rdga; can be used to portray vira rasa.
A cheerful and joy - inspicing raga.

BILAHARI, same as Bilahari.
BILAHURI, same as Bilahari.

BILAKSHINI TODI, a raga. of Hindus-
th&ni music, corresponding to S'uddha todi of
South Indian music.
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BINDU KALANGA

BILAMBIT (Hind. music), slow tempo,
same as vilambitua.

BILAVAL -THAT, the scale in Hindus-
thani music corresponding to the 29th meéla,
Dhira. Sankarabharana of Sonth Indian Music.

BILVAVANAM, one of the reputed disct-
ples of the great composer, Muttuswami
Dikshitar and:a renowned nagasvaram player of
the time. His native place was Tiruvazhundur.

BIN, the Vinad 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 hasa round hole cut out at
the bottom ; this hole serves asa sound hole-
The frets are placed on the dandi, justas in the
South I[ndian 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 sitdr. The
bin is admivably 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 Rdpakatala: O 1y Avarta=11 akshara-
kalas.

BINDU, a variety of &ardhi alankidra and
wherein the phrases occur in the following
pattern and sequenace :

sssr, rrrg,

gg8m, mmmp etc.

BINDU HERALI, a janya rdga derived '
from the 15th melakarcta, Mayamalavagaula:

srgrgmpdrrgpdns.—indpmgrs
(S.K)

BINDU KALANGA, a janya raga derived
from the 16th mélakarta, Chakravakam :

srgmpdns—snpmgmrgrs



PERCUSSION INSTRUMENTS PLATE V

Sculpture of a figur playing the
Kansya tala (Konarka}, Orissa (13th cent.)
(Cymbals p. 23)

AzhvErtitunagari
(Musical Stone Pillars) {p. 172)

Cipla (. 89 Brahma Talam p. 68)



BINDUMALTI

BINDUMALI, one of the classical 108
talas and consists of the angas: 8 0 0 0 0 8
Avarta=6 mitras or 24 aksharakalas.

BINDUMALINI, a janya raga derived from
the 16th mélakarta, Chakravakam :

sgrgmpns:-—:vns.dpgrs

An ubhaya vakra shadava aga; uplnga
rdga ; gz and ni are the riga chhaya
svaras ; can be sung at all times.

Tyagardja’s Enta muddo, enta s08as0
is a wellknown kriti in this raga.

BINDURAJA, one of the ancient autho-
rities on music (C. R. S. Notes on Ramayana
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 Rababiyés.

BINKAVATI, a janya raga derived from
the 67th melakarta, Sucharitra :

sgmgpdn&-—&ndpmgrs (S.S.P.S.)

BIN-SITAR, an instrument of the bin class
and wherein the frets are movable as in the
sitdr; in the bin, the frets are fixed.

BIRADAI (Tam),
stringed instrument
tambura.

the tuning peg of a
like the vipa or the

In the tamburas of Tanjore make, the
biradais haye a flat top like the violin
peg. In other tamburas, the biradais
are modelled after the biradai of the
vina 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
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BOBBILI KES'AVAYYA

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 ndyaka, expatiating on his valour,
courage, etc.

BITAKI, a stri raga (C.R.S. Ramayana
Notes P. 258.)

BITAL, a janya raga derived from the
29th meéla, Dhira Sankarabharana :

sgrmpndpns'—..sndpmgrs (SK)

BOBBILI, one of the seats of music in
the Andhra Désa in the 19th century. Illus-
trious musicians like Bobbili Kévavayya and
Nandigana Venkayya Garu adorned that seat.
Bobbili is also noted for the manufacture of
musical instruments like the vina.

BOBBILI KESAVAYYA, (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 Sittida Vaishnava
(Sattani) by caste. Thirsting for fame be
travelled southwards. He defeated prominent
musicians in many samasthinas and won
laurels. Legends have grown around him.
He rode on horse back. Every morning he
systematically carried on his vocal practices.
Illustrinus musicians like.Ghanam Krishnayyar
took lessons in Ghanam style of singing from
him. When he came to Tanjore, he met a
formidable rival in the person of Syima
Sastri. According to oral tradition, in the
contest that took place in the Tanjore
Palace between him and Syama Sastri,
the latter managed to win by singing a
pallavi in Sarabhanandana tala, a tila
which took angas like druta virdmam,
laghu virimam and laghu druta virdmam in
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addition to the anudrutam, drutam, laghu and
guru. This tila took 19% matras or 79
aksharakalas for an dvarta. 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 Késavavya, 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 riga
Satamani - pranutimpuchunu sung at the
commencement of every Bhajana is in his
praise. There are namavalis also in praisz of
this Saint,

Bodhéndra Sadguru Swamy was the son of
Kévava Panduranga Yogi- His mother
was Suguna. He was born in the
renowued Mandana Mis'ra Agrahdram
in Kanchipuram, in Chingleput District.
Purushsttaman was his name in his
plirvas'rama i.e. prior to his initiation
into sanydsa asrama. He had his
aksharabhyasam in his 5th year and his
Upanayanam in his 7th year. He com-
pleted his studies by the age &f 16.

The then Sankaricharya (58th in the line
of Jagadgurus) of the Kianchi Kamakoti
Math, Visvadikendra Sarasvati, found
in young Pu-ushottaman, a fitting suc-
cessor to him. He began to bestow
special attantion on his education.
Once he went on a pilgrimage to
Benares. Parushottaman and his friend
Gnanasagara later followed him to
Benares. In Benares, Purushsottaman
was ordained a sanyidsi and was named
Bodhendra Saraswati. The Sankara-
charya himself attended to his initiation

© N o kW N

BODHENDRA SADGURUSWAMY

and gave him the Upadésa. Taking
leave of the Jagadguru, the newly
ordained Bodhéndra, 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 witha copy of Nama Kaumudi,
the work of his father Lakshmidhara
Kavi. Bodhéndra returned to Kanchi-
puram and wi.h the Nama kaumudi as
the basis, wrote the following eight
works, collectively entitled the Nama
siddhanta granthas :

Namamrita rasddayam
Nama rasayanam

Na@ma siryodayam

Nama tarangani
Namarnavam

Harihara bheda dikkaram
Hariharadvaita bhushanam

Mardha brahma vivekam

When the $'ankarachirya returned to Kan-

chipuram, Bodhéndra showed him his
works. The Acharya was pleased with
his scholarly writings and blessed him.
Both of them later went on a pilgrimage
to Raméswaram. On the way, Vis-
wadikéndra Saraswati attained siddhi
(passed away). Thig took place on the
banks of the Garuda 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 Ayyavil,
the revered bhakta at his place in
Tiruvisainallur (Sahajirdjapuram), near
Kumbakonam. Both of them lived
together for sometime at Tiruvada-
marudir. One day, Bodhéndra Sarasvati
weft for biksha to the neighbouring
village, Govindapuram. There he at-
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tained siddhi in the year 1752, on the
paurnami day of the Proshfapada
Bhédraphida or Purattdsi 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 Nima
sankirtanam.

BODHENDRA SARASVATI, same as
Bodhéndra Sadguru Swamy.

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

sgmpd-ns.-—'sndpmgs

BOL, a term signifying the rhythmical
solfa syllables like ta dhin gina tom and used
in Hindusthini music. Same as jati or solkattu
in Tamil.

BOLI, one of the navasandhi tdlas 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 confer-
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 eyeand 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 in the 19th
century and his talents earned for him the
praise of even a renowned composer like
. Tyagaraja.,
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BRAHMA

BOTTA RAGA, a raga mentioned in the
Sangita ratngkara, under the group of raganga
ragas. The Sangita sudh@ mentions this raga
under the group of Vésara 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 tius are examples.

BOWL, the resonator of stringed instru-
ments like the vina, gotuvadyam and tambura
and which is shaped like a bowl. This is the
kudam (@t-£) and is hemi-spherical in shape.

BOW STRING, the most ancient stringed
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 finger and
played. The Villukottu 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 Mahés'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 Natarija danced.

BRAHMA, the name of the ninth chakra
in the scheme of 72 mélakartas, comprising
mélas 49-54.

Brahma - bhil, signifies the fourth mélain
the IX chakra—52.
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Brahma - go, signifies the third méla in
the IX chakra—51.

Brahma - ma, sign:fies the fifth mela in
the IX chakra—53.

Brahma - pa, signifies the first méla in the
IX chakra —49.

Brahma - sha, signifies the sixth méla in
the IX chakra—>54.

Brahma - s'ri, signifies the second méla in
the IX chakra—50.

BRAHMA BHARATAM,
dance ascribed to Brahma.

a work on

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 mélakarta, Mayamalavagaula:

srgmdns—sndpmgrs

BRAHMANANDA PARADEST, an illus-
trious singer of the 19th century. He was an
ativarpas'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
Mahd 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 and rasikas.

BRAHMA TALAM, the pair of metallic
cymbals larger than the ordinary variety and
used in temple services. The diameter of the
Brahma tadlam is about six inches.

e8]
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BRAHMA VINA, (1) the name cf a
variety of tambura used in North India.

(2) A variety of vina described jin the
following works : Sangita makaranda
of Narada, Sangita ‘sudhakam of
Haripala Deva (early 14th cent.) San-
gita parijate of Ah6bala and the San-
gita sara sangrahamu (Telugn). The
descriptions given are'not the same in
all the cases, The last named work
mentions that the Brahma vina has
24 houses i.e. inter-spaces between the
frete on the dandi and this is in accord
with the structure of the modern vina.

BRAHMI, a janya raga derived from the
46th mela, Shadvidhamargini :

srgmds-—sdmgrs

(This is the Abhogi raga pattern: bnt
derived from the 46th méla).

BRAMA TARANGANI a janya raga
derived from the 51st melakarta, Kimavar-
dhani :

srgmpdn.;w.spdnpmrgmrs
(P.S8. Ms.)

BRASS-WIND INSTRUMENT, a wind
instrument ‘made of brass like the Ekxalam,
Gaurikalam and Tiruchinnam. The opposite
of this is the wood-wind instrument like the
Nigasvaram, Mukhavini and Sanai.

BRHADDAKSHINATYA, a sampiirpa
raga of the bhashanga class and referred to in
the Sangita samaya sdra of Rars'vadéva,

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 dés'i sangita—the music developed and
cultivated by the thinking folk of taeland.
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 Bharata 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 Brhaddes'i gives a good account of the
raga system. The classification of ragas
into suddha, chhayilaga and sankirna
is “scientific and paved the way for the
emergence of other detailed and exhaus.
tive systems of raga classification later
on. After dealing with desi lakshanam,
the author deals with the topics of

. nadotpatti (origin of nada), sruti, svara,
murchhana, varna, alankira, giti, jati,
raga, bhiasha 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 Brhaddesi 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.

BRHASPATI, an
music.

ancient authority on

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
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bronze are also used. The smal.er
variety of Kinnari is called Laghvi.

BRHATTAL AM, a ghana vadya; itis
the bigger variety of cymbals used in temple
rituals.

BRIDGE, the piece of wood kept ina
vertical position over the belly or table of
stringed instruments. The strings pass over tae
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 Vina, Tambura
and Gotuvidyam, 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 vini, inorder to give the enlivened tone.
Some tamburas have a sliding bridge (ev@7
@wl®) on the dandi or stem and this enables
one to increase or decrease the pitch of the
three strings (other than the mandaram)
simultaneously.

BRIGA, same as birka ; (see under Birka).
BRNDAVANA DES'AKSHI, a janya raga
derived from the 62nd melakarta, Rishabha-
priya:
srgmpmdi-&rlpmgrs
(S.S.P.S)

BRNDAVANA KANNADA, a janya
riga derived from the 69th mela, Dhatg-
vardhani :

sgmpds—sdpmgrs

BRNDAVANA SARANGA, a janya raga
derived from the 22nd méla, Kharaharapriya :

srmpns—snpmvrgs

Some books give the arohana as sgrmpns
but from the two wellknown and authori-
tative kritis : Kamalaptakula of Tyaga-
réja and Sarasiruhanana Sri Rama cf
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Patnam Subrahmanya Ayyar, it is clear

that the &rdhana is only srm p ns.
Thus this isan audava - vakra shadava
rdga. Ma and #f are the jiva svaras for
this rdga ; can be sung at all times.

BRNDAVANI, same as the riga Brnda-
vana saranga.

BRUDUVAKA, a janya raga derived from
the 24th méla, Varunapriya :

srgrmpdns—*;npmrs
(S.S.P.S./

BRURAVI, a janya raga derived from the
20th meéla, Nathabhairavi *

sgrgmdné——-éndpmgrs
(G. V. P,

BUDDHAVAHIN], a janya riga derived
from the 68th melakarta, Jyotisvartpini :

srmpa'ns‘—'spmgrs

BUDHA MANOHARI, a janya raga derived
from the 29th mela, Dhira sankarabharana :

Srgmgps-—s.pmgrs

This rdga 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 :

srmpns—sndpmgrs

(This is the Kédaragaula pattern of arohana
and avarchana and derived from the
Hémavati méla).

: (P. S. Ms.)

170}

BYAGAQAI

BULBUL TARA, a stringed instrument
with a type-writer key-board. It was devised
in Japan. Music of alighter nature can be
played upon this instrument. The stripgs 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 svarasthina
and produces the note of the required pitch.
Thus the keys serve as frets.

BUNDLE FLUTE,
panpipes.

reed-dulcimer or

BURRA, the gourd resonator or calabash
attached to the underside of the vind 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).

BYAG, same as the riga Karnataka byag.

This isa janya raga derived from the 28th
méla, Harikambhoji :

srgmpdns.—-:;ndnpdmgrgs

An upanga rdga; ma and #i are the jiva
svaras. Gamaka varika 1akti raga; can be
sung at all tumes.

Tyagardja’s kriti, Nenendu wvetakudura
is an authoritative composition in this
raga.

BYAGADA, same as the raga Bégada (see
under Begada).

BYAGADAI (tam), same as the riga
Bégada (see under Bégada).



CANDLE DANCE
: 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 Chipla used by the Bhagavatars
in Katha Kailakshepam 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 tilas
and the second in the list of the classical 108
tilas taking a guru, laghu, laghu and guru
8118 An avarta consists of 6 matras or 24
aksharakélas.

CHACHCHARI, a variety of prabandha or
musical composition referred to in the Sangita
sudha and other early works.

CHACHCHATPUTA, one of the five margi
talas and the first in the list of the classical
108 tdlas taking a guru, gurn laghu and

1

plutam, 8 8 1 8. 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 Mailavagaula meéla in Soma-
natha's Raga vibodha.

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

Srgpnds'—s“ndpmgrs
(S.S.P.S)

[71]

CHAKRA TANA

CHAKRA, (1) scheme or arrangement ; ex.
the 72 mélakarta chakra and 35 tdla chakra:

(2) Section. The 72 mélakartas are ar-
ranged into 12 chakras or sections, each chakra
comprising within it six méla ragas.

CHAKRA, a pair of wooden castanets
ciccular in shape and with slightly concave
surfaces.

CHAKRA, the name of the trisra
jati Rupakatala: O 1 3 Avarta= 5 akshara-
kélas.

CHAKRA BANDHAM, a style of ving
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. Vina
Venkataramana Das of Vizianagaram (1866-1948)
excelled in this style of play.

CHAKRADHARI, a janya riga derived
from the 20th méla, Nathabhairavi :

srmgpdns‘——.;‘dpmgrs (S. K)

CHAKRA MAN]JARI, a janya raga derived
from the 56th méla, Shanmukhapriya :

Srgmdpdn-s:—-;dpmrs

CHAKRA PRADIPTA, a janya raga deriv-
ed from the 22nd meéla, Kharaharapriya :

srgpmdns—sndmgs (S.K)

CHAKRA TANA, one of the six varieties
of tanas, the other five being Vakra tana, Mis'ra
tana, MAlika tina, Gambhira tina and Vidyu
tana. The tdna is an important branch of raga
alapana. After the routine patterns, highly
suggestive and thought - provoking patterns of
tdnas are sung or pecformed. In chakra tana,
svara groups of wheel-like patterns are sung in
whirl-wind rapidity. [t 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 meéla, Méchakalyani :

srmpns—sndpmgrs (P.S.Ms.)

(Note. This is the Kédaragaula
avarohana pattern belonging
Méchakalyani méla).

arohana
to the

CHAKRAVAKAM, the 16th mélakarta
raga. Besides shadja and panchama, this riga
takes the notes: suddha rishabha, antara gan-
dhara, suddha madhyama, chatuss'ruti dhaivata
and kais'iki nishdda.

srgmpdns.—éndpmgrs

A sarva svara gamaka varika rakti riga: 77
and #i are the jlva svaras; ri and pa
are nydsa svaras; g m Rs and p m D are
vis'esha sancharas ; sa, ga and paare the
commencing notes for melodies in this
raga. Can be sung at all times. Tyagaraja
brought this raga to prominence.

CHAKRAVAKI, the  Brhaddharma
Puraga mentions this as a dasi raga of the
primary raga, Mallara.

CHALANATA, the 36th mélakarta raga.
Besides shadja and panchama, this meéla raga
takes the notes: shatsruti rishabha, antara
gandhira. suddha madhyama, shatsruti dhaivata
and kakali nishada.

SrgmpdnS—Sndpmgrs

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

srgmdndé—fsdmgrs (S.K)

CHALANI, a janya raga derived from the
35th mélakarta, Sulini:

srgmpdnds—sndmgrs (S.K)

CHALANIKA, the name of the third s'ruti
of rishabha in the work Sangita Damodara.

[72]

CHAMBAULANI

CHALA TALA, a rare time-measure fourd
in the Kannada Yakshagana, Sarangadhara
Charite.

CHALAViNz_X, the experimental vina
wherein the pitch of the seven strings was gra-
dually lessened as against the Dhruva vipa
wherein the pitch of the seven strings was kept
constant. (Also see under Dhruva vina and
Achala vina).

CHALLAGALI (Tel.) literally cool breeze.
This wasa title conferred upon those singers
whose music was as pleasant as the cool breeze
(@szrpp s7p220). 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 Stvaji
Mahardjah (1833 - 1855). He was a gifted singer
and vaiiika. .

(1) Tyagardja Dikshitar of Tiruvalangadu,
{2) Kanchi Ving Nilakantha $astri,

(3) Viga Vaidvanatha Ayyar of Mayavaram
and
(4) Akhilagdapuram Dharm& Dikshitac
were the more prominent
amongst his disciples.

CHALLAGALI VIRARAGHAVAYYAR, a
samasthdna vidvén in Tanjore. '

CHAMARAM
from the 56th méla, Shanmukhapriya :

(1) a janya raga derived

sgrgmpns—sndpmgrs
p d n s is a visésha,sanchéra,
(2) The name of the 56th meéla in the

asampUrfia mela paddhati.

CHAMBAULANI, a janya raga derived
from the 61st méla, Kantamani :

srmgmdnp.s:—.'sndgrs (S.S.P:S)
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CHAMMARAKRIYA

* CHAMMARAKRIYA, a janya raga derived
from the 15th méla, Mayamalavagaula :

srgdns.—-s'ndprs (S.S. P.S).

CHAMPAKA LATA, a janya raga derived
from the 19th méla, Jhankdradhvani :

) sgmdns.——éznpmgmrs (S.X)

CHAMPAKA MALI, a janya riga derived
from the 17th méla, STryakantam :

srgpdns.-—s.ndpgrs (S.S.P.S)

CHAMPAKA VIDARI, a janya raga derived
from the 28th mélakarta, Harikdmbhaji:

smgmpndmpdnd.;'-—-.;ndnmdmgrgs
(S. K)

CHAMUNDI, a janya raga derived from
the 63rd méla, Latangi :

sgrmpnds—Ssdnpmgrs (G L)

CHANA, the name of the khanda jati

Jhampa téla: 15 O Avarta=8 aksharakalas.

CHANA VARIKAI, mentioned as a stri
raga for Hinddlam in the work, Matrka vilasa
of Mandala Kandita (pp. 141 - 143).

CHANCHU KAMBO]JI, same as Chenchu
Kambhoii; (see under Chenchu kambhaii).

CHANDANA GANDHI, a janya
derived from the 3rd meéla, Ganamurti :

raga

srgpdn&-——.sndpgrs

CHANDA PAVALAPPERUMAN, literally
“ unrivalled master, of verse ” ; a title associated
with Arunagirinathar, the distinguished com-
poser of Tiruppugazh songs.

CHANDA TALA, a time-measure mention-
ed in the Sangita ratnikara.

CHANDHIKAM, a janya raga derived from
the 66th mela, ChitrAmbari:
10
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“Chakravarti.

CHANDRA GANDHARAM

sgmdns—sndmgs

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 meéla, Nathabhairavi :

srgmdns—sndmgrs

CHANDIRA VAL AIYAM (Tam), the name
of the percussion instrument, Chandrapirai.

CHANDRA CHUDA, a janya raga derived
from the 29th méla, Dhira Sankarbharana :
sgmpdns—sndpmgs
(A. S. Ms.)
CHANDRA CHUDAMANI TANDAVAM,
a dance said to have been performed by Lord
Natardja for the sake of Chandrachuda
There isa figure depicting this
dance in the Temple at TirutturaippBpdi in
Tanjore District.

CHANDRA CHUDAPRIYA, a janya raga
derived from the 18th meélakarta, Hatakam-

bari :
sgmpndns—snpmrs

CHANDRADARI, a janya raga derived
from the 63rd mélakarta, Latangi:

sgmpmrps'——-:vndpmgrs (C.B.N)
( Same as the raga Chhatra dhari ).

CHANDRADES'IKA, a janya raga derived
from the 56th méla, Shanmukhapriya ?

srgmpmdns.—sndmgs

CHANDRA GANDHARAM, a janya raga
derived from the 8th méla, Hanumatodi :

SrgmS—SnmgrSs
A svarantara - audava raga (C.B.N.)



CHANDRA GANDHARI

CHANDRA GANDHARI, a riga mentioned
in the Tamil work, Barata Sastiram of
Arabatta Navalar.

CHANDRA HASITAM, a janya raga deri-
ved from the 28th mélakarta, HarikAmbhoji

srgmdns—sndmgrs

CHANDRAJYOTI. a janya raga derived
from the 41st melakar:za, Pavani :

ngmpds—;dpmg,s

Bagayanayya and Sasivadana of Tyaga.
rdja are wellknown kritis in this raga.

CHANDRAKALA, a janya raga derived
from the 22nd mélakarta, Kharaharapriya :

srgmpmdns—s;dpmgMS

CHANDRAKANTAM, a janya raga deriv-
ed from the 65th mélakarta, Méchakalyani :

srgmpdns—sndnpmgrs

(G.V.-P)

CHANDRAKANTI, same as the raga
Chandrakantam (see above).

CHANDRAKAUSIKA, a janya raga

derived from the 29th mélakarta, Dhira San-
kardabharana :

. Srgmpmdns:—:s‘dpmgs

CHANDRA KIRANI, a janya raga derived
from the 16th mélakarta, Chakravakam :

sgmpmdns.v—:vndnpmgmrs

CHANDRA MANDALAM, the telugu
name for the drum, Chandrapirai. This is used
to provide rhythmic accompaniment in a

nagasvaram concert. There isa good perfor-
mer on this instrument in the temple at
Kalahasti, in Chittoor District, South Indja.
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CHANDRASEKHARAPRIYA

CHANDRAMANDANA, a janya raga
derived from the 22ad meélakarta, Kharahara-
priya :

srgmpmdn;'—:vnpfngm_rs

CHANDRAMS'A RAGA, a class of ragas
mentioned by Narada in his Sangita maka-
randa. He classified the ragas into Sitryg@msum
and Chandrams.am i.e. those with solar and
lunar traits respectively.

CHANDRAMUKHI, one of the disi 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
mandalam and Chandira valaiyam).

CHANDRA PRABHA, a janya riga deriv.
ed from the 42nd melakarta, Raghupriya :

argmpds.——sdpmgfs

CHANDRAREKHA, (1) a janya rdga deriv-
ed from the 58th mélakarta, Hémavati :

srgmpds‘—.;ndmgrs (P, S. Ms)

(2) a janya raga derived from the 15th
mélakarta, Mayamalavagaula :

srgpndns.—;dpmgrs (S.S.P.S.)

CHANDRA REKHI sime as the raga

Chandrarekha (1) above.

CHANDRASEKHARAPRIYA, a janya
raga derived from the 14th mélakarta, Vakula-
bharanam :

srgpdn.s:——s'ndpgrs



CHANDRASEKHARENDRA SARASVATI

- CHANDRASEKHARENDRA SARAS-
VATI, the wellknown author of the work,
Sivashtapadi or Sivagitimala. He was the
62nd pithadhipati of Kanchi Kamakosti Math.
He becarhe the Acharya in 1729 A.D. and
attained siddhi in 1789 A.D. The Sivashtapadi
is written on the model of Jayadéva’s Gita
Gavinda. 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 [ndian ragas
and talas. The rhythmical construction of the
songs closely follows the Ashtapadis of Jaya-
déva. At the top of each song, the name of the
particular ashtapadi of Jayadéva after which it is
to be sung, is mentioned.

CHANDRA S'RI, a janya raga derived
from the 28th meélakarta, Harikambhoji :

srgmpdn.s—-.sna'pmGrs
(S.S.P.S)

CHANDRAVADANA, a janya riga
derived from the 29th melakarta, Dhira Sanka-
rabharana:

szzsrgmpns—.;ndpmgrs

CHANDRIKA, (1) a janya rdga derived
from the 21st mélakarta, Kiravani :

srgpdn.s.—.;'ndpgrs

(2) Another raga of the same name is men-
tioned under the 18th mélakarta, Hata-
kambari.and with the following arohana
and avarohaga :

srgnzpd.;—.;dpmgrs

But this raga is in effect, the same as
Kalindaja -derived from the 14th méla-
karta, Vakuldabharanam :

srgmpns—snpmgrs

CHANDRIKA BHAIRAVI, a riga men-
tioned in the Tamil work: Nattiya Sastiram
(18th" cent).
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CHANTERELLE

CHANDRIKA DHAVALI, z janya raga
derived from the 15th méla, Mayamaélavagaula :

srmpdns—sndpmgs (S K)

CHANDRIKA GAULA, There are two
rdgas with this name :(—

(1) A janya raga derived from the 8th
mélakarta, Hanumatadi and with the
following arohana and avardhana :

srgmpds'——-..cdpmrs

(2) A janya raga of the 15th mélakarta,
Mayamalavagaula, and with the
following arohana and avardhana:

srmpdns—sndpmgs

Thisis the same as the raga Chandrika
dhavali (see above). Therefore this
second riaga has no significance.

CHANDRIKALA, same as Chandrakala.

CHANDRIKYA, a janya rdga derived from
the 28th mélakarta, Harikambhoii :

ngpdns'—‘sndmrgrs

CHANTER, the name of the pipe of the
magudi, pungi or bag-pipe, which gives the
tune as opposed to the other pipe which is the
drone pipe. Chauter is therefore the tune pipe
or the melody pipe. ’

CHANTERELLE (Fr.), the string of a
Violin, Viola, Cello, Guitar, Sitdr, Vipa 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 sdrani string on the
finger board. Fer this purpose only the playing
strings are reckoned and not the drone-cum-tala
strings of the Vina. 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, Sitdr, Taus, Svaragat and other
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such instruments, it is the chanterelle string
that is mostly played. In the Vipa, the chan-
terelle string is nearest the performer, while
in the Sitar, and the Rudravipa it is at the
other end.

CHAPA GHANTARAVAM, a janya raga
derived from the 20th meélakarta, Nathabhai-
ravi:

Sgmpn—dmgrSn

This is a nishddantya 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 ¢ruti
of Madhyama in Bhavabhatta’s nomenclature
for the 22 srutis, as given in his Aniipa 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
dvarta—the duration of the first beat being
three units and the second beat, four. Khanpda
Chapu 2 + 3 or 5 ucits for an avarta is the
next common variety. Sometimes we come
across Tisra Chapu tala: 1+ 2 or 3 units for
an avarta. The Sankirna Chapu tala consisting
of 445 or B units of time for an avarta is nsed

.rarely in Pallavis. Tyagar8ja has composed a
number of songsin Misra Chapu and Khatda-
Chapu talas. The potentialities of the Chapu
tala in all its ramified forins are seen in the
compositions of S'yama S'astri. When the tals
of a composition is merely mentioned as Chapu,
the presumption is that it is Mis'va Chapu;
when the other two varieties, Khatda 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.c.
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CHARCHARI

the ring between the outer ring and the black
paste in the centre.

CHARA CHANDINI, a janya raga derived
from the 51st mélakarta, Kamavardhaoi :

srmdpds—sdpgmrs

CHARANA, the third section of a kriti,
varna, padam, javali or other similar composi-
tion in Karndtic 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
charana is the same as that of the anupallavi.

CHARAVALI, a janya raga derived from
the 22nd meéla, Kharaharapriya: °~

srgpd:v—:vndpgrs (S.X).

(This raga has the Bauli pattern of arshana
and avarohana).

CHARAVIBHASINI, ajanyaraga derived
from the 29th meéla, Dhira sapkarabharana :

srmpmdns—snpmgrs (S.K)

CHARAVIBHASITAM, a janya
derived from the 65th mela, Méchakalyani :

raga

sgmpdn.s.-—;dpmgrs (P.S. Ms.)

CHARA VINA, the portable concert vipa
which was carried from place to place and
played, as opposed to the sthira vina, which
was tuned and kept in position at a particular
place—the bank of a river O 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 anda
delightful music was produced.

CHARCHARI, one of the classical 108
talas, It takes the following angas:
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Anavarta equals 18 mitras or 72 aksharakilas.

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@riraja (voice), nakhaja
(plucked instruments), vayuja (wind instru-
ments), charmaja(drums) and lohaja (cymbals)

is found in Narada's Sangita makaranda.

CHARMA VADYA, askin-covered instru-
ment ; drum or membranophone. Mridangam,
Tavil, Dolak and Kanjira are examples.

CHARTALA, a tala used in Hindusthani
music,

CHARU KARNATA SARANGA, araga
mentioned in the Tamil work, Barata
s@stiram of Arabatta Navalar.

CHARUKES'T, the 26th mélakarta raga:
srgmpdns'——s'ndpmgrs

Besides shadja and panchama, the notes
taken by this raga are, chatussruti
rishabha, antara gdndhidra, suddha
madhyama. suddha dhaivata and
kais'iki nishdda. Sarva svara gamaka
varika rakti riga. Can be sung at all
times. A raga which came to promi-
nence through Tyagaraja. His kriti,
Adamodigdlada in this raga is a well-
known composition and is widely
sung.

CHARUKUNTALA, a janya raga derived
from the 26th meéla, Charukesi:

srgmdn.é—i‘ndmgrs(S,S,P.S.)

CHATURANGINI

CHARU RUPINI, a raga mentioned in
the Brhaddharma purana as a ragini of
Mallara.

CHARU VARDHANI, a janya raga deriv-
ed from the 15th meéla, Mayamalavagaula :

srmpdn&-—-.sdpmgrs (S.S.P.S)

CHATA, a kind of drum, mentioned in
the Sangita ratnakara.

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

sgmpds—sndpmgmrs

CHATURA KALLINATHA, the author
of the commentary Kal@nidhi on the Sangita
ratngkara. (Also see under Kallinatha).

CHATURAMBHA, a janya raga derived
from the 29th mélakarta, Dhira <ankara-
bharana :

Srgmdpdn.;‘——:s'ndpmgrgs
(S.K)

CHATURANANAPRIYA. a janya raga
derived from the 11th mélakarta, Kokilapriya :

Srgpdns'—s.ndpgrs

CHATURANGA, a kind of musical com-
position in vogue in Hindusthani music. It
consists of four angas: Khyal, Tarina (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 tila angas) employing the four
angas: laghu, guru, pluta and kakapadam

1
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CHATURANGINI, (1) a janya raga derived
from the 66th mélakarta, Chitrambari:

smgmpns'—-' ndnpgmgrs



CHATURA PANDITA

(2) the name of the '66th melakarta in
the asampurna mela paddhati:

SrgmpdnS—Snpmegrs

CHATURA PANDITA, the pen-name
adopted by V. N. Bhatkhande in his musical
compositions.

CHATURASRA GATI, refers to a rhythm
wherein each count of the tala has four sub-
units of time.

CHATURASRA JATI LAGHU, same as
Chaturas'ra laghu.

CHATURASRA LAGHU, the variety of
laghu consisting of a beat and three finger-
counts. |4 (duration: four aksharakalas).

CHATURAS'RA VARNA, one of the
classical 108 talas, consisting of two gurus,
a laghu, two drutas and a guru 88| 008
takes eight matras for an dvarta.

CHATURASRA VARNA RAJA TALA,
one of the 120 dévi tdlas mentioned in the
Sangita ratnakara.

CHATURBHAGA, a unit of time equal in
duration to half of an anudrutam.

CHATURDANTI, (1) According to the
Sangita saramrita of King Tulaja, the term
signifies: gita, alipn, thiya and prabandha—
the four channels through which the melodic
entity of a raga is revealed or realised.

(2) Earlier works speak of Chaturdandi
as referring to the four gana kriyas
(varnas) or modes of singing:
sthayi, arshi, avarohi and sanchéri.
The Sangita siiryodaya of Lak-
shmi Néi-ayapa (early 16th cent.)
written in the court of Krishnadéva
Riya of Vijayanagar says that
Chaturdandi refers to the four
varnas : sthayi, archi, avardhi and
sanchari.
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CHATURDANDI PRAKASIKA

CHATURDANDI PRAKAS'IKA, the epoch-
making work of Venkatamakhi written about
the year 1635 at the request of King Vijaya
Righava Naik of Tanjore. The title of the
work, paraphrased will mean the exXposition or
illumination (prakasika) of the chaturdandi—the
four possible channels through which a raga
manifests itself. Like the two earlier works,
Raméamatya’s Svara mela kalanidhi and Soma-
ndtha’s Raga vibodha, itis a work on South
Indian Mnsic. It isin Sanskrit and its chapters
deal with the following topics: vipa, sruti,
svara, mela, raga, alapa, thaya, gita, prabandha
and tala. The chapter on tdla 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 meélakartas. The
author was indebted to Somanatha for the idea
of (evolving) a scheme of mélas. The scheme of
72 melakartas constitutes a distinct landmark in
the history of [ndian music. Itisof 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 mélas 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 Kalpyammana (immediate
possibilities) and Kalpayishyamana (remote
possibilities). The Chaturdandi prakasika
merely explains the scheme of 72 melas and does
not attempt a nomenclature for them. [t is but
natural that the author should have abstained
from' giving names to the 72 mélas, since he,
visualised only the remote possibilities of many of
those mélas. The author has mentioned that the
wellknown mélas of his time occupy such and
such a rank in his new scheme : Gaula méla is
the 15th ; Kambhoji méla is the 28th 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 rdgas generating from it gave the
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Kanakambari - Phénadyuti nomenclature. This
nomenclature includes many janya ragas not

known in Venkatamakhi’s time. Then came the
Kanakéngi-Ratnidngi nomenclature mentioned in
the Sagratia Chidamani. This keeps intact the
time-honoured distinction between a méla and its
raga as also the krama sampucna character of a
mela. The Katapayadi prefixes were introduced
in this nomenclature. Since both the nomencla.
tures are not mentioned in the Sangita saram-
rita, it is certain that they came into vogue
sometime after 1735. Then came another impro-
ved Kanakdmbari 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 prakasika is not the work of
Venkatamakhi.

The Kanakdmbari ~ Phénadyuti 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 prakasika men-
tions the names of only 19 mélas and even these
méla names have no katapayddi prefixes.
Further the 1st, 8th, 20th, 21st, 28th and 30th
mélas bear the names; Mukhari mela, Bhipala
méla, Bhairavi méla, Ahiri méla, Kambhaji
méla and Samanta méla and not the names:
Kanakambari, Jana todi, Nariritigaula, Kirapa-
vali, Harikédaragaula and Nagabharana.
Further inthe raga prakarana Venkatamakhi
specifically says, that Ritigaula is derived from
. the Bhairavi mela and Keédaragaula is derived
from the Kimbhoiji mela. Therefore the Kana-
kambari-Phénadyuti 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
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vogue in his time.
21 mélas.

Tulaja deals with only

Venkatamakhi refers to the sarva raga
méla vina and the eka raga méla vina and also
to the ¥uddha méla vina and the madhya meéla
vipa. The tuning of the latter is the same as
that of the modern vina (s p s p). He, along
with his two brilliant predecessors, Ramamatya
and Somandtha committed the mistake of
calling the Chatuss'ruti ¢ and chatuss'ruti dha
as panchasruti r¢ and panchasruti dha. His
statement that Pantuvardli is not fit for pra-
bandha is inexplicable. (Also see under Venkata-
makhi, Seventy-two melakartas and Mela
paddhati ).

CHATURDAS' A MURCHHANAS, the 14
mirchhanis or scales derived by the process of
model shift of tonic from the sagrama and
magrama.

The 7 sagrama mirchhanas were :

Uttara mandra (with sa as the tonic note)
Rajani (, mn » )
Uttarayata ( ,, dha » )
S'uddha shadja { ,, pa " )
Matsarikrita ( , ma ” )
Asvakranta (. &ga » )
Abbjrudgata ( ,, ri » )

The 7 magrama mirchhanas were :—

Sauvira (with ma as the tonic note)
Harinasva ( ,, ga » )
Kalopanata (., r » )
S'uddha madhya.( ,, sa » )
Margi ( , = 5 )
Pauravi ( ,, dha ” )
Hrushyaka (,, pa 35 )
CHATURDHATU PRABANDHA, . a

musical form which had all the four dhatus or
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sections :
abhoga.

udgraha, melapaka, dhruva and

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
1 - 7 of this flute were closed and blown.

CHATURMUKHA, one of the classical
108 talas taking the angas : laghu, guru laghu
1

plutam, 1 8 1 8. (7 maitras for an dvarta)

CHATURTHA, the fourth note of thas
Saman scale in the descending order, corres-
ponding to the nishada.

CHATURTHA KALA, fourth degree of
speed.

CHATURTHA REAGA VARDHANI, the
fourth stage of the main part or the body
(central part) of a riga alipana. Murchhana
prastara or sanchdra in quick tempo is the
dominating feature of this part of the alipan=.

CHATURTHA SAINDHAVI, a variety
of Saindhavi raga mentioned in Sangita
ratnakara.

CHATURTHA VIDARI, the concluding
part of that section of the riga alipanaknown
as Chaturtha raga vardhani.

CHATURVIMS ATI SRUTIS, the scheme
of 24 ¢rutis elucidated in the Meladhikara lak-

shana. The two extra srutis contemplated
herein, in addition to the 22, are the gandhiara
and nishada ¢rutis, occurring between sadha-
rana gandhiara and artara gandhara in the ore
case and kais'iki nishdda and kakali nishdda
in the other case. These two s'rutis are called
Prati antara gandhira and Prati kiakali
nishdda respectively. These s'rutis occur in
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CHATUSSRUTI INTERVAL

the phrases srgrs and pdudpmgrss
in Saveri raga.

CHATUSHKALA, a concept belonging
to the sphere of tdla dasa prana%. Herein
there are four kalas or minor units (and as
many svaras) for each kriya or count of the
tila.

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 kalas,
there are more than 400 upa kalds. Singing
and performing on instruments, dance and
drama find a prominent place in the 64 kalas.
Performing on udaka vidyam (jalatarangam)
is also mentioned as one of the 64 kalas.

CHATUSRA GATI, same as chaturas'ra
gati (see above).

CHATUSRA JATI, same as chaturasra
jati (see under chaturas'ra jiti above).

CHATUS'YRUTI DHAIVATA, the tivra
or the higher variety of dhajvata svara with
frequency, 27/16.

CHATUSSRUTI INTERVAL, the inter-
val of 9/8. There is a chatussruti interval
between suddha madhyama 4/3 and pan-
chama 3/2.
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Baya ) (p. 40)

Damaram (p. 96)

A person playing the Dappu Dappu (p- 160)



CHATUSSRUTI RISHABHA

CHATUSSRUTI RISHABHA, the tivra
or the higher variety of rishabha svara with
frequency 9/8.

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 @varta.

CHATUSVARA VAKRA RAGA, a vakra
raga with four vakra svaras in the archana
and avarshana.

CHAUKABHIRU, a janya raga derived
from the 45th méla, S'ubhapantuvarili:

SrgmpdnS—Sdmgrs

CHAUKA KALAM, slow tempo. A
chauka killa kriti is a kriti in slow speed like
Sri Rajagopala in Siveri 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
jlapana. In the case of musicians who
specialised inthis 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 Désyam were also
styles of singing in which some musi-
cians specialised.

CHAUKAM SINU AYYAR, a sangita
vidvan who adorned the court of Sarabhoji
. and Siviji in the 19th.cent. He was a specialist
in the Chaukam style of singing.

CHAUKA VARNA, another name for
pada var_ a. Chauka varna, as its name
indicates is set in slow tempo. In a few
chauka varnpas, sahitya is found only for the
pallavi, anupallavi and charana after the model
of a tdna varna and not for the svara

passages.
11
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CHEMPATA, tt
in Kathakali music.

CHENCHU KA
derived from the 28th ..

smgrpmdns—snpﬁm”’gr-

It is an ubhaya vakra riga. Tydgarija's
Vararaga layajnulu is a wellknown
kriti in this raga.

The ardhana sgrgmpmdnpndns
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 chenda.
The rhythmical display on this instrument by
skilled performers is fascinating.

CHENGALVARAYA SASTRI (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 Mairu-
peddi. He was born in the year 1810 ina
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’dstra. He later
came over to Cheyylir. On acceunt of his long
stay in this place for over half a century, he,
came to be called Cheyyiir Chengalvariya
Sastri. He enjoyed the patronage of the
Zamindar of Cheyytr. Cheyyur grew in
musical importance after his advent. He
trained a number of pupils in music and dance.
Cheyytr 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 samasthinam, Chengalvaraya
S'astriyar invariably composed for her use, a
new sabda in honour of the Ruler who
invited her.
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ysengalvaraya Sastriyar started teaching

in the pial school at Cheyyilr. Many
studied sanskrit and telugu under him.
He performed baajaras on Saturdays
and on the days of the Krittikd nak-
shatra; On every Krittikd . day, he
performed santarpana. [llustrious‘musi-
cians and composers of the time like
Kamakoti S'astri (a composer of kritis
in sanskrit) and Jhanjhamirutam 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 greztness were writ on his
face. His body frame was however
slightly bent. He was a pious person
and the Goddess Muktamba of Cheyytur
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.

Chengalvariya Sastriyar was a great poet,
scholar and composer. He wrote the
Muttukumara satakam. He was a
prolific composer and has composed
more than a thousand kritis. He has
composed 360 kritis in praise of Kanch
Kamakshi andabout 240 kritis in praise
of Minakshi of Madurai. His kritis in
praise of Venkatesa number more than
a hundred. Madhyamakaila sihityas are
an attractive feature of his composi-
tions. He sanz most of his songs,
extempore. They were given a polished
and lustrous setting by two scholarly
singers of his time, Simbamtrti S'astri
and Krishra Sastri. In addition
to the kritis, sabdas and kaustu-
bhams, he has composed two operas.
Sundaresa Vilasam and Valli Nata-
kam. The former opera was performed
during the Temgle festival in Cheyyir
for many years. His kriti " Avirala-

CHENGALVARAYA S'ASTRI

’

mage bhaktini’’ in Kalyauni riga',
Chaturas'ra jati Dhruva tédla shows how
even in that tala one could compose a
kriti with flowing music. Kritis like
* Enta vedina gani " (Darbar raga) and
“ Lalite mam pahi 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
pleces in scholarly rdgas like Purna-
chandrika, Yamund 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
Cheyyudr. The marriage songs that he
has composed are widely sung in
Chingleput District.

Chengalvaridya Sastriydr is a svanima

mudrakidra. 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 briiliant 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 Claritram.

Chengalvaraya S'astriyar lived for 90 years

and passed away on the 28th February
1900 (Krishpa Chaturdasi: 18th day of
Misi). He was survived by his widow
Subbamma. She lived for two years
after him. Their only daughter Muk-
tamba became a childless widow even
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° during the life-time of her parents.
Hence the direct line of Sastriyar
is extinct. There are, however, his
descendants by the collateral line in
Vellore, Tholnadu, Usoor and other
places.

CHENNALA, (@#dmavr) the name for
gong in Malayalam. Itis used in Kathakali
performances.

CHETULAVALIL, a janya raga derived
from the 65th mela, Méchakalyani :

srgrgmpndns—sndpmrgrs

(P.S. Ms.)
It is an ubhaya vakra raga.

CHEVATI, a riaga mentioned in the
Sangita "ratnakara under the group, Takka
bhashz.

CHEYYTUR, 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 Kasi bhata—the
time-honoured pilgrim route from Benares
to Rames'waram, on the Coromandal coast. The
temple at Cheyytr 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, vidya 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 wifness and listen to a perfor-
mance of sarva vidyam.

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

CHEYYTUR

the shodasdpacharam to the Deity is
over, Each item is started after
the officiating temple priest recites
the relevant avatarika sloka. The
following instruments are used in the
sarva vidyam :

Brahma talam

Nandikés wara vidyam (svuddha mad-
dalam)

Takora vadyam
Bhérikai
Mallari

Jhallari
Dhanka

Nagara
Daméaram

Raja vadyam
Murali
Nigasvaram

Mukha vina
Bhujanga svaram (Magudi)

Tiruchinnam

Davalai sangu (conch)
Navuri

Banka

Vina and latterly the Violin.

In dancing, the following items are per-

formed :—Nrittam, Natyam, Bhujanga
nityam and Vipid nityam (dance per.
formed to the musical accompaniment
of the mukha vina).

The vocal items include the singing of

Dhyana vlokas, Tévaram, Tiruvacha.
gam, Tiruvisaippa, Tiruppallandu, Ti-
ruppugazh, Gita, Varna, Pada, Kirtana,
Tillana, Slokam, Padyam, Churnika,
Ashtakam, Ashtapadi, Dhavala, Parani,
Venba, Kalitturai, Kochchagam,
Kalippa, Tazhivai, Viruttam, Ammanai,
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Vannam, Ula, Vennilag-Kuravanji, Pra-
bandham, Unjal, Lali, Hechcharika and
S'obhanam. More than forty items
figure inthe programme and it takes
about three hours to go through the
whole series of items.

The Kumaraswamy temple in Cheyydr 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 vini in
the hand.

CHHANDODHARI, a janya riga derived
trom the 22nd mélakarta, Kharaharapriya :

Sgrgmpd1zp.s:—.s:11d1n grs
(S. K\)

CHHANDOVATI, the name of the fourth
sruti of ‘shadja in Bharata’s nomenclature
for 22 ¢rutis. This is the niyata sruti of
shadja.

CHHATRADHARI, a janya rdga derived
from the 63rd meélakarta, Latangi :

sgmpmrps'——-éndpmgrs
(S.5.P.S)

CHHAYA, a raga mentioned in the San-
gita ratnakara.

It is mentioned as a Chandrims'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 ¢rutiin
the octave in the scheme of 24 srutis as given in
the Telugu work, Sangita sara sangrahamu.

CHHAYA, a janya rdga devived from
the 20th meélakarta, Nathabhairavi :

srgrmpndns—snpndpmgmrgs

(8. K)

An ubhaya vakra raga.
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CHHAYALAGA SUDA

CHHAYA BAULI, a janya raga derived
from the 8th méla, Hanumatadi :

srgmspdns.——s.npdmgrs (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 rdga under the
heading of upanga sampurnas.

CHHAYA GAUL A, (1) a janya raga derived
from the 3rd mélakarta, GAnamurti:

srgrmpdnS"—-;anmger

(S. K)

(2) 2 janya raga derived from the 1ith
méla, Madyamalavagaula :

srmpn.;—:sndpmgsrs (S.8.P.S.)

CHHAYA GAURI, a janya rdga derived
from the 7th meélakarta, Sénavati :

srmgmpndns'—s:ndpmgmrs
(S. K)

(This raga is mentioned as a janya of
Malavagaula in the Telugu work Raga
tala chintamant).

CHHAYA KAUSIKA, a janya raga derived
from the 15th méla,:Mayamalavagaula

sgrgmpns'—-s;ndpmgrs (S.K)

CHHAYALAGA RAGA, araga 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) 8tda

(2) Alikrama and
(3) Viprakirna
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+ The suda prabandhas were again classified
into suddha stida and chhiayalaga or
salaga stida. The chhaydlaga stida pra-
bandhas were in the sapta tlas and their
varteties.

CHHAYALAGA TALA, a kind of tala.
Talas, like ragas were classified under the head-
ings of S'uddha, Chhayalaga and Sankirpa.
Chhayalaga tala was a tdla formed by the fusion
of two tdlas and Sankirna tila wasa time-
measure formed by the fusion of more than two
tilas. Simhanandana tdla is an example of a
sankirpa tala.

CHHAYA MALAVI, ajanya raga derived
from the 7th méla, Sénavati :

sgrgmpdnds.———s'ndpmgmrs
(S.K)

CHHAYA MARUVA, a janya raga derived
from the’49th mela, Dhavalambari :

sgrgmdndhs:—&ndmgrs (S.5.P.S)

CHHAYA NARAYANI, a janya raga
derived from the 6th meélakarta, Tanarupi :

spmpdns.~.—s:n dnpmgrs

CHHAYA NATA, a janya raga derived
from the 34th méla, Vagadhisvari:

srgmpmps—sndnpmrs

An ékasvara vakra raga; audava - shidava
rdga ; updnga raga; ri, ma and dha
are the jiva svaras. Tyagaraja’s Id: sama-
yamura is a wellknown kriti in this
raga. This, riga is mentioned in the
work, Raga tila chintamani.

CHHAYA NATI, a raga mentioned in
Narada’s Sangita makaranda. '

CHHAYA NATTA. a rdga meationed
under the heading of upanga sampirnas in the
Sangita samaya sara of Pars'vadéva.
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This raga is also mentioned in the Sangita
ratnakara.

CHHAYA RUDRA, a janya riga derived
from the 29th méla, Dhira sankarabharana :

srmpmdns—sdnpmgrs(S. K)

CHHAYA SAINDHAVI, a janya raga
derived from the 11th mélakarta, Kokilapriya :

srgmpdpn;—;ndpmgrs
(S. K)

CHHAYA SINDHU, a janya raga derived
from the 19th meélakarta, Jhankaradhvani :

srmpd;:—:sdpmgrs (S. K)

CHHAYA SOBHITAM, a janya raga
derived from the 22nd meélakarta, Kharahara-
priya :

srgmpds'—s.n dpmdmrgrs
(S. K)

CHHAYA TARANGINI, a janya raga
derived from the 28th méla, Harikdmbhoji:

SrmgmpnS—Snd pmgrs

It is a vakra shadava-sampiirpa réga ;
upanga radga; gaand ni are the riga
chhaya svaras ; can be sung at all times.

Tyagaraja’s Itarae daivamulavala and
Krupa juchutaku wvelara Rama and
Sarasvati Chhaya tarangini of Muthu-
swiamy Dikshitar are wellknown kritis in
this raga.

CHHAYA TODDI, a raga mentioned in the

Sangita samaya sara.

CHHAYA TODI, araga mentioned asan
upanga raga of Todi in early works.

CHHAYA VARDHINI, a janya raga
derived from the 69th mela, Dhatuvardhani :

srgmdns—sndmgrs

-
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CHHAYAVATI, (1) a janya raga derived
from the 17th méla, St:yakantam :

srgmdn.s:—.;ndpmgrs

(2) the name of the 17th méla in the later
and improved nomenclature for the
72 mélasin the asampUrna méla paddhati.

CHHAYA VELA, a janya raga derived
from the 8rd mélakarta, Ganamiirti :

srgrmpdn;~;dnpmgrs
(B.S.S.B)

CHHAYA VELAVALI, mentioned in early
works as an upanga of the Vélavali raga.

CHIDAMBARAM, the famous place in
South Arcot District, South [ndia and containing
the shrine of Natardja. 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 ¢lokas
inscribed beneath each in the Eastern
Gopuram and the sculpture of a figure
playing on the Panchamukha vadyam in
the stone ratham opposite the sanctum
sanctorum are specially noteworthy.

CHIDAMBARANATHA YOGI, (18th cent) the
preceptor of the grezt composer, Muthuswari
* 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-
-barandtha Yogi heard his performance and was
thrilled by it. He subsequently invited Dikshitar
to his place and gave S'rividya upadesam. He
then advised him to go to Ttruvd:dr. Many
years later, RAmaswdmy Dikshitar came with
his family to Manali at the request of Manali
Venkatakrishita Mudaliyar. There, Chidambara-
natha Yogi again mst him. He took Muthu-
swamy Dikshitar along with him fo Benares.

-
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CHINNAMEL AM

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 Nandanar
Charitram of Gopalakrishpa 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 Védiyar.

CHIDANANDI, a janya rdga derived from
the 36th meélakarta, Chalanata :

srgmpdn.é——indnpmgmrs
(S.K)

CHIKARI, 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.

CHINDU, a popular form of folk music. 1t
consists of several stanzas and all of them are
sung to the same music. Kavadichindu (Pilgrims
songs), Nondichindu,. S'urul nondichindu, Vandi-
chindu and Vazhinadaichindu, aresome 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 meélakarta, Chakravakam :

ermpmdns.—~s"ndnpmGrs
(S.S.P.S.)

CHINNAMEL AM (Tam), the dance pacty,
as contrasted from the nagasvaram party, called
the Periya melam. Besides the dancer, the
Chinna comprises the
who conducts the performance of Bharata

mélam nattuvandr,

natya and the persons who provide the
musical, drone and rhythmic accompani-
ment. The musical accompaniment in former
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times was provided by a performer on
the flute or the mukhavind 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 «rutis (keys),
the clarinet came to supersede the flute and the
mukhavind. 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 forwardsand 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 SINGARACHARYULU, the
younger of the famous S'ingaracharlu brotherg
and a great singer. He had his musical training
under Annaswamy S'astri, the grandson of
S'yama Sastri.  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, Gayaka
Iochanam, Gayaka siddhanjanam ( Parts I and
1) Ganendu sekharam and  Bhagavat
saramrutam.

CHINNASWAMI DASAR (1828-1881), a
composer of devotional songs iu Sanskrit-and
Tamil. He was: born in 1828 (Saturday, Revati
" nakshatra, Krishna Paksha dvitiya of the Avani
month of the year, ‘Sarvadhari, in Kuttantr near
Kanchipuram. He belonged to the Bhiradvaja
gotra. His parents were Seshayyar and Ganga-
bhavdni. He attained proficiency in sanskrit,
tamil and music.

He signed his compositions with his own

name. He has written the stories of
Rukméngada, Ambarisha and Kuséla in
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CHINNASWAMI DIKSHITAR

the form of kirtanas. He is also the
author of Bhadrachala Ramdas kirtanas,
Bhashyakéra charitra kirtanas, Subhadra
Kalyana kirtanas and Dadi pandava
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
vaigika. He was the recipient of several
honours at the courts of Manali Chinnayya
Mudaliyar and several other nobles and chief
tains. His kriti in Todi rdga in praise of
Néirada, Ganalola Karunalavala, is a well-
known composition. He adopted the signature,
Nérayanadasa. Chinnaswamy Dikshitar and his
brother Balaswdmy 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. Oune night at Tiruvarur as he
was performing an 4lapana of the
Nagavarili 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 Sangita sampraddya pradarsini.

-
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Once Chinnaswdmy 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 thet
later made many Western savants alive to tke
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 Tyagaridja directly from
Umaiyéalpuram Krishpa Bhiagavatar and Sun-
dara Bhagavatar, the accredited disciples of
the great composer. He was also instrumental
in persuading Subbarima Dikshitar to write
the great work, Sangita sampradaya pradar-
stng which was published by the Eftiyapuram
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 appointed
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 ooly
an abbreviated name of Vaidyanatha
Chinna and Periya in Tamil mean [unior and
Senior.
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CHINNAYYA TALLAPAKAM

CHINNAYYA, one of the brothers
belonging to the Tanjore Quartette : Ponnayya,
Chinnayya, Sivinandam 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
ndtya. They were the sons of Subbaraya
Nattuvanar.

Chinnayya (1806-1856) composed some
kritis, varnas and a tillana. He went
to Mysore samasthdnam 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
Mudaliydr was the son of Muthukrishna
Mudaliydr. When Ramaswamy Bikshitar
completed his epoch-making 708 Raga tala
malika, the longest single composition known
to musical history, he was honoured with
Kanakabhishekam by Manali 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 {0 occupy an important place in the
realm of concert music in South India.

O_CHINNAYYA, TALL 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 Venkatéswara
Oriental Research Institute, Tirupati. The
three composers : son, father and grand-father



FAMoOUS BHAGAVATARS . PLAaTE VIII

Anantarama Bhagavatar (p. 16) Chidambara Bhagavatar (p. 157)



CHINNI KRISHNA DASA

ave together called the Tallapakam composers.
They were Nanda Vaidika Brahmins and be-
longed to the Bhiradvdja gotra, Asvaldyana
sttra and Rig $aka. Their. descendants are
in Tirupat! even now, singing songs daring the
Temple rituals.

Chinnayya lived in the 15th century. He
* is regarded as the Mula purusha of the
modern Bhajana paddhati. In addi-
tion to kirtanas, he has composed songs
for the Utsava paddhati, Todayam, Hech-
charika, Diipa-dipa naivédya, Vasantot-
sava and Dolotsava: Tyagardja started
his bhajanas with the Todaya mangalam
out of reverence to Tallapakam Chin-
nayya, although later on, in the course of
the bhajana, hesang hisown Divyandma
kirtanas and Utsava sampradaya kictanas.
Sri Hari Pada tirthame in Sankarabha.
rana raga, Ata tilaisa 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 svanZma mudrakara. His
svarajati in Khamas raga: Sambasivayanave
is known to all students of music. Ento brahma-
nandamu is a wellknown kriti of his, in Bilahari
raga—Ripaka tila.

CHINTAMANI, a janya raga derived from
the 56th mélkavcta, Shanmukhapriya :

srpmpdns—spdpmgrs

An ubhaya vakra raga; shadava raga.
Bhashanga raga; the only foreign note
chatus’s’ruti dhaivata occurs in the phrase

pdns. Gamaka varika rakti riga; re,
ma, dha, ni are the riga chhaya svaras;
p r grisa visésha prayoga. Karund rasa
is the feeling that the rdga evokes in the
listener. Night time isits gana kala.
S'yama Sastei’s  kriti, Devi brova

samayamide is a classical composition in

this raga.
12
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CHITRA

CHINTARAMANI, a janya raga derived
from the 52nd méla, Ramapriya :

sgmpdn—dpmpgrsn
(B.S. S.B)

CHINTLA, iron cymbals of a big size used
in Bundelkand in Central India.

CHIPL A (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.

CHIPLA KATTAI (Tam), same as Chipla.

CHIRANTI, a janya raga derived from the
7th mela, Sénavati :

srgpdns'——-.s:ndpgrs (S.S. P.S).

CHITANANDI, same as Chidénandi (see
above).

CHITRA, the third of the shanmargas or
6 margas pertaining to the tdla dava pranas or
ten elements of musical time. Herein for each
count of the tdla there are eight akshara kalas or

2 matras. This type of slow tempo is used in
some pallavis.

CHITRA, a kind of vipa with seven
strings.

CHITRA, one of the murchhanas of

gandhara grama, beginning on M4,



CHITRA

CHITRA, the name of the first sruti of
rishabha in the Sangita Damodara.

CHITRA CHANDRIKA, a janya raga deri-
ved from the 63rd mélakarta, Latangi:

sgrmpnd:s-—'sndmgrs (P.S. Ms.)
CHITRA GHOSHAVAL', a kind of lute.

CHITRA LAGHU,
laghl]: 1 9

same as sankirna

CHITRA MALIKA, a janya raga derived
from the 23rd méla, Gaurimanghari :

Srgmpdn.;——:sdpmrs (S.K)

CHITRA MALIKAM, same as the raga
Chitramalika (P.S. Ms.)

CHITRA MANDIRA, a janya raga derived
from the 15th méla, Mayadmalavagaula :

srgmns-—.;na'pmgrs (S.K)

CHITRA MANI. a janya raga derived from
the 11th méla, Kokilapriya :

srmpdns:——éndpmgrs (S.K)

(This is the Kapinirdyani raga pattern of
ardhana and avardhana and derived from
this méla).

CHITRAMBARI, the 66th mélakarta raga.
srgmpdns.-—sndpmgrs

Besides shadja and panchama, this riga
takes the notes: chatus'sruti rishabha,
antara  gandhara, prati imadhyama,
shatsruti dhaivata and k&kali 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
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CHITRA TARA

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 nitya 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 lon.

CHITRA PADITA, a janva réga derived
from the 32nd meéla, Ragavardhani:

sgrgmdmpdn.s:——s.a’pmrgrs
(5.5.P.S)

CHITRA PRABANDHA, a musical com-
position with unusual decocations in it. The
radgamélikn  Pasnnagadrisa (Telugu) is an
example of a Chitca Prabandha.

CHITRARAVAM, a jwnya
from the 30th meéla, Naganandini:

raga derived

srgmpdnds—sndpmegs (S K)

CHITRARTUPIL, a janya raga derived from
the 4th melakarta, Vanaspati :

srgmdb:-——s:dmgr_s (S.S.P.S)

CHITRA SAURABHAM, a janya réga
derived from the 30th méla, Naganandini :
srgmpdnd.s:——;‘ndpmgs
(P. S. Ms.)

CHITRA TAMA, the fifth of the 6 margas
pertaining to the tala dasa prdlas. For each
count of the tala, there are 2 akshara-
kalas or & a matra. A kriti like Raghunayaka
in Hamsadhvani raga is in the chitra tama
mérga. :

CHITRA TARA, the fourth of the shan-
margas pertaining to the tila das'a pranas. For
each talakshara, there are 4 akshara kilas or one
matra.  Kritis like Evari mata vinnavo (Kam-
bhoii) and Sardja dala netri (Sankarabhiarana)
are in the chitra tara marga.



CHITRA VARALI

. CHITRA VARALI, a janya raga derived
from the 20th meéla, Nathabhairavi *

srgrmpdns—snmgrs (S.K.)

CHITRAVATI, the Panchama murchhana
of the gindhira grama.

"CHITRAVELA, araga to be sung in the
latter part of the night.

CHITRA VELAVALI, a riga mentioned
in the Tamil wosk, Barata sastiram by Ara-
batta Navalar.

CHITRA VINA, a kind of vina with seven
strings.

CHITRINI, a lady endowed with charms
and talents; one of the four varieties of women
contemplated in the Srugdra sdstra, or the
science of erotics, the other three varieties being,
Padmini,.S'ankhini and Hasthini. Chitrini is the
second class of women. The Rati manjari in
sanskrit describes these four {ypes of women.

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

srg mpa'n..r——-.sndpmgmrs
(S. K.

CHITSVARUPINI, same as the raga Chit-

svariipi. (G.V.P)

CHITTADYUTI, a janya rdga derived
from the 65th meéla, Méchakalyani :

s rmpdns—--sndpmgrs
. (P.S. Ms.)

CHITTAKARSHINI, ajanya raga derived
from the 7th méla, Sénavati:

srgmd;—'sdmgrs (S.S8.P.S.)

CHITTAM (S i), the circular black
paste at the centre of the right head of the
mridangam.
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CHITTA SVARA

CHITTA MODINI, a janya rdga derived
from the 10th méla, Natakapriya :

srgmd;——;dmgrs (S.S.P. S))

CHITTA RANJANI, a janya rdga derived
from the 22nd méla, Kharaharapriya :

Srgmpdn—ndpmgrs

This raga takes the notes of the ancient

= = 10 32 4 3 5 16
samagdna scale: 1 ¢ 27 3 7 3 .

The kriti, Nadatanumanis am of Tydga-
rdja in this rdga is an authoritative
composition.

CHITTA RANJILLINI, a janya riga deriv-
ed from the 66th méla, Chitrambari :

srgmpds—snpm rgmrs

(S.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 charana. It may
be set in the sama kila (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 madhyamakila at the
end of the charaga. The chitta svara adorning
the kriti, Pahimam Sri Raja Rajesvari (Jana-
ranjani raga) is set in the same tempo as that of
the composition ; the chifta svara adorning the
kriti N7 madi challaga ( Anandabhairavi raga) is
set in madhyama kala, compared to the speed of
the com position.

Some chitta svaras are adorned with
patterns of ancient alankaras (Ex. the
chitta svara figuring in the kriti, Sringara
lahari (Nilambari 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—Bégada
raga). Some chitta svaras are concluded
with impressive makutams—crown-like
endings (Ex. the chitta svara in the kriti
Brochevarevarura (Khamis raga).



CHITTA TANAS

There are also instancesof 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
anuldma and vildma krama) and with
enriched melodic effect. In the kriti.
Kamalambam bhajare (Kalyani) there is
a viloma chitta svara.

Chitta svaras are uasually 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 ic the chitta svara adorn-
ing the kriti, Mamava satatam (Jagan-
mohini rdga). Whereas the author of
this kriti is Tyagaraja, the chitta svara ig
the composition of his disciple, Walajapet
Krishnaswamy 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 vina are
taught chitta tanas in zhana rdgas like, Nita,
Gaula, Arabhi and S'riraga.

CHITTI (¥4, #pdens) a Tamil word de-
noting whistling. There have been skilled musi-
cians who used to reproduce classical com-
positions and alapanas, through whistling.

CHITTIKA, same as Chipla (castanets).

CHITTINI (Tam), same as Chitrini.

CHITTIRA TALAM, one of the Nava talas
(nine time-measures) mentioned in the Tamil
work, Barata sastira m.

CHITTI VAIDYANATHA AYYAR, a
musician who cultivated the art of whistling
and raised it to the level of a fine art. He
belonged to Arantingi in Tanjore District.
He gave concerts with violin and mridangam
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CHUTAVALI

accompaniments. His performances of classt-
cal music were highly appreciated.

CHITTI VENKATASAMAYYA, an expert
in whistling. He belonged to Néagmpattanam.
His whistling surpassed even the flute.

CHODI GADU (Tel), the Konangi or the
clown appearing at the opening of ‘the dauce
dramas.

CHODYA. another name for the laghu.

CHOKKANATHA NAIK (1701-1731),
Ruler of Madurai. Ee 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,
tata vadya.

instrument :

stringed

CHUDAMANI, a janya rdga derived from
the 29th méla, Dhira sankardbharana :

srgmpdn.'s—'spudmgs(S. K.)

CHUKKA, a variety of wind instrument
mentioned in the Sangita ratnakara.

CHURNIKA, a literary form sung in Déva.
gandhiri réga in loose rhythm: figures in
operas. The chirnika Jayatu jayatu in Tyaga-
raja’s opera, Prahlada Bhakti Vijayam is
wellknown.

CHURNIKA VINODINI, a janya raga
derived from the 66th melakarta, Chitrambari:

srgmpdn.‘s—'Sn,dnpmgrS

CHUTA MANJARI, a r3ga mentioned in
the Sangita ratnakara.

CHUTAVALI, a janya raga derived from
the 56th mélakarta, Shanmukhapriya :

smgmpdns'—-s.ndpmgrs
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CHYUTA MADHYAMA

* CHYUTA MADHYAMA, the note occur-
ring between the antara gindhara and sruddha
madhyama in the scale of 22 srutis; same as
the Pythagorean major third ; frequency 81/64.
This note figures in Dévagindhari 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 srutis. 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 asan
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 téra shadja; same
as the Pythagorean major seventh: frequency
243/128. This note figures in Kuranji riga.

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. [t is cylindrical
in shape and is provided with keys. It is used
in orchestra and in dance bands in South India.
Mahadeva Nattuvanar, the nineteenth
century was the first to practice the instrument
and introduce it in ehinna melam (dance band)
in South India.

in

COMMA, th.e pramana sruti or the
interval of 81/80 ; known as the comma of Didy-
mus. This is the €kasruti 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 == 10/9 = 81/8u.

COMPARATIVE MUSIC, the subject that
concerns itself with the study of the points of
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COMPASS

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.

CCMPARATIVE MUSICOLOGY, the sci-

ence of comparative music; Vergleichende

Musik wissenschaft in German.

COMPASS, the range in terms of sthayis
of a musical instrument, voice or composition.
The compass of the vini is 3% octaves. The
range of a well cultivated voice is 2% octaves.®
(There have been instances of illustrious singers
like Maha Vaidyanatha Ayyar whose vocal
compass comprised three full octaves (tristhiyi
sariram). The compass of the Viriboni varna
in Bhairavi riga is two full octaves i.e. from
mandra sthayi madhyama to tara sthay:
madhyama.



CONCERT DRUM

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 crchestra in dance con-
certs and operas.

CONCH, omne of the ancient wind instru-
ments. Itis represented in the Amaravati and
Sanchi sculptures (3rd century B. C.). The
instrament 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 witha
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 Visbnu. Krishna’s
conch was called Panchajanyam-

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 usuvally
used.

CONSERVATORIUM, public institutions
for the study of music. The conservatories
in the west are colossal institutions, They are
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CROSS.-WISE FLUTE

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 samvaditva. 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.

CROSS-WISE FLUTE, same asthe con-
cert flute.



CYCLE OF FIFTHS

+ CYCLE OF FIFTHS, literally, a series of
fifths or panchama svaras. This and the Cycle
of Fourths or the series of suddha madhyama
svaras were the two processes which helped the
ancient scholars to get a knowledge of the
22 srutis 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 srutis 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
arohana 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 avarohana krama each note being the
inverted pa interval of the above note. This is
anti-clockwise movement). inthe 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 shadja,
its Fifth is the Panchamn : 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'-
¢ruti rishabha. The frequency of this note in
the middle octave=9/8. The fifth of this note
is the chatus's’cuti dhaivata 27/16. The panchama
of this note is the chyuta madhyama gdndhara—
27/16 X 3/2=81/32 or 81/64 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
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CYMBALS

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 chatuss'ruti rishabha)
and the first three notes of the cycle of
fourths (shadja, suddha madhyama and
kais’iki nishida). 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 gindhira) 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+336=
772 cents). This is a nnte between the panchama
and the ekasruti dhaivata and the corresponding
note suggested by it in the lower tetrachord
is 25/24. A suddha madhyama interval above

this aote is 25/24 x 4/3 = 25/18 which is the
“m
Gaulipantu ma, heard in the phrase s v 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
vidyas. 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
kilakshépams. dance concerts and in orchestras.
[t sometimes figures as an upa tdla vadya {secon-
dary rhythmic accompaniment) in concerts.
There are skilled performers of cymbals. They
are able to play the most intricate combinations



DADRA

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 famcus for the manufacture
of cymbals. (Also see under Jalra, Brahma
tdlam, Talam and Kuli tdlam.)

D

D, the second note of the major scale of
C in European rausic.

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 20th
méla, Dhira Sankarabharana :

sgmdns—sndmg s

(S.S.P.S)

DAKSHRYANI, a janya raga derived from
the 29th méla, Dhira sankarabharana:

srgmndmpdn.;'—:sndpmgrs
(S.K)

The S.S.P.S. mentions a raga of the same
name as a derivative of the 15th méla
Mayamalavagacla and with the follow-
ing drdhana and avarchana ;—

srpdné—s:ndprs

. DAKSHINA, the first of the shanmargas
pertaining to the tala dava pranas. For each
tiladkshara or count, there are eight matras or
32 akshara kalas.

DAKSHINA GURJARYI, a riaga mentioned
in the Sangita ratnakara as an upanga of
Gurjari raga.
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DAKSHINAMURTI SASTRI, a com-
poser of the post-Tydgaraja period. He was a
Telugu Brahmin of the Muriginidn Sect. and
belonged to KarGir, In collaboration with his
relative, Kartir Chinna Dévudu, 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 Dévudu
Ayya and the matu or sahitya that of
Dakshinamucti S'astri.

DAKSHI I}IATYA, a riga mentioned as a
Bhinna shadja bhisha in the Sangita
ratnakara.

DAKSHINATYA BHASHA, a
mentioned in the Sargita ratnakara.

raga

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. Thereis a string
with a knotted end wound round the middle.
The instrument is gripped in the centre and as
it s 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 afte 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.



CYCLE OF FIFTHS [sa-pa series ] : [p 96(a)

(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, 20v, 300, 400. 500, 600, 700, 800, 300, 1000, 1100 and 1200)

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 thitd 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 ¢ruti higher than s@ and is a note which cannot be used after shadja being removed from it by a very small inter-
val. Fucther progressious in the Cycle of Fifths will again result in notes which are removed from one of the contiguous notes
by an interval of a praméa ¢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 #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 frequeucies of the notes of the Cycle are
reduced to the middle octave for purposes of easy comparison.

..........................
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CYCLE OF FOURTHS [sa-ma series ]

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 sruti 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 sruti or comma and will therefore be not of use from the point of view of practical music.

[p. 96 (b)

In the case of each note, its serial number in the Cycle of Fourths, its frequehcy. its value in cents, and its technical name
are given.

In the scheme of 22 '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.
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DAMARUKAPRIYA

+ DAMARUKAPRIYA, a janya
derived from the 31st méla, Yagapriya:

srgpdn.;-—;ndpgrs (S.S.P.S)

[.)AM;\RU YATI, a variety of yati and
belongs to the sphere of tila dasva pranas 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 |
881 0uvOIS8S

This type of yati is also called veda
madhyama yati. The opposite of the
damaru yati is the mridanga vati,

DAMBHA KAUSIKAM, a janya raga
derived from 65th méla, Méchakalyani :

sgmpné——:vnpmgrmgs(P.S. Ms.)

DAMBOLI, a janya raga derived from the
51st méla, Kamavardhani :

Srgpdns—Sumgrs (P. S. Ms))
DAMPER, the contrivance in the piano,
which damps or prevents the further vibration
of the strings after they are struck. ltis 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 om 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,
13

[971

raga

DANDIL

DAMYA, a janya riga derived from the
59th mela, Dharmavati :

Srgmpd.s:—.;‘ndpmgrs(P.S.Ms,)

DANA MANJARYI, a janya raga derived
from the 46th mela, Shadvidhamirgini :

sgmdnpdn.s—;ndmgrs
(P.S. Ms.)

DANA RAKSHASA, a janya riga derived
from the 53rd mela, Gamanasrama.

(S.S.P.S)

srmgpns—sndgrs

DANAS'I, the older form of the raga
name, Dhanyasi.

DANDA, the cross-bar or the stem of the
Rudra vina. The two gourd resonators were
screwed on to the danda, 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 HASTAM, one of the twelve
kinds of Pataha vadyas (drums) mentioned in
ancient literature.

DANDAKAM, a literary form sung to
music ; for example, the Syamala dandakam.

DANDA PARIMANAM, the length of the
flute tube. The danda of the concert flute in
South India is about 14 inches.

DANDAYANA, a janya riga derived from
the 50th mela, Nimanardayani:

srgpndn‘s——.sndpmgrgs
(S.S8.P.S)

DANDI, the cross-bar or the stem of all
plucked instruments of the stringed group like
the vipa, gotuviddyam, tambura etc. The
dandi is hollow and is covered on the top by a
flat piece of thin wood. The dandi connects
the bowl or the resonator on the right side and



DANDIPPALAKAI

the head-piece on the left.- In the vina, tambura
and gotuvadyam, the dandi is made of the same
kind of wood as the resonator. Where gourds are
used as resonators, the dandi will be of
wood. In ekadandi vinas, the dandi and the
bowl will be found to be scooped out from a
single long piece of wood.

DANDIPPALAKALI (Tam.), the piece of
thin wood covering the top of the hollow
dandi in the vipi, tambura and gotuvadyam.

DANKAMANI, a janya raga derived from
the 28th méla, Harikambhoji :

srgmdfzs—;fmgmrs (S. K)
DANSEUSE, a female dancer.
DANTI VASANTAM, a janya riga

derived from 51st méla, Kamavardhani ;

srmdns—sdndpmgmrs

(P. S. Ms)

DANUR VINA, a stringed instrument
played with a bow,

DARAKA VASANTA, a janya raga
derived from the 15th méla, Miyimalavagaula:

sgrmpns—snpdmgrs

(§.8.P.S)

DARARDHARI, a janya riaga derived
from the 28th meéla, Harikambhoji ¢

srgpdn.;'—s.ndpgrs
(S.S P.S)

(This is the Malayamaruta raga pattern
of arohana and avardhana and derived
from the 2&th meéla)

DARBAR, 2 janya raga derived from the
2@nd mela, Kharaharapriya :

44

. . W
srmpdns—s Ndpmr GG rs

An updnga riga; ga and n:d are the raga
chhaya svaras. A scholarly riga; a
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gamaka varika rakti raga. It is -a
tristhayi riga and is used in operas.
Compoctitions in this raga commence on
the notes, r7, pa and dha. It can be
sung at all times. A raga cldsely allied
to this is Nayaki. Darbar Sitaramayya
was a specialist in this raga.

DARBARI KANADA, a riga of Hindus-
thani music.

DARBHAKULAM, a janya raga derived
from the 23rd mél, Gaurimanohari :

srgmgpdn.;—.;ndmgrs
(5.5 pP.S)

DARDARIKA, same as the drum, godhika.

DARI, a riga mentioned in the Tamil
work, Nattiya sa@stiram of Arabatta Navalar.

DARPANA, one of the classical 108 tilas
and takes 2 drutas andaguru O O 8; an avarta
consists of 3 matras or 12 aksharakilas.

DARPHAMAN]JARI, a janya riga derived
from the 53rd méla, Gamanas'rama :

sgrgmpns—sndpmgs
(P. S. Ms.)

DARSANA ASHTAPADI, the 19th
ashtapadi in the Gita Govinda of ]Jayadeva.
This particular ashtapadi is called Darsana
ashtapadi, because, according to tradition,
during the absence of Jayadeva, Lord S'ri
Krishnpa came 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
Jayadéva). ’

DARU, a story song figuring in operas
and dance dramas. This word is derived from
the ancient musical form, dhruva. The theme
of a darli may be praise of a patron. Itmayalso
be on the theme of love. Belonging to the realm
of applied music, the words of a daru are
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raturally of importance. The daru has the
sections, pallavi, anupallavi and charana, A
few darus are in couplets or quatrains. Jatis
(rhythmical mnemonics) figure in the sahityas
of some darus. Darus have plural charanas.

According to the theme of the sihitya,
darus may be classified into :—

(@) Patra pravesa 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 ;

(by Svagata daru, a musical soliloquy.
The tune herein is of a reflective
nature and is sung in slow tempo;

(¢) Varnana daru, a descriptive song ;

(d) Kdlatta daru, songs used in kolattam
or stick-play;

‘e) Samvada darw, musical dialogue;

if) Uttara-Pratyuttara daru, this is alse
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 dévi raga mentiond in
the Chaturdandi prakasika.

DARUBARU, same as the riga Darbar
(see the Sangita Sampraddaya pradarsini
Vol. II, p. 667).

DARU VINR 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 Prastira.

Kala is concerned with defining the
duration of the shadangas in absolute
time,
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Marga relates to the rhythmical cons-
truction of a musical composition.

Kriya is the manner of counting the
shadangas and the shodasangas.

Anga pertains to the constituent limbs
of the tala.

Graha defines the place of commencement
of music in the tala avarta.

Jati signifies the kind of laghu.

Kata signifies the minor unit figuring in
the tila akshara.

Laya signifies the speed or tempo of
music.

Yati relates to the manner of disposition of
the several angas in a tila; it signifies
the type of rhythmical pattern or design.

Prastara— Any tila 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 pranas).

DASA RAGA, a class of ragas mentioned
in the Brhaddharma Purana.

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 Sastri and
an expert nagasvaram player. He lived in the
first half of the 19th century and belonged to the
padi yinti valiu group. He is one of those musi-
cians whose performances drew praise from
the great composer, Tyagardja. Other musicians
who have had this rare honour are (1) Pancha-
nadayyar, the father of Maha Vaidyanatha Ayyar,
(2) Tiribhuvanam Swamindtha Ayyar of Ananda-
bhairavi fame (3) Shatkala Govinda Mardr of
Travancore and (4) Vadivélu of Tanjore.



DASARI

The following incident will be of interest.
On the occasion of a Temple festival in
Tiruvaiyar, Dasari was engaged to per-
form nagasvaram. The temple procession
entered the South Mada Street. At the
junction of the Tirumanjana Vidhi (the
street where Tyagardja’s house was
situsted ) the ndgasvaram player, as was
customary, ha'ted and made a delightful
alipana of Suddha saveri raga. He
followed it up with the rendering of
Tyagardja’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 mznner, 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 waslistening to the
music from hishouse 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. Tyagardja was past
70 whben this incident took place

DASARI, a religious mendicant. Dasaris
are Vaishnavites (followers of Vishnu) by religion.
The fiveinsignia of a dasari are (1) the conch,
which he blows to annonnce his grrival (2] the
gong which hestrikes as he goesalong 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 piuja 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

{ 100 ]

DAS'AVATARA RAGAMALIKA

profession is religious mendicancy. They also
officiate at funeral ceremonies.

DASARI TAPPATTAI (Tam.), the small
tambourine used by the Pandarams and Dasaris
along with the S‘@makkalam (gong) and the
conch. Inthis 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 sémakkalam
with a stick of the calotropis plant.

DAS'AVATARA ASHTAPADI, the first
Ashtapadi in the Gita Govinda of Jayadéva
and wherein each stanza deals with one of the
ten incarnations of Vishnu.

DAS'AVATARA DIVYANAMA KIRTANA,
the song Dina janavana of Tyagardja in
Bhipala raga, treating of the ten avatars of
Vishnu., It will be of interest to note that
Jayadéva, Purandara Dasa and Tyagaraja have
included Buddha amongst the ten incarnations
of Vishnu.

DASAVATARA MANGALAM, the song,
Mangatlam jayamangalam of Purandara Dasa
in Kalyani raga, Chapu tdla. The ten avatirs
referred to here are, Matsya, Klirma, Varaha,
Narasimha, Vamana, Parasurdma, Rama,
Krishpa, Buddha, Kalki. (Page 145 —
T. P. K'S. Bhagavad Bhajana Paddhats).

DASYAVATARA RAGAMALIKA, the
wellknown ragamalika “ Kamalajasya” in ten
ragas of Swati Tirunal Mahar&jah of Travancore.
It is in adi tAla. The ten ridgas figuring in the
composition are: Mohana, Bilahari, Dhanyasi,
Saranga, Madhyamavati, Athana, Natakuoranii,
Darbar, Ananda bhairavi, Saurashtram; and the
ten avatars treated of are: Matsya, Kurma,
Varaha, .Narasimha, Vamana, Bhargavarama
{Parasurama), Réama, Balarima, Krishna and
Kalki.



DAS'AVIDHA GAMAKAS

« DAS'AVIDHA GAMAKAS, the ten kinds of
gamakas or graces used in Indian music. These
are: Aroha, Avarsha, Dhilu, Sphurita, Kampita,
Ahata, Pratyahata, Tripuchcha, Andsla, Mir-
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 couverse of the above ;

Dhalu, the lustrous effect produced when a
higher note is played from the svara-
sthina of a lower note by pulling or
manipulating the string in an artistic
manner ;

Sphurita, a case wherein, in a phrase of
jalta svaras, the second note of each janta
group is stressed ;

Kampita, 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
immediale 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 :

sr rg gm mp

Pratyanata, the converse of the above i.e.
a grace inherent in the stylish rendering
of the phrase:

sn nd dp pm

Tripuchcha, notes in triplets .

s$Sss rrvr

888 mmm

Andola, the gamaka comprised in the
swinging from a basic note to a higher
note, like a pendulum. The basi¢ note is
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held on for sometime and then the higher
note is produced either by pulling the
string or by gliding on to it ;

Marchhand, the rapid and graced traversing
over a series of notes in the ascending
order of pitch and in conformity to raga
bhava, like the following series in
Bhairavi raga :

srgmpdN-—-rgmpdnS.

gmpdnsR-—mpdns;'é

These ten gamakas are only illustrative and
not exhaustive. There are the Panchadas'a
(15) gamakas explained in the Sangita
ratngkara. 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 Sounth India.

DASI RAGA, a class of ragas referred to in
the Brhaddharma purana.

DASUMUKHI, a janya raga derived from
the 28th mélakarta, Harikambhoji :

srmgmpdn;—-;dpmgrs .
iS.S.P.S)

DATI BALAM, a janya radga derived from
the 65th mélakarta, Méchakalyani :

3

srgmpdn;—-s‘ndpgrs (P.S.Ms.)

DATIKA PANCHAMAM, a janya raga
derived from the 51st méla, Kamavardhani :

sergfnpmdnp;~;ndj>mgrs
(P. S. Ms)



DATI MANJI

DATI MANJL, a janya raga derived from
the 28th méla, Harikambhoiji :

srgmpds'—s-npmrs (P. S- Ms.)

DATTA, oune of the 13 varieties of the
Hudukka vadya (drum).

DATTILA (C. 4:h 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 srufi,
tala and other topics pertaining to the science of
music. He is quotec by later lakshanakaras of
eminence like Matanga, Pars'vadéva, Abhinava-
gupta and Raghundtha Bhipa.
Narada in his work.

Dattila quotes

DATTILA XKCHALIYAM, a much later
work on music in sanskrit. It isnotof 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 srutis (called
dhvanis), shadja grima and madhyama grama,
vadi, samvadi, anuvddi and vivadi s'varas, the
names of the sa grama and ma gréma
mirchhanas, t@nas, svara sddharana, jiti
sadhédrana, 18 jatis, (7suddhaand 11 vikrita), the
ten lakshanas of jatis, the four kinds of varnas
(arohi, avarshi, sthayi and sanchari), alankards
and some of the taladava pranas like graha, laya

, and yati(sama, srotdgata and gopuchchha).

DATTILA MUNI, same as Dattila.

DATU PRAYOGA, a musical phrase con-
.taining datu svaras. A rdga admits of only
those datu svara prayogas which reveal and
establish its melodic individuality. The datu
svara praydgas are incorporated in the téna
varDas and katakas pertaining to a raga.

DATU SVARA, a note removed from
another note by some steps. [n a pair of non-
contiguous notes, i.e. in a pair wherein some of
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DAVANDAI

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,
dgr sdp in Mohana riga, gandhara is the
ddtu svara in relation to its precéding note,
dhaivata. [t may be noted that from dhaivata
to gindhédra 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'AI, svara exercises
involving datu svaras- These are useful to
students of vocal music and instrumental music.
The practice of these exercises develops
svarajnanam. [t develops finger technique in
students of instrumental music.

DAULIKA, a janya rdga derived from the
1st méla, Kanakangi :

srgmpnds—s'ndmgrs

(S.S.P.S)

DAUMYA, a janya raga derived from the
32ud méla, Ragavardhani :

srgmpdnp.;——;ndpmgrs
(S.S.P. S)

DAUREYANI, a janya raga derived from
the 53rd méla, Gamanas'rama :

srgmdns—sndmgrs

(This is the same as the modern raga
Hams&nandi) (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 Udukkaj, 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.



DAVASAM

*  DAVASAM, a kind of avanaddha vidya or
membranophone.

DAVVI, a janya raga derived from the 13th
mélakartas Gayakapriya :

(S.5.P.S)

srgmns—snmgrs

- DAY C. R,, one of those enlightened band of
Eurapeans 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 (Navello, 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
enbance its value. The work also contains
short notes on prominent composers and musi-
cians. A list of sanskrit works on music is
also given.

DAYARAN]JANI, a janya réga derived
from the 28th meéla, HarikAmboii :

srmpd&—.;ndmgrs (S.S.P.S)

DAYASYANI, a janya raga decived from
the 28th méla, Harikambhaii :

srmpndn.}—.s:ndmgrs(S‘S.P.S.)

DAYAVATI, the name of the first sruti
of Rishabha in the s'ruti nomenclature of Bharata
and S'arngadéva. The frequency of this note is %‘;

DEHALI, a janya raga derived from the

16th meéla, Chakravakam :

srpdn:s—:s:ndprs (S.S.P.S)

"DELH]I, 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
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DELHI

adorned his court. The historic contest between
Gopal Naik and Amir Khusru took place in
Delhi. Gopal Néik sang in the true Karnitic
style (In this style, every note of a raga is
embellished with some kind of gamaka or
other. The gamaka pradhana and the sruti
(quarter-tone) pradhana aspects of Karnatic
music are wellknown). The story fgaes that
Gopal Naik sang for seven consecutive days in
the court of Allauddin Khilji. Amir Khusru
sat behind the throne of the emperor, concealed
from view and carefully listened and imbibed the
style of Gapal Niaik and an 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
86 prominent musicians that adorned the
Emperor’s court, with Miyan Tansen of
Guwalior heading the list. Music flourished
during the reigns of the next two Moghul
emperors, Jehangir (1605—1627) and
Shah Jehan (1627—1658). Jehangir
patronised Somandtha, the author of
Raga vibodha aud Shah Jehan patronised
Damodara Misra, the author of Sangita
Darpana. With Aurangzeb (1658—
1707), 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
ncither voice nor echo may issue from
it”.  Aurangzeb however maintained
dancing girls and singers for the enter-
tainiment of his wives and daughters.
The last emperor in Delhi to maintain



DENGI

musicians in his court was Mohamed Shah.
The famous musicians, Adarang and
Sidarang flourished in his court.

DENGI, one of the navasandhi talas played
during temple rituals in South India.

DESA, one of the twenty suddha rigas
mentioned in the Sangita Sudha of Raghundtha
Naik.

DES'A DES'AKHYA, a riginga riga 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.
1t 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, Mégha
in the school of Hanuman.

DES'AKHA, a raga mentioned in the work
HamsSa 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
Ragdnga shadava rigas.

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 saStiram of
" Arabatta Navalar.

DES'AKSHI, a janya raga derived from the
29th meéla, Dhirasankarabharana :

srgpd.'s--.'vndpmgrs

This rdga ttough closely allied to the
Bilahari raga, differs from it from its
tessitura being confined to tdra sthayi.
The phrase ggggr —_ sxgxs -
snnds isa ranjaka prayoga in this

rdga. In the phrase, sn d p sometimes,
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DES'A VARAL!

the kaisiki nishdda occurs as a foreigh
note. This rdga isan ancient one and
should be sung before dawn. The ninth
ashtapadi, Sthanavini hitamapi of
Jayadéva is sung in this raga. " This rdga
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 Deévakshi commence
with the phrase :

mgpd

DES'AKSHIRI, a rdga mentioned as a
derivative of the 35th méla, Salini in the Gana
vidya prakasing :

srgmdé—.;ndpmgmrs

DES'ALA GAUDA, an audava raga men-
tioned in the Sangita Samaya Sara.

DES'AL AM, a raga figuring in the com-
positions of the Tallapakam composers of
Tirupati (15th cent).

DES'A MUKHARI, same as Dés'ya mukhari.

DES'ANGA RAGA, another name for
bhashanga raga in medieval times.

DES'A RANJANI, a janya rdga derived
from the 31st méla, Yagapriya:

srmpdns.—.;ndpmrs (S.S. P.S)

DES'A VALA, an updnga radga belonging
to Gauda raga (S.R.). *

DES'A VALI, a janya rdga derlved from
the 55th méla. S'yamalangi:

srgmdnd.s:—:vndmgrs (P. S. Ms)
DES'A VARALI, the raga of the 20th

ashtapadi of the Gita Govinda as mentioned in
a Telugu book.



STRINGED INSTRUMENTS PLATE IX

Dilrﬁba (p. 118)

Batta Bin (p. 154)



DESH

. DESH, a riga taking the following ardhana
and avardhana : .

srmpns'-—.;ndpmgrs

It is the same as the riga Kédaragaula, but
takes kakali nishdda in the arohana.
In effect, this will be a janya of the
2044th (Dhira - Hari) méla in the scheme
of 5184 Yuddha-mis'ra melas.

DESHASAM, one of the six principal ragas
mentioned in ancient works.

DES, belonging or pertaining to désa or
country. Every province of India was called a
désa in ancient times. Dési sangita was the
music that was in vogue in the different provin-
ces. It developed spontanzously. 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 dés'i sangita were its
hrudaya ranjakam and jana ranjanam—pleasing
to the heart and pleasing to the populace. The
opposite of dés'i sangita was marga sangita which
was developed on the basis of laws promulgated
by sangita smritikaras. [t bad rigid and inflexible
rules and was move logical than emotional in its
appeal. Whereas mérga sangita was in con-
foumity to strict lakshana, dési sangita was in
conformity to both lakshana and lakshya. The
vedic music of the present day represents the
survival of macga sangita. The art music of the
present times, represents the cream of dési
sangita and signifies the accumulated musical

, wisdom of centuries. Marga sangita is earlier and
dés'i sangita is later. Marga sangita was princi-
pally vocal music but, dés'i sangita comprised
vocal music, instrumental music and dancing
{gita, vadya and nritya). Mention is made in
early musical works of marga riagas and dés'i
ragas, marga talas and dés’i talas, marga praban-
dhasand dés'i prabandhas, margaand desi systems
of raga classification and so on. The distinction
of marga and désiisseen in literature as well.

14
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DEST SANGITA

DES'IKA BANGAL A, a janya raga derived
from the 8th méla, Hanumatadi :

srgpmdn.s"—-s'dpmgrs
(S.5.P.S)

DES'IKA DEVAGANA, a raga mentioned
in the Tamil manuscript Barata. Nattiya
Sastiram of the 17th century.

DES'IKA GAURI, same as Désya gauri
(see below).

~ DES'IKA PRABHAVA PRAKASIKA
KIRTANAS, songs elucidating the greatness of
DES'|KA, by Ananta Bharati (1845—1905).

DESTKA RUDRI, a janya raga derived
from the 9th meélakarta, Dhéenuka :

smrgmpn.é—.s:npdmgrs
(S.S.P.S)

DESIKA TODI, a janya raga. There isa
composition of Purandara Dasa (Idiga
bhakutiyw) in this riga (See the Udipi edition of
Dasara padagaiu, Vol. 111, p. 52).

DES'T KINNARI, a variety of Kinnari
(stringed instrument with frets) mentioned in the
Sangita ratnikara.

DES'T MUKHARI, same as Dés'ya mukhari
(see below). '

DESINI, a stri riga mentioned in Narada's
Sangita makaranda.

DEST PRABANDHA, a musical form
pertaining to Dés'i sangita as opposed to the
miarga prabandha pertaining to margi music.

DES'T RAGA, a riga figuring in dés'i music
as opposed to a médrga raga pertaining to
Margi music.

DES'T SANGITA, the music in vogue in the
different provinces of India as distinguished

from the ancient mirga sangita (Also see under
Devi).

\'
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DEST SIMHARAVAM

DEST SIMHARAVAM, the name of the
58th mela in the asamptrna méla paddhati.
This is the same as the riga Hémavati. Desi
is the katapayddi prefix answering tc the
number 58,

DEST TAL AS, the time-measures pertain-
ing to Deévi sangita. S'arngadéva mentions 120
Deéxi talas in his Sangita ratnakara.

DESIYA TODI. same as Desyatodi (see
below).

DES'KARI, a janya raga of Hindusthani
music.

DESYA ANDHALL, a janya riga derived
from the 9th meélaka-ta, Dhenuka.

(S. K)

srgmpnds—sdpmgrs

DES'YA BANGALA, a janya raga derived
from the 8th mela, Hanumatodi :

srgmpmdn»s.——.;'dpmgrs(S.K.)

DES'YA BEGADA, a janya raga derived
from the 19th mela, Jhankaradhvani:

sgmps—sndpmgrs (S.S. P.S)

DES'YA BYAG, same las the raga,
Hindusthani Behag, (See under Behag).

DES'YA BYAGADA, a janya raga derived
from the 19th méla, Jhankaradhvani:

srgmps‘—.s"ndmgrs (S.K)

DESYA GANAVARIDHI, a janya riga
«derived from the 60th mela, Nitimati :

srgmpdnps—snSpmgrs

(S.S P.S)

DES'YA GAULA, a janya riaga derived
from the 15th méla, Mayamalavagaula :

srspdn.;—-;ndpsrs
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DES'YA KRIYASHTAKAS

DESYA GAURI, a janya riga derived
from the 5th melakarta, Manavati.

srgmpdpns‘——s'dupmgrs
- (S K)

DES'YA KALYANI, a janya riga derived
from the 65th mela, Méchakalyani :

argmpdpns.—.sdpmr‘s
(P. 5. Ms)

This is the Prati madhyama parallel of
the Janaranjani raga.

DES'YA KAMAS, a janya raga derived
from the 28th méla, Harikambhoji :

smgmpdns-—-lsndpmgs

The phrase § » g m g r s occurs as a vis'é-
sha sanchara in this raga (S. K.)

DES'YA KANADA, a janya raga derived
from the 22nd méla, Kharaharapriya :

srgmduS—snpGmrs

The phrases,snpns and pdndpGm
r's occur as vigésha sanchiaras (5. K))

DES'YA KAPI, a janya raga derived from
the 22nd mela, Kharaharapriya :

srmpn.é—'sndnpmgrs

This is the same as the raga, Hindus-
thani kapi.

DES'YA KRIYA, the mode of reckoning

the tala angas pertaining to the Dés't 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 tila angas.
They ase:

(i) Dhruvaka, cauterization without
producing any sound.



DES'YA LAGHU

« (i) Sarpini, moving the right

towards the left,

arm

(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 7.e. waving the right hand
to the right.

{(vi) Vikshipta, closing in of the fingers
in the act of counting.

(vii) Pataka, Lifting
upwards with the palm
towards the ground.

the right hand
turned

(viii) Patita, bringing the hand (that has
been moved upwards in the act of
Pataka) downwards.

DES'YA LAGHU, the name for Khanda
jati laghu (1s). This is reckoned with a beat
and four finger-counts.

DES'YA MANOHARI, a janya raga deriv-
ed from the 22nd mela, Kharaharapriya :

srgmpds—snpmgrs

DES'YA MARUVA, a jinya raga derived
from the 54th mela, Visvambhari : .o

srgmns.—-.énpmgrs (§.S8. P. S)

DES'YA MUKHARI, a janyaraga derived
from the 25th meéla, Mararanjani:

srgrgmndns—sndmpgrs
(S. K)

DES'YA NARAYANI, a janya riga
derived from the 6th mélakarta, Tanartpi :

Srgmpn;‘—sndnpmgrs (8. K.
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DEVABHARANAM

DES'YA NATAKURAN]JI, a janya raga
derived from the 55th méla, S'yamalangi:
srgmpdpns.—:vnpdpmgrs
(.S p.S)

DESYA REGUPTI,
Révagupti (see below).

DESYA REVAGUPTI, a janya raga
derived from the 15th méla, Mayamailavagaula:

same as Désya

srgrmpdn;—.sdndpmgs
(S.K)

DES'YA SANKIRNA LAGHU, a variety
of laghu consisting of a beat and 9 finger
counts | 10, This kind of laghu is also called
Varna laghu.

DES'YA SRI, a janya raga derived from
the 58th meéla, Hemavati :

srgmdnds——éndmgrs
(S.8. P.S)

DES'YA SUDDHA SAN KIRNA LAGHU,
a kind of laghu consisting of a beat and
15 finger counts | 16. This variety of laghu is
also called Karnataka laghu.

DES'YA SURATI, a janya raga derived
from the 6th melakarta, Tanarupi ;

smrgmpdn—pmgrsn (S .K)

DES'YA TODI, a janya raga derived
from the 8th méla, Hanumatodi :

sgmpdns—sndpmgrs

The phrase #d p Gm p m g r s occurs
as a vigésha sanchara.

This rdga is obtained when the
dhaivata svara of Kambhoji riga is
taken as the tonic note.

DEVABHARANADM, a janya raga derived
from the 49th meéla, Dhavalambari:

sgrgmdn.s:—.s:ndnpmgrs
(S.S.P.S.)



DEVADATTAM

DEVADATTAM, the conch of Arjuna,

DEVADUNDUBHI, the celestial drum
mentioned in the Ramayana. Vilmiki, tells
us that this drum roared on all auspicious
occasions.

DEVAGANDHARA, a riaga mentioned
under the class of Stryamsa ragas in Narada's
Sangita makaranda.

This raga also figures in the composi-
tions of Purandara Dasa (See the song
Paraku Bhimanendu. PartIV,P.19
of the Udipi edition of Purandara
Dasara Kirtanagalu—Published by
Pavanji Gurt Rao).

DEVA GANDHARI, a janya rdga derived
from the 29th mela, Dhira sankarabharana:

Srmpds:——.;'ndpmgrs

The phrases, pdns and mp D; nsR;
occur as visesha sanchiras. A
bhashanga raga. The foreign note
kaiviki nishida occurs in the phrase
pdndmpdp and Pdndp. The
notes of the Pythagorean scale+. e.
notes of frequencies 9/8, 81/64, 27/16
and 243/128 figure here. That is, besides
Shadja, Panchama (3/2), chatus'sruti
rishabha (9/8), suddha madhyama (4/3)
and chatussruti dhaivata (27/16), the
notes tivra antara gindhara or chyuta
madhyama gandhiara (81/64) and tivra
kakali nishida or chyuta shadja nishada
(243/128) figure in this riga. Devagin-
dhiri is an ancient raga. It is useful for
depicting the vira (heroic)
Tyagaraja has immortalised this raga
in his kriti, Xshira sagara sayana.

rasa.

DEVA GHOSHA PRIYA, a janya riga
derived from the 28th mela, Harikambhoji :

dnsSrgmpd—dpmgrsnd

This is a dhaivatantya raga.
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DEVAKOTI

DEVAGIRI, a janya riga derived from
the 51st méla, Kamavardhani ;

srmpds—sndpms rs
{P.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 arshana and
avarohana :

srmpds—sndpmgrgs

DEVAGIRI, the modern Daulatabad in
the northern part of the State of Hyderabad.
It was there that S'arngadéva, the author of
Sangita ratnakara lived and wrote his famous
lakshapa grantha, sometime between 1210 and
1247 AD.

DEVAGIRVANI, a janya raga- derived
from the 66th mela, Chitrambari .

sgrMps— —spmgrs

DEVAGUPTAM, a janya raga derived
from the 28th mela, Harikambhoji :
srgmpdn:c—édpmgs (P..S. Ms)

DEVAGUPTI, same as the raga Deva-
guptam (see above) (8. K)

DEVAKANTA, a janya raga derived from
the 58th melakarta, Hemavati :

sgmpdpns.—s'dpmrs (S.S.P.S)

DEVAKELI, a dasi raga mentioned for
the raginis of Vasanta raga, in the Brihad-
dharma purana.

DEVAKOT]I, a janya riga derived from
the 50th, méla, Namanarayaui.

srmgmpns—sdpmrgs

(S.S.P.S)



DEVAKRI

. DEVAKRI, a stri riga mentioned in
Niarada's Sangita makaranda. The Raga
vibodha of Somanétha also mentions this raga-

DEVAKRIYA, a janya raga derived from
the 22nd meéla, Kharaharapriya :

. sgrgmpdnds—sndpmgrgs

This is an updnga riga. Tyigardja's
Nati mata marachitivo is a wellknown
kriti in this raga.

The S. S. P. S. mentions another raga
of the same name and as a derivative
of the 20th méla, Nathabhairavi and
with the following Aardhapa and
avarohana:

srgmndn—pdmgrsy

In the Dikshitar school, the raga Suddha
siveri goes by the name Deévakriya.
The song Sri Guruguhatarayasumam
of Muthuswamy Dikshitar is given as
Dévakriya. It is set in Suddha saveri.

DEVAKRTI, one of the rigas mentioned
in the Sangita ratnikara under the heading
of Kriyanga ragas. The other two rigas
mentioned under this head are Rimakrti and
Gaudakrti. The Sangita sudha also mentions
this rdga under the class of Kriyanga tagas.

DEVAKURAN]JI, a janya riga derived
from the 27th meéla, Sarasangi:
srgmpdn.s:—-:vndmgrs (S.K)

. DEVA KUSUMAVALI, a janya riga
+ derived from the 6Qth melakarta, Nitimati :

smgmps.——s:npmgrs
(S.S.P.S)

DEVA KUTAM, a janya riga .derived
from the 25th mela, Mararanjani:

srgmpdn.s.'--:sdpm_rgrs
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DEVAMRITA VAHINI

DEVAL A, an upinga riga mentioned in
the Sangita rainakara. The Sangita sudha
mentions this as an upanga riaga.

DEVA MALAKA, a janya riaga derived
from the 43rd méla, Gavimbhodi :

sgmpn.s:—-ﬁnpdpmgrs_
(S.S.PS)

DEVA MALAV], a janya riga derived
from the 56th meéla. Shanmukhapriya :

srgmpdn—ndpmgrsay

This is the Nadanamaktiya raga pattern
of ardhana and avarshana but derived
from the Shanmukhapriya méla,

DEVAMANI, a janya raga derived from
the 33rd mela, Gangéyabhiishani :

srgpdns.—s"ndpgrs (S.S.P.S)
DEVA MANOHARI, a janya raga deriv-
ed frecm the 22nd meéla, Kharaharapriya :

srmpdns—sndnpmrs

Upanga raga; ri, ma and ni are the
jiva svaras. Can be sung at all times.
Kannatandri napai of Tyagarija is
a wellknown kriti in this raga.

DEVAMAYA RUPA OF A RAGA, a riga
has its dual (audio-visual) aspect. Nadamaya
réipa comprises its sound picture ¢.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 Dévata deity associated with it. The appear-
ance of the Dévata, the colour of the dress,
decoration, beauty, environments, mental state’
etc. contribute to the visual individuality of the
raga.

DEVAMRITA VAHINI, a janya raga
detived from the 64th mela, Vachaspati:

sgmpndns.—..sndnpmgrs
(S.5.P.S)



DEVAMRITA VARSHINI

DEVAMRITA VARSHINI, a janya raga
derived from the 22nd méla, Kharaharapriya:

srgmndns:—.;ndpmgrs

ma, dha and ni are the

sm gm and .;‘dnja

Upanga raga;

jiva svaras;
are vivésha prayogas. Can be sung
at all times. Tyagardja has immor-

talised this rdaga in the wellknown
kriti, Evarani nirnayinchirira. This
is the solitary composition in this riga.

DEVA MUKHARI, a janya raga derived
from the 22nd méla, Kharaharapriya :

srgmpdn.s:-—.s:ndmpmrgmrs
(S.K)

DEVAMUKHI, a janya riga derived from
the 28th meéla, Harikdmbhaji :
srgpd&—:vdpmgrs (S.K)

DEVA NAYAKI, a janya raga derived
from the 69th méla, Dhatuvardhani :

srgmdns'—s:ndmgrs

DEVARANJANI, a janya raga derived
from the 22nd méla, Kharaharapriya:
sgrmpdns.—.édpmgrs (S.K)

The S. S P.S. mentions another riga

of the same name asa derivative of

. the 28th méla and with the following
arochana and avaroharna ;

srgpd.;——:vdpmgrs

* DEVARAN]JI, a janya rdga derived from
the 15th melakarta ; Mayamalavagaula :

smpdn;——;ndpms

DEVARASHTRAM, a janya rdga derived
from the 69th mélakarta, Dhatu vardhani :

3rgmpn;——.:;ndpmgrs(P.S.Ms.)
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DHAIRYAMUKHI

DEVARA VARDHANI, a riga belonging
to Tamil music of the medieval period and
mentioned in the Sangita ratnakara.

DEVAR NAMA-S, the collective pame given
to the devotional songs of Purandara Disa,
Kanaka diasa and other illustrions Kannada
composers.

DEVA SALAGAM, a janya raga derived
from the 25th melakarta, Mararanjani:

Sgﬁdns-—.sndpmgrs

DEVAS'RAMAM, a janya rdaga derived
from the 53rd melakarta, Gamanas'rama:

srgmdns-—;ndmgrs (P. S. Ms)

This raga is the same as the raga, Hamsa-
nandi.

DEVATALI, one of the 16 perumpan 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
Dakshinamdrti Sastri. The compositions bearing
the signature ¢¢Garbhapuri” are the conjoint
productions of these two musicians, the former
supplying the dhidtu for the latter’s sahitya and
vice versa. He was a Telugn Brahmin of the
Muriginddu sect. He lived in Kardr in
Tiruchirapalli District of South India.

DHA, the name of the sixth note of the-
scale in Indian Music ; solfa pame for dhaivata.

DHAIRYAKARI, a janya raga mentioned
in C. B. N’s. Key to Hindu music.

DHAIRYAMUKHI, a janya raga derived
from the 9th mélakarta ; Dhénuka :

srgmpds—snpmprg



DHAIRYODARI

. DHAIRYODARI, a janya rdga derived
from the 20th melakarta, Nathabhairavi:

sgmpnt.—-.s:d'pmrgrs S. K

DHAIVATA, the sixth note of the scale in
Indian music.

" DHAIVATA BHUSHITA, a riga mentioned
in the Sangita sudha.

DHAIVATI, one of the seven s'uddha jatis,
belonging to the shadja grdma. This cor-
responds approximately to the nishada murch-
chand of Sankarabharana raga. It is one of the
Vikrta Panchama mélas.

DHAKKA, same as Takka raga (see under
Takka).

DHAKKA, a large or double-drum.

DHALIVARALI, the name of the 39th
méla in the asampirna meéla paddhati.

DHALU, one of the das'avidha (ten) gama-
kas ; (see under dav’a vidha gamakas).

DHAMA RANJANI, a janya raga derived
from the 15th meélakarta, Mayamalavagaula :

srmpnds—sdmpmrgs

DHAMAVATI, the name of the 59th mela-
karta in the asamp@ina méla paddhati.  Since
this rdga also takes a samplrna &rohapa and
avarohana, itisin effect the same as the meéla
raga, Dharmavati.

) DHANAKRIYA DHATU: a janya raga
derived from the 20th melakarta, Nathabhairavi :

srgmpdnd.;—édpmgrs (S. K.)

DHA NA (MELA), the svara mnemonics
signifying the first méla of a chakra in the scheme
of 72 mélakartas. The phrase dha-na signities
the notes, s'uddha dhaivata and s¥uddha nishada.
This is the Pa-type méla.,
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'is same as the tdla, Dhénkika.

DHANUPRIYA

DHA-NI (MELA), the svara mnemonics
signifying the second méla 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 Sri-type mela-

DHA-NU (MELA), the svara mnemonics
signifying the third méla of a chakra in the
scheme of 72 meélakartas. The phrase dha-nu
stands for the notes, suddha dhaivata and kakali
nishada. This is the Go-type méla.

DHANA PALINI, a janya riga derived
from the 16th mela, Chakravakam :

srgmpmps—;ndpmdmgrs(s.K.)

DHANASARI, a Desi riga mentioned in
the Chaturdandi prakasika.

DHANAS'I, same as the raga Dhanyasi.

DHANASI, same as the raga Dhanyasi.
The name Dhandsi, occurs in the songs of
Purandara Dasa. For example the riga of the
song, Gajavadana (Udipi edition of Purandara
Dasa's songs: Part I, P. 3).

DHANASRI, same as the raga Dhanyasi.
The name Dhanas'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 tila mentioned in the
Tamil work, Natanadi vadya ranjanam. This

- /
DHANNAGS'L, same as the riga Dhanyasi.

The name Dhannas'i occurs in the Sangita
ratnakara and Sangita makaranda.

DHANUPRIYA, a janya riga derived
from the 69th mela, Dhatuvardhani :

(S.8.P.S)

srgmns—snpdmgrs



DHANURVINA

DHANURVINA, an ancient stringed

instrument played with a bow.

DHANYAKRTI, one of the 12 kriyanga
ragas mentioned in ancient works.

DHANVI, stringed
with a bow.

DHANVIJA, the tone emanating from
stringed instruments of the bowed class.

instruments played

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

sgmpns—.;ndpmgrs

Upanga riga; ga and ni are jiva svaras;
these two notes are sung as long notes
and with kampita gamaka; p N sD p
is a vivésha 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 vlokas, 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 riga.

DHANYASIKA, the name of the raga
Dhanyasi, as found in the Raga vibddha of
Somanitha (1609 A.D.) The work mentions
this as an auspicious raga.

DHARA]JU, the raga mentioned for the
song of Purandara Dasa, Mul{u koneyali 'See
the Udipi edition, Part III, P. 13).

DHARANI MANOHARI, a janya raga
*derived from the 29th méla, Dhira sankara-
bharana :

srgmpnps——;na'npmgmrs

DHARANI PRIYA, a janya raga derived
from the 6th mela, TanarTpi:

(C.B.N)

srgdns—sndgrs
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DHARMINI

DHARA PALLAVAM, a janya raga
derived from the 65th méla, Méchakalyani :

srmgmpas—sndpmgmrgrs

*(P.S. Ms)

DHARBHAKULAM, same as the raga
Darbhakilam. (See under Darbhakidlam).

DHARMANI, a janya raga derived from
the 49th meéla, Dhavalambari :

srgmdn;—;ndmgrs (5.5.P.S)

DHARMA PRAKASINI, a janya riaga
derived from the 20th mela, Nathabhairavi:

strmpns—sdmgrs (S. K\

The S. S. P. S. mentions this raga as a
janya of the Kharaharapriya meéla,
which means that the dhaivata svara
is chatus's'ruti and not suddha.

DHARMASENA. the name given to
Appar (one of the three authors of the Teva-
ram) when he embraced Jainism.

DHARMAVATI, the name of the 59th
melakarta raga:

srgmpdns—sndpmgrs

Besides shadja and panchama, the notes
taken by this riga are: chatuysruti
rishabha, sadharana géndhiara, prati
madhyama, chatuysruti  dhaivata,
kakali nishada.

The kriti Détavu nivegaka in Telugu by’
Tiruvottiyur Tyagayyar
composition in this raga.

is a fine

DHARMINI, a janya raga derived from
the 51st méla, Kamavardhani :
srgmdns—s.npmdmgrs
(P.S. Ms.)



WIND

Stone Nagasvaram (p. 152)
(Azhvartirunagari Temple)

Ekkala randhra (p. 164)

INSTRUMENTS

PLAaTE X

Ekkﬁ_.lam Sculpture of a figure, playing the
(p. 135)  Ekkalam (Konarka), Orissa (13th cent.)

Flute (p. 138)

Sankha randhra (p. 164)



DHATAKUNDA

. DHATAKUNDA, a janya raga derived
from the 15th mela, Mayamédlavagaula :

srmgmndns'——..s'dpmrs

DHATA MANOHARI, a janya riga deriv-
ed from the 22nd méla, Kharaharapriya :

spmpdns'—:vnpmgrs (S.K)

DHATI MANJARI, ajanya raga derived
from the 28th méla, Harikambhoji :

(S. K.

srgmpds—s.npmrs

DHATRI, a junya raga derived from the
63rd meéla, Latingi :

srmpdns.—.;ndpmrs (S.8.P.5)

DHATTA TALA, one of the 120 Dési talas
mentioned in the Sangita ratnikara.

DHATU, the technical term signifying the
music of a composition as distinguished from the
term ' matu’ which signifies the sdhitya or the
libretto of the composition.

DHATU MANOHARI, a janya raga derived
from the 22nd méla, Kharaharapriya:

spmpdns.—s.npmgrs (S.S P.S)
(Same as the ragd, Dhata manohari).

DHATU PANCHAMAM, a janya raga
derived from the 69th méla, Dhatuvardhani :

srgmpnps'—sndpmrgmrs
(S.S.P. S.)

DHATU PRIYA, a janya raga derived from
the 63rd mela, Latgngi:

srpmpds“—s'ndpmgmrs
(S.S. P.S)

DHATUVARDHANI, the name of the 69th
mélakarta : )

srgmpdns—sndpmgrs
15
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DHAUTA PANCHAMAM

Besides Shadja and Panchama, the notes
taken by this raga are: Shats'ruti rishabha |
Antara gandbdra, Prati madhyama,
S'uddha dhaivata and Kikali nishada.

DHAULA, a large double-faced drum.

DHAULIKA, a janya raga deriyed from
the 1st mélakarta, Kanakangi :

srmpdn..s-—.sndpmgrs (5. K)

(This is the Kapinarayani raga pattern of
arohana and avarohana but derived from
the Kanakangi méla).

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

srmpdns-—s.ndnpgm'rs (S. K.

DHAUMYA RAGAM, a janya riga derived
from the 59th mélakarta, Dharmavati :

srgmpds'———s.ndpmgrs (G.L,)

(This is the Kambhaji raga pattern of
arohana and avarohana but derived from
the Dharmavati méla).

DHAUREYANI, a‘janya riga derived from
the 45th mela, S'ubhapantuvarali :

srgmns'——s.ndpmgrs (P. S. Ms.)

DHAUTA PANCHAMAM, the name of the
69th mela in the asampirDa méla paddhati:

srgmpdn.;——;ndpmr(;s
The following phrases: m p d Sl npn.él
snpmpldpmp|rgsestablish the

individuality of the raga.

Muthuswamy Dikshitar has composed a
kriti, Matangi Marakatangi in this raga.



DHAVALA

DHAVALA, (1) mentioned as a janya riga
belonging to the Srirdga méla, by Somanatha in
his Raga vibodha.

(2) A variety of prabandha of 4, 6 or 8
padas and is stng on auspicious
occasions like marriages.

Dhavala is one of the items of vocal music
sung during the performance of sarva
vadyam in temple rituals. (See under
Cheyytr P. 88).

DHAVALA HAMSI, a janya raga derived
from the 57th méla, Simhéndramadhyama :

simpds—sndpmgrs (G. L.

This is the Savéri raga pattern of archana
and avarchana and derived from the
Simhéndramadhyama mela.

DHAVALA KESARI, a janya riga derived
from the 8th méla, Hanumatodi :

srgmpdnS.-—.S.'npmgs (S. K\

DHAVALAMBARI, the name of the 49th

mélakarta :
srgmpdns—Sndpmgrs

Besides shadja and panchama, this méla
raga takes the notes, s'uddha rishabha,
antara gandhara, prati madhyama, sud-
dha dhaivata and ¥uddha nishada.

. DHAVALANGAM, the name of the 49th
méla, in the asampirna meéla paddhati:

srgmpdS—Sndpmgrs

* Muthuswamy Dikshitar has composed a
small kriti :n this riga beginning with

the words : Sringarads.

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

srgmpdps.—s'ndpmgrs {(S.K)

[114]

DHENUKA

The S. S P.S. mentions another riga
of the same name, asa janya of the
49th mela Dhavalambari and with the
following drohana and avarschanpa :

smgmpdnd.s:——s'ndpmg.rs

DHAVALA SARASIRUHAM, a janya
raga derived from the 44th meéla, Bhavapriya .

(G. L)

srgmdpns—sndmgrs

DHAVALA VAHINI, a janya riga deri-
ved from the 20th mela, Nathabhairavi:

srgpn;—:sndpmgrs (S. K.)
DHAVAL'l HAMSI, same as the riga
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 [818].
An avarta equals 5 méatras or 20 aksharakalas.
The structure of this tala corresponds to the
prosodial foot, ragana.

DHENUKA, the name of the 9th méla-
karta raga:

srgmpdns—sndpmgrs

" Besides shadja and panchama, this riga
takes the notes, suddha rishabha,
sadhirapa gaindhica, suddha madh-.
yama, suddha dhaivata and kakali
nishdda. Itis a sarva svara gamaka
varika rakti riga; ga and ni are the
jiva svaras. The individuality of the
raga is established by rendering the
ga long. Morning raga. A méla riga
which came to prominence through
Tyagaraja's kriti, Teliyaleru Rama.



DHI [115] DHISHANARATI

« DHI, (1) the second of the fundamental DHIRAKARI, a janya raga derived from
thythmical solfa syllable in the group—ta the 59th meéla, Dharmavati:

dhi tom nam. . .
srgmpdns—sdnpmgrs (G.L.)
(2) In the mnemonic nomenclature

for the svarasthanas in the DHIRA KUNTALI, a janya raga derived
octave, the syllable di: signifies from the 59th mélakarta, Dharmavati:
the note chatus's'ruti dhaivata . . .
(tirva dha or A). smpdns—sndpmgrs (G. L)

(3) In the mnemonic nomenclature DHIRAMATI, (1) a janya riga derived
for the 22 <rutis, the syllable from the 13th mela, Gayakapriya:
dhi signifies dvigruti dha (fre.
quency 8/5) in the series: dha,
dhi, dhu, dhe.

srmpdé—.‘sdmrgrs (S.K)

(2) a janya raga derived from the

DHIKARUNI, a janya raga derived from 27th mela, Dhira sankarabharana

the 52nd mela, Ramapriya: nggmpm'nds-—'snpds.pmgrs

srmrmgmdpndn.;—.;ndpmgrs (G.L.)

(S.5.P.5) DHIRA SANKARABHARANAM, the

. 4 f the 29th mél 'ta :
(This is a rare example of a riga with a fame ot the mélakarta

chatuss'vara vakra archana). srempd fzs.—-s.n dpmers

DHIMA TALA, a tala used in Hindus.
thani music. It is 4 4 4 4 with the sam on
the first-beat. Also called Adi tala in Hindus-
thani music..

Besides shadja and panchama, the notes
taken by this karta are: chatuseruti
rishabha, antara gandhira, suddha
madhyama, chatuss'ruti dhaivata and

DHI-NI (MEL A), the svara mnemonics kakali nishada.

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
kaiviki nishada. This is the Bhu-type méla.

DHIRASAVER!, a janya riaga derived
from the 69th mela, Dhatuvardhani :

srgmpdns——s'dpmgrs (G. L)

DHI-NU (MEL A), the svara mnemonics
signifying the fifth mela of a chakra in the
scheme of 72 mélakartas. The phrase dii-nu
signifies the notes, chatuss'ruti dhaivata and
. kikali nishdda. This the Ma-type méla,

DHIRA SVARTPL, a janya riga derived
from the 49th mela, Dhavalambari :

srgmpdns—sdndpmgs (G.L)

DHIRA, the name of the sankirna jati DHIRA SVARUPINI, same as the janya

Atatilh |9 |9 O O An avarta=22 ak. [38%, Dhira svartpi. (G.V.pP)

sharakilas. DHISHAN[\RAT[, a janya raga derived

DHIRA KALA, a janya raga derived from from the 15th mélakarta, Mayamalavagaula :

the 22nd meéla, Kharaharapriya : .
Srgmdns—sSndpdmrSndn?s

srgpnds'——-sndpmgrs (S. K. (S.8. P S)



DHIVAKRIYA

DHIVAKRIYA, a janya riaga derived from
the 49th mela, Dhava'ambari :

srmpds.——éndpmgrs (§.8.P.S)

DHOL, (DHOLU, Tel.; TAVIL, Tam).
This is the drum used to provide .rhythmic
accompaniment in Nagasvaram concerts in
South India. The loudness of this drum
matches aptly with the loud tone of the
nagasvaram.

The Niagasvaram band is intended for
out-door music. It is appropriately
called the Periya (big) metam. As
against this is the Chinna (small) metam
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 cver 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 irstrument up to the desired
pitch. The thickness of the wall of the
shell varies ‘rom 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 Adngers. 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 alsc 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, = riga mentioned in the
Hamsa vilgsa,
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DHRUVA GANAM

DHRUPAD, see under Dhruvapada. .

DHRUTARUPA, a janya riga derived
from the 34th mela, Vagadhisvari:
srgmpds—spmgmrgs

(8.5 p.S)

DHRUTI VARDHANI: a janya raga
derived from the 29th mela, Dhira ¢ankara-
bharana :

sgmpd;—s.ndpmrgrs {(S.K)

DHRUVA (TALA), the name of the first
of the stuladi 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'dsira
and used in dramas.

Dhruvas were classified into :
Pravesiki, Kshepaki, Prasadaki, Anta-
radhruvd and Naishkramika dhruva.

The ancient raga, Gandharodlchyava was
used in Dhruva gianam.

DHRUVA, the introductory sectionof a
song corresponding to the Pallavi and repeat-
ed asa 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 medizval 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 sasabda kriya and consisted in cauteri-
zation or snapping of fingers with sound.

DHRUVA GANAM, Music or the Recital
of the Dhruvas or the songs used in the
dramas of ancient times,



DHRUVAKA

. DHRUVAKA, one of the eight Désya
Kriyashtakas or 8 modes of reckoning tila
angas according to the dés'i system. Dhruvaka
consists in cauterization or snapping of fingers
without producing sound. This was a nis-
sabda kriya.

DHRUVPADA (DHRUPAD), a form of
song in Hindusthani music. It is sung in slow
tempo and has the sections: Astai, Antard,
Sanchari and Abhog. Raja Man Singh of
Gwalior (1486 — 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. Ina gita set in
Dhruva riipaka tala, there are two drutas and
two laghus at the start and these are followed
by the normal ripaka tala dvartas 7. e. dru-
tam, laghu, dratam, 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 Nita rdga isa good
example.

DHRUVA VINA, the experimental vina
used in the Dhruva viga—chala viga ex-
periment for demonstrating the 22 ¢rutis and
wherein the pitch of the strings was kept cons-
tant. It was also called Achala viza. The oppo-
site of this was the chala vig@ 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 sfages was the interval of a
chatus's'ruti, 9/8 or 204 cents.

DHUDI MALLAR, a raga of Hindusthani
(C.B.N.)

music.
DHUMALA. a janya raga derived from the
42nd méla, Raghupriya :

srgmdn—pmrgrs (S.5.P.S)
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DHVAJONNATAM

DHOUN, a popular song of Hindusthani
music.

DHUNA, the riaga of the song Anjani
Kumara of Tulasi dasa (T. P. K's Bhagavad
Bhajana Paddhati P. 50).

DHUNI BHINNASHADJAM, the name
of the 9th mela in the asampirgfa méla
paddhati.

DHU-NU (MELA), the svara mnemonics
signifying the sixth méla 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 méla.

DHURJATI PRIYA, a janya raga deri-
ved from the 30th mela, Naganandini:

srmpdns.—s.ndpmrs (S.S. P.S)

DHURVANKI, a janya rdga derived from
the 29th méla, Dhira svankarabharana :

srmpds—snpdpmegrs (G. L)

DHUSARAVARNI, a janya riga derived
from the 19th méla, Jhankaradhvani:

srpdn.é——'sndprs (S.8. P S)
DHUTI RAGA, a class of rigas mention-
ed in some works. This denotes a messenger
{lady) raga. This belongs to the Riga-Ragini
parivara system of Raga classification.

DHVAJAKRIYA, a janya raga derived
from the 27th mela, Sarasangi:

srgmps—énpmgmrgrs (8. K.

DHVAJONNATAM, a janya raga derived
from the 29th mela, Dhira sankarabharana:

srgmdns'——ipmgrs

(P.S. Ms. and S. K\)



DHVANI

DHVAN!I, literally sound. In the Datt:-
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 ridga
derived from the 29th mela, Dhira sankara-
bharana .

(P.S. M;)

srgmdns—sndmgrs

DIATONIC 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 glice.
This is a grace involved in gliding down frem
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, wullasita.

DIGVIJAYAM, one of the 124 tilas
mentioned in the Telugu work, Raga tcla
Chintamani (17th cent.)

DIK. literally direction; same as Dis'i.
The word ‘Dik’ is used in Bhiita sankhya to
denote number ten. In the work Svararnavam,
the word signifies the tenth svarasthana cor-
responding to chatags'ruti dhaivata, in the
gamut of 12 notes.

DIKSHANGI, a janya raga derived from
the 46th mela, Shadvidhamargini :

srsmpdné—'sndpmgsrs
(8.8 PS)

DILIPAKAM, a janya riga derived from
the 22nd mela, Kharaharapriya :

srgrmpndnpdns —sndpmgrs

One of the ragas which we owe to
Tyagaraja- His ‘‘ Rama niyeda” in
this riga is a wellknown classical

piece. This raga takes a trisvara

vakra arphana.
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DIPAHASTA

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
1% 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 steel.

DINADYUTI, a janya raga derived from
the 20th mélakarta, Nathabhairavi :

srgmpn.é——.;'ndpmgmrgs (S. K.

DINAKARAKANTI, a janya riaga deri-
ved from the 27th meélakarta, Sarasangi :

smgmps'-——s.ndpmgs

DINDI, a Mahratti musical form sung in
Kathi kalakshépams.

DINDI, a kind of musical instrument.

DINDIMA a small drum. It is men-
tioned in the Ramayvana. It is a variety of
parai.

DINDIRA, a kind of musical instrument.

DIPADAI, (Tam.) same as Dvipada (see
under Dvipada). The Rama natakam of
Arunichala Kaviridyar 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)-



DIPAKA

. DIPAKA, one of the classical 108 talas,
having the following angas; two drutas, two
laghus and two gurus O O || 8 8 (7 matras
for an avarta).

DIPAKA, one of the six primary ragas
mentioned in the Brihaddharma purana. Men=
tioned also in the Sangita ratngkara and
other ancient works. The Sangita sudha
mentions it as one of the 21 Ragangas.

DIPAKAM, a janya riaga derived from
the 51st mélakarta, Kamavardhani :

sgmpdps'—.;ndnpmgrs (8. K)

One of the few ubhaya vakra ragas.
Tyagaraja's ' Kalala nerchina” isa
wellknown kriti in this raga.

DIPA 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.

DIPA RAGA, a raga mentioned in
Parsvadéva's Sangita samaya sara.

DIPARAM, a janya riga derived from the
10th melakarta, Natakapriya :

srgmpdn;'—indnpmgrs

DIPAVAKTRA, mentioned in the Bri-
+ haddharma purana as one of the dasi ragas of
Dipaka, a primary, riga.

DIPAVARNA, mentioned in the Brihad-
dharma purana, as one of the dasi ragas of
Dipaka, a primary raga.

DIPIKA, a riga mentioned in the Chatnr-
dandi Prakasika; same as Dipakam.
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DIRGHAMANGALI

DIPIKA VASANTAM, a janya raga
derived from the 20th mélakarta, Natha-
bhairavi.

sgmpdpns‘-—s'dpmrs (S.K)

DIPINI JATI PRABANDHA, the pra-
bandha composition which had four of the six

angas of the form, prabandha (s€e under
prabandha).

DIPTA, one of the five jatis—(characteris-
tics) mentioned for the 22 s'rutis by Sarnga-
déva. 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 sruti in Néirada's nomenclature for
the 22 s'rutis (see also under Sruti nomen-
clature).

DIRA, the name of the first Madhyama
sruti in Narada's nomenclature for the 22
srutis (see also under S'ruti nomenclature).

DIRADAM, one of the derivatives of
the Palaiyal, a major pan of Tamil music.

DIRGHA, 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.

DIRGHADARS'I, a janya riaga derived,
from the 65th melakarta, Méchakalyani :

srmpdnds—sndpmgms
(P.S. Ms.)

DIRGHAKA, same as the riga Dirghika
(see under Dirghika).

DIRGHAMANGALI, a janya raga deriv-
ed from the 47th mélakarta, Suvarnangi:

Srmpd.;'-—:?dpmgrs (P.S. Ms)



DIRGHANANDINI

DIRGHANANDINI, a janya riga derived
from the 40th mela, Navanitam :
pdnsgmrmpn—dpmgrsndp
($.8.P.S)

DIRGHA TARANGINI, a janya raga deri-
ved from the 20th méla, Nathabhairavi :

sgmdns‘-—.g'ndpmgmrgrs (S. K.)

DIRGHIKA, a janya riga derived from
the 7th méla, Sénavati :

srgdné—'sndgrs (S.S.P.S)

DIS'I, deuotes the number ten in musical
mnemonics (Bhiita sankhya). The tenth chakra
in the scheme of 72 mélakartas aud comprising
mélas 55—60 bears the name Dis'i.

Disri-bhit, signifies the fourth méla in the
X chakra—58.

Disi-go, signiies the third méla in the
X chakra—57.

Dis'i-ma, signifies the fifth mela in the
X chakra—59.

Dis'i-pa, signifies the first méla in the
X chakra—>55.

Dis'i-sha, signifies the sixth meéla in the
X chakra—6v.

Disi-gri, sign:hes the second méla 1n the
X chakra—>56.

DITON ¥, an interval comprising two major
«tones—9/8 X 9/8=81/64. Thisis called the
Chyuta madhyama gandhara and is the Pytha-
gorean Major third.

DIVIKAMANTINI, a janya riga derived
from the 20th mela, Nathabhairavi :

sgrgmpdps--—s.ndpmrs (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.
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DIVYALAGHU

DIVVIYA VARATI, one of the derivatives
of the Kurinji ydzh. Divviya vardfi is one of
the 103 pans referred to in the Pingalandai.

DIVYA BAULIL, a janya raga derived
from the 15th mélakarta; Mayamalavagaula :

srgpn.;'—:cdpmgrgs (S.K\)

DIVYABHARANAM, a janya raga derived

from the 2ist mela, Kiravani :

(G.V.P)

DIVYA GANDHARAM, a janya riga
derived from the 18th méla, Hatakambari :

srgmpns—snpmgrs

smrpdns—sdnpmgsrs

(G. V.P)

DIVYA GANDHARI, a janya riga deri-
ved from the 20th méla, Nathabhairavi:

sgmpdns'—sr;pmgs
(S. K. and G. L)
The G. V. P. mentions another raga of the

same name under this méla and with the
following arohana and avarochana :

sgrmpds.—-sdndpmgrgs

DIVYA GANDHI, a janya raga derived
from the 27th méla, Sarasangi:

srmdngps—sndpmgrs (5. K)

(This is the rdga parallel to the ridga,
Kathana kut@halam but derived from the
27th mela).

DIVYA KUNTALA, a janya raga derived
from the 48th méla, Divyamani:

srgmpdé—fsndpmgrs
(8.8. P.S)

(This is the riga corresponding to Kam-
bhsji but derived from the 48th mela).

DI¥YALAGHU, the pame of the Divya
sankirRa jati laghu; consists of a beat and five
finger-counts. Duration six akshara kalas.
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DIVYAMATI

« DIVYAMATI, a janya riga derived from
the 40th melakarta, Navanitam:

srgmpdpns.—-sndpmgrs
. (P. S. Ms.)

DIVYAMBARI, a janya raga derived
from the 27th melakarta, Sarasingi :

spmpdns'——s.pndpmgrs (S. X))

(The S.S. P.S. mentions another raga
of the same name under the 40th méla
and with the following arshana and
avarphana:

sgrgmpdpn.s"—.s:ndpmgrs

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 Divyangma kirtana is intended
for congregational singing. Its music
is very simple. It consists of a pallavi
and a number of charanas. The
charanas are sung to the same dhatu.
Sometimes the pallavi is also couched in
the same tune as that of the charana.
Sri Rama Jaya Rama (Yadukulakdam-

bhaji raga - Jhampa tila) of Tyagaraja is.

a good example. Such compositions
wherein the pallavi and the charanas are
sung to the same dhétu are called
Ekadhatu Divyanama kirtanas. Com-
positions like Pahi Ramachandra of
Tyagardja (Sankarabbarana riga - Adi
tala) wherein the dhétu of the charana is
different from that of the pallavi are
called Dvidhatu Divyanama kirtanas.
In the Ekadhatu Divyanama kirtanas, the
charanas are sung continuously without
repeating the pallavi at the conclusion of
each charana. But in the Dvidhitu
Divyanama kirtanas, the palladi is sung
at the end of each charana. Tyigarija
16
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DIVYA SANKIRNA LAGHU

composed many Divyandma 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 pradakshinam
(i.e. circomambulation or marching slowly
round and round) of the sacved lamp
brought and kept in the centre of the
hall for the purpose.

DIVYANAMA SANKIRTANAM, 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 mélakarta, Sarasangi :

srgmspmdns—sndpmgrs

(8. K)

DIVYA PRABANDHAM, the name given
to the collection of 4000 stanzas, composed by
the 12 Vaishnava Saints :

Poygaiyazhvar, Butattizhvar,

Péyazhvir, Tirumazhisaiyazhvar,

Nammazhvar, Kulasékhardzhvar,

Periyazhvar, Tondaradippodidzhvar,
Tiruppanazhvar, Tirumangaiyazhvar,e

Andal 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 jatis.



DIVYASENA

DIVYASENA, a janya riga derived from
the 58th melakarta, Hémavati :

srgm dns—-s-ndmgrmgs
p (P.S. Ms)

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

DIVYA TARANGINI, a janya
derived from the 17th melakarta,
kantam :

riga
Surya-

(S.K)

DIVYA TORANI, a janya raga derived
from the 61st melakarta, Kantamani :

(5.5. P 85)

srgmps.—a"ndpmgrs

srgpd:s——sndmgrs

DOHARA, a kind of song of Mahratti
origin and sung in Kathid Kalakshépams by
Bhagavatars.

DOHYA, a raga mentioned under the
group of Takka bhashds in the Sangita
ratnakara.

DOKA, a janya raga derived from the
1st melakarta, Kanakangt:

sgpdns.——.sudpgs (S.S. P.S.)

(This is the Valaji raga pattern under tais
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 Dglaks, 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

(1221

DOMBULT

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 Puda-
kkottai was an eminent performer on
this instrument and his Faran strokes
drew the admiration of eminent con-

temporaries of his, like Mridangam
Narayapaswami 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 Ekadasi and other
important days. Dolotsavam begins at the
conclusion of the Divyanama sankirtanam.
Nalangu, Padyam, Lali, Unjal 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 samaya sara of Piarsvadeva. Itis
an audava riga with panchama and rishabha
svaras deleted.

DOMBAKRITI, a riga mentioned in the
Sangita ratnakara.

DOMBAKRIYA, one of the twenty bha-
shanga rdgas mentioned in the Sangita sudha.

DOMBULI, a raga’of the pullinga (mascu-
line) type and mentioned in Nirada's Sangita
makaranda, '

DOMBULI. one of the classical 108
talas. It takes two laghus and an anudrutam
| | ~r An avarta equals 9 akshara-
kilas or.2% matras. In some works, the
constituent angas of this tala are ‘given
as | | |



DOMKA (DHOMKA)

. DOMKA (DHOMKA), a janya riga deri-
ved from the 13th mela, Gayakapriya:

sgpdns:—.s:ndpgs

(This is the Valaji raga pattern under this
meéla.)

. DOSHARAHITA RAGA, a riga totally
free from any dosha or defect. Such rigas can
be sung on all auspicious occasions. Ragas
like Mohana, Madhyamavati and Saurashtra
are dosharahita rigas.

DOSHARAHITA SVARUPINI, a janya
rdga derived from the 63rd melakarta, Latingi:

pmpdnsg—rsndpmp
(§. 8. P.S)

DO-TARA, a two-stringed drone used
in North India. The two strings are
tuned to the same note z.e. the tonic note
or the adhdra shadja of the performer. The
instrument has a gourd resonator and from
it runs the dandi 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;
blown simultaneously, these pipes
give notes of the same pitch. Tiru-
chinnam- is a good example.

when

(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.
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DRAKSHA RASA

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 gnd Dby
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 : tx and ku alternately.

DOXOLOGY, a hymn consisting of praises
to God. The Divyanama kirtanas
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 driksha 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 riga 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.

are

Compositions which require an effort to
understand and which have to be studied

’
K



DRAVATI

and heard over and over again
before their intrifisic merits can be
appreciated come under the heading
Nalikera 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 exampie of
nglikera 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 chandramsa ragas
mentioned in Narada’'s Sangita makaranda.

DRAVIDA BHASHA, a riaga mentioned
in the Sangita ratrakara.

DRAVIDA GANA SARVA BHAUMA, a
title associated with Annayarya of Tirupati,
one of the Tallapaikam composers. The :itle
means ' Chakravarti or Emperor in Scouth
Indian music.”

DRAVIDA GAUDA, a riga mentioned in
the Sangita Samava Sara under the heading,
upanga sampurnas.

This possibly referred to the Mayamalava-
gaula raga. This riga is referred to
in the Sangiia ratnakara and Sangita
sudha also.

DRAVIDA GURJARI, a raga referred to
in the Sangita samaya sira, under the head-
ing of updnga samgurnas.

i1

24 1 DRONE
This raga is referred to in the Sangsta
ratndkara also.

DRAVIDA PADAM, a padam in Tamil.

DRAVIDA S1S'U, the name by which
S'ankara refers to Tirujnana Sambandar (the
author of the Tevaram) in his Saundarya
Lahari, S1. 75. :

DRAVIDA VARALI, a riga referred to in
the Sangita samaya sara under the heading of
upanga sampurpas.

DRAVIDI, a riga 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 suddha mela
of this musical system was the modern
Harikambhoji raga. The ancient
were familiar with many scales, primary rigas
and secondary rigas. 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. Kaikkiiai, Uzai, I,
Vijari and Taram. The Yazh (harp) was their
principal concert instrument. The flute
(&) and drum (@r49) 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 ali
that was best in ancient Tamil music.

Tamils

DR/-&VIDI BHASHA, a raga referred to
in the Sangita ratnikara.

DRIS'YA GANAM, sight singing i.e- sing-
ing from sight musical passages given
notation.

in °

DRISYA GANA PARIKSHA, a test in
sight singing.

DRONE, a musical instrument used for
providing the sruti or key-note. In an Indian
concert it is kept sounding throughout the
performance. Instead of resulting in mono-



DRONE

tony, the drone music provides a most pleasing
background and greatly enriches the effect.

Drones are of two kinds : monophonous
and polyphonous. The Ektar and Ottu which
give only single notes are instances of mono-
phonous drones. A sruti box giving three

nqtes § p 5 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 saranpis), 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 simul-
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
sruti box ensures that the tambura is
tuned to the pitch required by the per-
former. Hindusthani musicians generally
have two tamburas for their concerts.
Oue tambura is tuned in the normal man-
ner ¢.e. mandra panchama, two middle
octave shadjas and mandra shadja. In the
other, while the sdranis and the manda-
ram are tuned as before, the panchama
string is tuned to the kakali nishada.
Since the kakali nishdda is the ffth 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,
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DRUM

called the Shadja #ruti tambura was
tuned to the usval notes: p s s s

i.e. 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 sthdyi panchamg, 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 i

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 aund the
effect was fascinating. The second tam-
bura when played separately became a
madhyama sruti 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.

Shatkdla Govinda Mardar (19th cent.), a
famous singer of Travancore used a seven
stringed tambura. It had two Pancha-
mas, two Saranis, two Anusdranis and a
Mandaram.

DRUHINA PRIYA, a janya raga derived
from the 18th méla, Hatakdmbari :

srpdns—sndprs (§.5.P.8)

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. [f 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.



DRUMMER

.. The drum-head is either struck with a stick
(straight or curved) or grazed with a stick
or played with the fingers,

In the Idakka; 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 Idakka
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
third 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 aksharakilas; it is reckoned with
a ghita (beat) and a visarjitam (waving of the
*hand) ; its symbol is O

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

DRUTASEKHARAM, one of the shada-
sdngas or 16 angas used in reckoning musical

time ; the duration of this anga is 3 akshara
kalas; its symbol is 8
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DRUTASEKHARA MERU, one of the
14 varieties of tala prastara.

DRUTA VARDHANAM, a janya rédga
derived from the 29th meéla, Dhiras vankara-
bharana :

sgmpds—sndpmrgrs

(P. S. Ms)

DRUTA VIRAMAM, same as Drutasékha-
ram ; see under Drutasékharam.

DRUTI, a janya raga derived from the
65th méla, Méchakalyani :

srgpmdnpdp.s:——éndpmrgmgs
(P. 8. Ms.)

DRUTI, the grace inherent in rapid play of
musical passages (Somanatha’s Raga vibodha).

DRUVA KIRNAVAM, a janya raga deri-
ved from the 43rd mela, Gavam bhodhi :

srmpundns—sndpmgrgs

(.S p.S)

DRUVANA PRIYA, same as the raga
Druhinapriya {see under Druhinapriya).

DRUVA RUPAKAM, a kind of time-
measure met with only in gita compositions.
The composition is set ostensibly in rTpaka tala
(chaturasra jati), but at the commencement and
the commencement of subsequent sections, if the
gita has more than one khandika, there are two
drutas and two laghus followed by the normal
rpaka tala dvartas. The gita Areygnaka in '
Néata ragais 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 adhdra shadja or
key-note.
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« DUKKA GHANTARAM, a variety of
Ghanta rdga wherein the feeling of sorrow
predominates. This riga is used in Kathakali
plays.

DUKKA RAGAM, one of the derivatives
of the ancient Tamil mode, Palaiyazh.

'DUKKA RAGAM, a raga ofa mournful
character and used in Kathakali plays. Abhiri,
Varali and Punndgavardli 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 was a
dulcimer.

DUNDUBHI, a large conical drum. I[ts
shell was made from the wood of the mango
tree; it.gave a powerful and terrific sound
when played with a strong kona (bent stick).

DUNDUBHI, same as the rAga Dundubht
priva (see below).

DUNDUBHIPRIYA, a janya raga deri-
ved from the 48th méla, Divyamani:

srgmpdns—snpmgrs (G.L.)
Lilagznu jiche of Tyigardja is a wellknown
kriti in this rdaga.

of the

DUNDUBHYAGHATA, beater

drum, Dundubhi.

DURAISAM [ AYYAR Manattattai, (1865-
'1926) the distinguished singer, was the son of
Manattattai Vaidyanatha Ayyar, a brilliant
Gayaka of the 19th century., This Vaidyanatha
Ayyar was a disciple of Nangavaram Nilakant-
ayyar, who wasa direct disciple of the great
composer, Tyagardja. DuraisAmi Ayyar lost
his father when he was barely two years' of age.
He was brought up by his pateinal uncle Mana.
ttattai Ramaswami Ayyar, who was also a
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sangita vidv@n. Under his uncle’s tutelage, he
made good progressin music. Later he sang
in concerts along with his uncle.

Manattattai Duraisami Avyar was a tall,
fair skinned and stout person. He had a
bass voice. His vocal concerts were
characterised by deep scholarship and his
manddharma was of a high order. He had
a gift for the rendering of S&veri 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 Séshayyar, a distinguished
composer. Duraisimi Ayyar learnt many
of Séshayyar’s compositions and sang
them in a remarkable manner. He
earned the love, esteem and affection of
Pallavi S'éshayyar and the latter taught
him not only his own compositions but
also the higher aspects of the science of
music. Duoraisami Ayyar was a close
friend of Tiruvottiyur Tyagayyar, the son
of Vinad Kuppayyar and sang in the music
festivals conducted by him in his resi-
dence at 89, Ramaswamy Street, George
Town, Madras. Duraisdmi 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 of 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 Tyagardja 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 Subrahmayya. His father was Surya-
nardyana and his mother Venkafaséshi. His
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maternal grand-father was Nayam Venkata-
subbayyar. Duraisdmi Ayyar placed his two
sons, Govinda ¢ivan and Sabhdpati under the
tutelage of Tydgaraja. Govinda ¢ivan died
without issue. Sabhapati’s son was Sambas'iva
Ayyar (1837-1893). He provided Violin accom-
paniment to Maha Vaidyanatha Ayyar. Samba-
siva Ay¥ar’s son was Vidvan Sabhésa Ayyar
(1872-1948), the first Principal of the Rajah
Annpamalai Music College, Chidambaram.
Pallavi Duraishmi Ayyar was borrt in
Tiruvaiyarn in Tanjore District. He
lived only for 34 years of age. He
enjoyed the patronage of Mahardjah
Sarabhoiji of Tanjore. He wasappointed
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 pictare. 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 Natardja and S'iva-
kamasundari worshipped by him are still
in his family. His Adina ma Harudu in
Pharaz rdga is a wellknown composition.
He once sprang a surprise on FEobbili
Kesavayya by his deft handling of the
Pallavi: Chetlunatarayi modi in Paatuva-
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 Bhagavatar. Appu Bhiagavatar, was a dis-
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ciple of Paramés'wara Bhagavatar, the illustrious
singer who adorned the court of Swati
Tirundl Maharajah of Travancore. Appu
Bhagavatar later settled down in Cochin and
became a palace musician. Duraisimi "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 arich,
melodious and attractive voice and was an adept
in singing pallavis. His younger brother
Krishpayyar was a good violinist.

DURAISAMIK KAVIRAYAR, a composer
of Tamil kirtanas on Lord Pazhaniandavar (Sub.
rahmanya). He signed his compositions with
his own name. *‘ Innum paramugamens” in
Bégada raga—Rupaka tala is a wellknown
kirtana of his.

DURBALA SVARA, literally a weak note.
In some rédgas, 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 riga is a good
example of a durbala svara.

DURDHA KHYAYAM, a janya raga deri-
ved from the 28th meéla, Harikambhoii :

srmpds.——.;npmrgmrs
(S.S.P.S)

DURGA, the raga corresponding to Suddha
saveri in the music of North India. It isa janya
of the Sankarabharana méla or Bilaval that:

srmpa’s.—s'dpmrs

DURITA NIVARINI, a janya raga derived
from the 28th méla, Harikambhoii :

sgrgmpmds.—s.ndpmgrgs
DURUVA TALAM, one of the nava tatas

or nine tilas mentioned in the Tamil work
Bharata sastiram, ’

#
5



PLATE XII

Ashtabhuja Krishna Nataraja with the Daméru in his hand Kankalanathamgrti, playing the Dakki
(p. 150) (p. 96) (p. 160)
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* DURVAHI, a janya raga derived from
the 29th mela, Dhira vankarabharana:

srmpds:—-.s.'npdpmgrs (S. K.

DUSHKARA, the name of the Khanda jati
Triputa tala: |5 O O An avarta is equal to
9 aksharakalas.

DVADAS'A CHAKRAS, the twelve chakras
or sections into which the scheme of 72 méla-
kartas is divided. [Each chakra comprises
six melas. The namesof the 12 chakras are:
Indu, Netra, Agni, Veda, Bana, Rutu, Rishi,
Vasu, Brahma, Dis'i, Rudra and Aditya.

DVADAS'A MUDRA-S, the 12 kinds of
mudras figuring in musical compositions. Mud-
rasare names introduced into the sdhitya of a
musical composition to signify facts like its
composer, riga, 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) Vaggeyakara mudra, the ankitam or the
signature of a composer. This is of
two kinds:

(a) Svangma mudra, wherein the com-
poser’s own name figures as the
signature ; as in the instances of
Tyagaraja, Jayadéva and Nardyana
Tirtha ;

(b) Itara nama mudra, wherein the com.
poser has resorted to another name
for the purpose, as in the instances of
Muthuswamy Dikshitar (Guruguha),
Subbardya Sastri (Kumara) and
Patnam  Subrahmanya  Ayyar
(Venkates a)

(2) Raga mudra, the name of the rdga
of the composition or a section of it.
This is seen in lakshanpa gitas and
ragamalikas.
17
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(3) Tata mudra, the name of the tala. This
is seen in talamilikas and raga tala
malikas.

() Acharya mudra, the name of the pre-
ceptor of the composer:

(8) Raja mudra, the name of theepatron of
the composer. Thisis seen in some
padas, varpas and tillanas.

(6) Prabandha mudra, the name of the type
of the musical form like kriti, padam,
ragamalika, tillana, etc.

(7) Nayaka mudra, the name of the nayaka
to whom the composition is addressed.
This nsually occurs in padas.

(8) Sthala mudra or Kshstra mudra, the
name of the shrine in praise of which
the song is composed. This is seen
in the Tevaram, Tiruppugazh and
Kshetra kritis.

(9) Vamsa mudra, the name of the vamsa,
kula, gotra, sttra, 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) Lakshaya grantha mudra, the name of*

the significant lakshana grantha mas-
tered by the composer.

(12) Itara mudra.s, under this heading come
the miscellaneous mudras like the
chhandas mudra, samvatsara mudra,

bhakti mudra (9 kinds of bhakti or devo-
tion), chakra mudra (as in the Navg-
varaya kirtanas) etc.

DVADAS'A SVARASTHANA - S,
twelve svarasth&nas in an octave.

the
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DVAITA CHINTAMANI, a janya riga
derived from the 28th méla, Harikambhaii :

sgmdns.—-s.npdmgrs (S.K)

DVAITANANDI, a janya rdga derived
from the 28th méla, Harikdmbhoii :

(S.K)

srgmps—sndnpmrs

DVAITA PARIPURNI, ajanya riga deri-
ved from the 28th méla, Harikambh 5ii:

srgmpdN—dpmrmgs (S. K)
DVANDVA TALA, one of the 120 Dési
talas mentioned in the Sangita ratnakara.

DVANDVOTPALA, a janya riga derived
from the 28th mela, Harikdmbhoii :

sgmpn.s:—.;'npdpmgrs (S.K.)

DVAVIMSATI SRUTIS, the twenty-two
s'rutis of the gamut of Indian music. The names
of the 22 srutis as given by Bharata and
S'érngadéva are i—

Tivra, Kumudvati, Manda, Chhandovati,
Dayavati, Ranjani, Ratikaz,

Raudri, Krodha,

Vajrik&, Prasarini, Priti,
Kshiti, Raktd, Sandipini,
Madanti, Rohini, Ramyg,
Ugra and Kshobhiyi,

Marjans,
Alapim,

The italicised names herein are the niyata s-rutis
‘ of the seven nctes and these are the
notes of the ancient scale, Shadja grama.

The modern names for the 22 srutis and
¢heir frequencies are as follows:

Shadja 1

Ekasruti rishabha 256/243

Dvisruti rishabbha 16/15

Tris'ruti rishabha 10/9

Chatug's'ruti rishabha 9/8

Komala sidharana gandhara  82/27
6/5

Sadharana gandhara
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Antara gandhira 5/4 :
Tivra antara gandhdra 81/64
S'uddha madhyama 4/8

aN/20
45/32

Tivra suddha madhyama
Prati madhyama
Tivra prati madhyama or

Chyuta panchama 84/45 or 729/512

Panchama 8/2
Ekasruti dhaivata 128/81
Dvigruti dhaivata 8/5
Trigruti dhaivata 5/3
Chatus's'ruti dhaivata 27/16
Komala kais'iki nishada 16/9
Kaisiki nishdada 9/5
Kakali nishada 15/8
Tivra kdkali nishada or

Chyuta shadja 243/128

DVAYANUGAM, refers to a musical
instrument which was used asan accompaniment
to both vocal music and dance.

From the point of view of their use,
musical instruments have been classified
by Sarngadéva in his Sangita ratna
kara into :—

(1) Sushkam, when the instrcument was
played solo (Ex. vina).

(2) Gitgnugam, when it was used as an
accompaniment to vocal music. (Ex.
the Yazh).

(8) Nrittgnugam, when it was
an accompaniment
flute).

wsed as
to dance. (Ex.

(4) Dvaygnugam, when it was used as an
accompaniment to both vocal music
and dance. (Ex. mridangam).

Adiyarkkunalldr in his commentary on
the Silappadikzram, refers to this classifi-
cation, but mentions ubhayanugam instead
of dvayanugam, which however, means
the same thing.
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. DVI-ANYASVARA BHASHANGA RAGA,
a bhashanga raga taking two anya svaras or
foreign notes. Hindusthani Behdg raga is a
good example. This riga is a janya of the 29th
mélakarti, Dhira sankarabharana and takes the
foreign notes, prati madhyama aud kais'iki
nishada.

DVIDHATU PRABANDHA, a musical
composition which had the two sections,
Udgraha and Dhruva. Jayadéva’s Ashtapadi
hymns are examples of dvidhitu 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
méla, Harikambhoji

srmgmpds'-—sndpmgrgs

This is a bhashdnga raga taking the anya
svara, sadharana gandhara. This note
occurs in the phrases rm G Rgr 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
gandhdra sometimes occurs as sadha-
rana and sometimes as antara.
This is a dés’ya riga and can be sung
at all times. It corresponds to the riga
Jayjayvanti of Hindusthani music.

Cheta Sri Bglakrishyam bhajarg of Muthu-
swamy Dikshitar is a classical kriti in
this raga.

DVIKAL A, a case wherein thete are two
kalas or minor units for each count or kriya
of the tala (see under tala dasa pranas).

DVISRUTI INTERVAL

DVIKHANDA GITA, a gita with two
khandikas or sections; the gita, Kamala jadaia
(Kalyéniraga) is a good example.

DVIMUDRAKARA, a composer who has
resorted to two kinds of mudras in his composi-
tions. Bhadrachala Ramadds sometimes uses
the ankitam, Ramadasa and at otheg times the
signature Bhadrasaila or its synonyms. Gopila-
krishna Bharati uses the signatures, Gopala-
krishna and the shortened form, Balakris na.

DVIMUDRA PRABANDHA, a musical
composition containing any two of the dvadasa
mudras. The Nityakalyani Ragamglika for
instance, contains the Vaggeyakaramudra and
the Raga mudra,

DVIMUKHAPRIYA, a janya riga derived
from the 65th melakarta, Méchakalyani :

sgrmpns—sndmgrs

(P.S. Ms)

DVIPADA, a musical form figuring in
operas and set to time. It is a distich or a
couplet. 1t is called Irandadikkanni in
Tamil and consists of two padas or lines of
poetry. It is used in dialogues.

DVIPAVATI, a janya riga derived from
the 61st melakarta, Kintamani :

srmpdns—sndp mrs

DVIRADAGAMINI, a janya riga derived
from the 66th mélakarta, Chitrambari :

srmpdn..v—s'ndpmrs

DVISRUTI DHAIVATA, the second
¢ruti dha; frequency 8/5. It is used in Todi
raga.

DVISRUTI INTERVAL, an interval of
two s'rutis or a semitone, When the interval
is 16/15 it is called a pirna dvisruti interval.
This is the diatonic semitone (112 cents).
When its value is slightly less, 7.e. 135/128, it
is called a nyfina dvisrruts interval (92 cents).
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DVISRUTI RISHABHA, the second
vruti ri; frequency 16/15. This is used in the
Todi raga.

DVISVARA VAKRA RAGA, a vakra riga
with two vakra svaras in both its arohana and
avarohana.

DVISVARA VARJA RAGA, a riga with
two of the sapta svaras deleted Z.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 mitras.

DVITIYA BANGALA, one of the ten
prasiddha (wellknown) dévi rigas mentioned
in the Sangita ratnakara.

DVITIYA GAUDI, a riga mentioned in
the Sangita ratnakara.

DVITIYA GHANA PANCHAKAM, a
second set of five ghana rdgas comprising
Kéddaram, 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) dé¢¥i rigas mentioned in
the Sangita ratnakara.

DVITIYA KEDARA, a variety of Kedara
riga mentioned by Somanatha in his Raga
vibodha in Chapter IV—sl. 38. He says
that this raga is sampiirpa, has #¢ for graha,
nydsa and ams'a and should be sung in the
night.

DVITIYA LALITA, a variety of Lalita
raga mentioned in the Sungita ratnakara.
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D\.IITIYTXNGAM, 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 contprise the
music covered by the two drutas. The rest
of the pallavi will form the Prathamgngam,

DVITIYA PANCHAMAM, a janya raga
derived from the 69th meélakarta, Dhatu-
vardhani ,

srgmpnps.—;ndpmrgmrs (N

DVITIYA RAGAVARDHANI, the second
section of the main part of the body of the
riga 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 individunlity, 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 riga mentioned in the Sangita
ratnakara.

DVITIYA VIDARI, the concluding part
of that section of the riga alapana known as
Dvitiya raga vardhani (see above).

DYUTI MALINI, a janya riga derived
from the 20th melakarta, Nathabhairavi:

sgrgmpndns—sndnpmrs

(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 1/15th 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 enfeeblied 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 vind. Small sound.
holes in circles of about 2 inches diameter are
bored on each side of the strings on this plank
between the 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, (87 @i @), 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 toa
particular point. The two sirapi 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.
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EDUPPU, the tamil word corresponding
to graha, one of the ten elements of musical
time. Eduppu isthe point at which the music
starts in the tala avarta. Itis of three kinds:
sama, atita and anzgala ; sama eduppu is a case
wherein the music and the tala start simul-
faneously : afita eduppu is a case wherein the
music begins before the tdla and .anzgata
eduppu, is a case wherein the music begins after
the commencement of the tila.

EDUPU, the name for the commencing
stage of Ragavardhani (the body of the raga
aldpana).

EKADANDI VINA, a vind wherein the
bowl and the dandi are scooped outof a single
block of wood and the head-piece is made from
a separate piece of wood and 'joined to the
dandi.

EKADHATU DIVYANAMA KIRTANA, a
Divyanama kirtana wherein the pallavi and the
charanas have the same dhatu or tune ; ex. Sri
Rama Jayarama (Yadukulakdmbhoiji raga) of
Tyagardja. In such compositions, the pallaviis
notrepeated at the end of the charana. As oppo-
sed to this is the Dvidhdtu divyanamakirtana,
wherein the dhatu of the charana is different
from that of the pallavi: ex. Sri Rama Sri
Rama (Sahana riga) of Tydgardja. Herein the
pallavi is sung at the end of each charapa.

EKAGHRAUNI, a janya raga derived from
the 28th melakarta, Harikdmbhoji

srmpdns.——s.ndnpmgmrs(S.K.)'

EKAGRANI, same as the raga Ekaghrauni
(see above). (P. S. Ms)

EKAKALA, a variety of kala (one of the
ten elements of musical time) wherein for each
tala akshara or couat, there is only one kala.

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

srgmpdns —-;npmrg-ms (S. K)



EKALILA

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

srgrmpndnpd;—;dpmgrs
(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
Vaggeyakdra mudra. For example, Tyagaraja®
Jayadéva and Narayana Tictha. The suffixes
to the composer’s name may however differ.
For instance, we have the forms: Tyagardja-
nuta, Tyagarajarchita, Tyagaraja sannuta
etc.

EKAMUDRA PRABANDHA, a musica:
composition which contains only one of the
dvadasa (twelve) mudras. A kriti like Mokshamu
galada (Siramati rdga) containing oaly the
signature of the composer is an instance of an
Ekamudra prabandha.

EKANDA VINA, a vipa wherein the entire
instrument is made from a single block of wood.
Such a vipa is uniformly responsive over the
entire range of play. Professional performers
prefer ékanda vinds. In the ordinary vina, the
bowl, the stem and the head-piece are made
from separate pieces of wood and joined toge-
ther. If these pieces ate 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 vinds, ékanda
vinds are slightly heavier.  Sometimes
Exkadandi vinas are called Ekanda vinis.

EKANIKA, a janya riaga derived from
the 15th melakarta, Mayamailavagaula :

(S.K)

smgmpdns:—;rnpmgrs
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EKASRUTI INTERVAL

EKANTAVADYAM, an instrument like
the Vipa with a delightful, soft and pleasing
tone and which can be enjoyed best when heard
in 2kantam or solitude ¢.e. in a chamber-

EKARAGAMELA VINA, the vipad wherein
a riga pertaining to only one méla can be
performed at a time. This is the vipa with
movable frets and wherein with each change of
méla, 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 méla
vina. Ramamadtya in his Svara mela kalanidhi
(1550) refers to these two types of vinas.

The Sitar and the South Indian vind are
respectively examples of the Eka ragae mela
vina and the Sarva raga mela ving. *

EKAS'RUNGI, a janya raga derived from
39th melakarta, Jhalavarali:

srgmgrpndnpdps'—éndpmgrs
(S.S.P.8)

EKAS'RUTI DHAIVATA, the note dha or
A of frequency 128/81 (792 cents) and used in
ragas like Savéri. This is the note immediately
above the panchama and :below the suddha
dhaivata or komal dha in the scale of 22 s'rutis.

EKAS'RUTI INTERVAL, the interval of
one s'ruti. The ekas'ruti interval is an interval less
than a semitone. The Ekasruti interval is nota .
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 sruti 81/80 (Comma of
Didymus=22 cents)

(2) Nyfinag srruti 25/24 (Skhisam 70 cents).



EKAS'RUTI RISHABHA

* (38) Parna sruti 256/243 (Pythagorean

Limma=290 cents)

Thus the Parna sruti and the Pramana
srristi stand for the highest and the lowest
varieties of ekasruti intervals, and the
nytna 'ruti, for the ¢ ruti interval between
them. Whean it is said that two notes differ
by an &kas‘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 eékasruti
interval between them.

EKAS'RUTI RISHABHA, the note ri or 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 ardhana and

avaréhana. -

EKA SVARA VARJA RAGA, a raga where-
in one svara is varja or absent. This is the same
as shddava riga. 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 parijata.

EKA TANTRI, an one-stringed vina 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 tdra sthayi shadja was
heard when finger-holes 1-—7 of this flute were
closed and blown. .

EKKALAM, a straight t'rumpet of brass or
copper having four tubes, fitting into one ano-
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ELANKA MANOHARI

ther. It is blown at the narrow end and gives a
loud shrill note. Tt is used in temple processions-

EKKAM (Tam.) a stringed instrument with
one string. This corresponds to the €katantri.

EKKA MATTALI (Tam.) a kind of drum.

EKKANDA VINA, a vipad wherein the
bowl! and the dandi 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 Ekkabda vina, the dandi, which is
a direct continuation of the bowl will be found
to graduoally taper towards the neck end.
Ekk%andh vinas are made in Mysore. (Also see
under Ekanda vina).

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 Devadi devabhZ in the anupallavi
of the Saranga raga kriti: Nivada negana.

EKOJI (1676-1682), the Maharajah of
Tanjore and the father of Shahaji Maharajah,
the author of the Telugu dance drama Pallaki
séva prabandham.

EKTAR, an one-stringed instrument used
as a drone by sanyisis 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 ¥uddha
sida prabandhas. Its s@hitya besides being of
an auspicious character had a literary valne.
The theme was praise of god. It sometimes
related to a heroic king.

ELANKA MANOHARI, a janya riga
derived from the 37th meélakarta, Salagam :

srgmpuns—snpmgrs



ELAPRABHAVAM

ELAPRABHAVAM,, a janya raga derived
from the 29th meélakarta, Dhira vankara-
bharana :

srgmpdnds—;ndpmrgrs

EMBOUCHURE, the mouth-hole in the
flute across which the wind is blown.

EMUN KALYAN, a raga of Hindusthdni
music. It is a derivative of the 65th mélakarta:
Méchakalyani and a shddava-sampirna raga.
The dha is varja in the drohana (C.B.N.)

ENANKAMANOHARI, same as the raga
Elanka manohari (see above).

ENANKAPRIYA, a janya rdga derived
from the 37th mélakarta, Salagam (C.B.N.)

ENHARMONIC INTERVAL, an interval
less than a comma or a pramana sruti. [t
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= 1385/128 (92 cents) and the difference
between the two=2048/2025 or 20 cents. The
16/15 interval is the Parna dvisruti interval
and the 135/128 interval is the Nyina
dvisrutt interval.

EQUAL TEMPERAMENT, A system of
tuning adopted in key-board instruments of the
P.iano 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 cither below or above
their true ratios. Asopposed 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.

{1361

ETTIYAPURAM

EQUI-TEMPERED SCALE, a scale bf
equal temperament.

ER MANGALAM, (g7 wasewbd of wsas
@LuLTL®), a song sung after decorating the
plough with a garland as a benediction (see the
Silappadikaram - Nadukankadai).

ERRA JARU (#5» 227(), ascending glide
(also see under ekku jaru).

ERRAPPATTU (Tam. @pp0u7C @), an
antiphonal type of folk song, sung by two peo-
ple standing on the lever of the irrigating
machine (Erram, well sweep or the picottah).
[t is a wellknown labour song and can be heard
both in urban and rural parts.

ERUKALA JHAMPE, a folk time-measure
figuring in yakshaganas.

ERUKALAKAMBHOJI, the earlier name
for the modern raga, Yadukulakambhojf.

ESANDHOLI, a janya raga derived from
the 46th meélakarta, Shadvidhamargini :

srmpns—sndpmgmrs

(P. 5. Ms.)

ESARI, a janya raga derived from the
13th melakarta, Gayakapriya :

srgmpds.—.;ndpmgrs (J)

ESRA]J, a stringed instrument played with
a bow and used in Bengal. It is slightly smaller
than the Sarangi. Thereare 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. Muthuswamy Dikshitar,
Baluswamy Dikshitar and Subbaradma Dikshitar
have adorned this place as samasthdna vidvans.
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ETTUGADA PALLAVI

The successive Rajahs of Etfiyapuram have been
patrons of music and some of them were also
composers. The monumental work, Sangita
sampradaya pradarsiné in Telugn by Subba-
rama Dikshitar was published by the Ettiya-
puram Samasthinam 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 varpa. In as much as the solfa
passages in the latter part of a varna are con-
cluded with the charana, the charana is appro-
priately called the ettugada pallavi.

ETTUKKADAI (Tam.), (1) same as Ettu-
gada pallavi (see above).

(2) Any musical theme for which kalpana
svaras can appropriately be sung.

ETTUKKADAI PALLAVI (Tam.), same
N\ .
as ettugada pallavi (see above).

EXTEMPORE MUSIC, music created and
sung offhand. Raga alipana, madhyamakala,
pallavi, svaram and niraval are the five
branches of extempore music or manddharma
sangita.

EXTEMPORIZATION, playing extempore
i.e., playing on the spur of the moment.

EZHAL (Tam.), (1) 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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FINGER-BOARD

his cleverness in playing Faran jatis on his
dolak.

FARAZ, same asthe riga Pharaju (see
under Pharaju)

FARODAST,
Hindusthani music.

a time measure used in

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 f in shape, they are called f- 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 Fifth 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 ¢ M in
the chitta svara of the kriti, Inta para-
kelanamma (Bégada taga—Rupaka tala)
of Vind Kuppayyar. A svardkshara
phrase also may recur at regular intervals
as the phrase da@n¢ in the second ettugada
svara of the Kamalakshi wvarna:
(Kambhdji raga—Jhampa tala) of Kun-
drakkudi Krishpayyar. This is an example
of a svarakshara anuprasa.

FILLAGOVI, the Murali or the flute.

FINE ARTS, the name given to the
5 arts: 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.

FINGER-BOARD, the piece of wood in
the violin against which strings are pressed
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by the fingers. In stringed instruments of the
plucked class like the Vipa and Gotuvddyam,
the finger-board represents the region of the
dandi and over which the playing strings
pass.

The finger-board may be plain as in the
Violin and Sarode and fretted as in
the Vina, Dilruba and Svaragat.

FINGER-HOLES, the holes (randhra)in
wind instruments, stopped directly by fingers
or indirectly through keys.

FINGERING, thes 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 (Murati or Venuin sanskrit and
Kuzhal in tamil), the most universally found
wind instrument. It is the instrument of

* humanity and is the most democratic of musi-
cal instruments. [t 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, Venu and Mridangam.
Lord S'ri Krishna is associated with the
flute. Sculptures of Vénugopala (Krishpa
playing the flute) are found in many
temples. Andya Nayanar one of the

FLUTE

63 canonised Saivite saints was an
adept in playing the flute. Flute playing
is included amongst the Chatush
shasthi kalas (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 man. Earlier
flutes were of a rude kirtd 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.



FLUTE

Structure

The Indian flute is a simple cylindrical
tube of uniform bore, closed at one end.
The length of the tube isabout 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 $ 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 uniformsize
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 tara
randhra i.e. the hole which gives the
note of the highest pitch. The tara
ranthga 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 isa 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 janta-
svaras, the fingers have to be in direct
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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 inger and the four fingers of
the right hand are used to close the
finger-holes 1 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
2% octaves. Corresponding to the tri-
sthayi variram (a voice with a’compass
of 3 octaves), we have the Boehm flute
of the west on which one can play
% octaves. The flute like the voice
has a constant tone colour over the
whole available compass. Punnagavarali
riga 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., Peop.e 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
Aute 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 fiutec.
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.
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It is an ayan vadya or a primary
instrument.

The flute when played from a hill side or
ona boat in midstream is delightful to
hear. Itstone can be heard clearly for
nearly half a mile when performed on
a still night.

FLUTE-A-BEC, same as the beak flute'.J

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. |

FOLK MUSIC, the music of the masses of
a country. It is called Pamarajana ganam
(urwr gparsmrard), Nattuppattu (67 OLUTLR),
and Nadodippattu (678 Ty ls urrl—'(B}in Tamil
and Pallepatalu, Gramyaganam »ad 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 jolace 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 geta 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
Ionger than thatof 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 thisis
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
faghful reflection of all popular senti-
ments* and beliefs. The unconnected
nature of the topics dealt with in the
interminable verses of folk songsis 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. Iltisa 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 tothe 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.
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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 artsof all
countries possess certain commoy 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 Fsharp
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 areof 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
provokiug.  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, There are folk songs intended for being
occupational songs serve to regulate the sung by,

work by their rhythm. Rowing songs

where in the oars are dipped into water 1. Individuals

by th<'3 crew at regu}ar intervals and 2. Groups

pounding songs wherein the pestles are

lowered at regular intervals to crush the 8. An Individual and a Group, alter-
grain are instances of songs for concerted natively

action. Labour songs serve to relieve the
dulness and monotony of the work and
also lightens the strain to an appreciable
extent. The sadhityas of some of these
songs deal with the details of time-
honoured occupations like mat-making

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

etc. music are: Anandabhairavi, Nilambari,
i Kuranji, Punnagavarali, Nadanamakriya,
Some folk tunes have specific names. When Senjurutti (Jhanjhiiti) and Navaroj. The
such a name is mentioned on the ?op _Of frequently met with tdlas in folk music
a song, every one knows how to sing it. are Adi, Rapaka and Mis'ra Chapu.
Anandakkalippw tor exampleisthe name
of a wellknown folk tune in Nadanama- From the point of view of their. subject
kriya raga, Chapu tala. Odam or Kappal matter, folk songs, may Je 7 classitied
isa tune in Punnagavarali rdga, into +—

1. Moral songs
The catchy nature of some folk tunes has

attracted the atteation of many classical 2. Philosophical songs
composers. They wrote their own
sahityas for these tunes and have thus
contributed to the immortality of these
tunes. In the Divyandma kirtanas and 4
Utsava sampradiya kirtanas of Tyaga-

rdja as also in his opera, Nowka charit- 5. Labour songs
ram, we come across many of the folk
tunes of South India. In the Nandanar

3. Proverbial songs containing adages and
proverbs

. Ceremonial songs

6. Agricultural songs (@weur @)

charitram of Gopalakrishna Bharati, 7. Cradle songs (lullabies) (@&7lsed
we come across many folk tunes. Com- LTL®) ’

posers like Ramaswamy Sivan have com-

posed songs on the lines of folk music. 8. Devotional songs

9. Ritualistic and worship songs
Folk music and folk dance of the primitive ! g

type are found amongst the Todas and 10. Tribal songs
Badagas of the Nilgiris. Rustic type of
folk music is found in the agricultural,
craft and occupation songs. Folk masic 12. Ballads

of a refined type is found in the marriage

songs. 13. Epic songs

11. Craft songs
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ACCOMPANIMENT

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. Ina dance concert, we find the
naftuvanars singing the dance songs.

The instrumental accompaniment provi-

1.

ded in concerts may be classihed into :—

The Drone accompaniment.

The function of the drone accompaniment

19

is to help the principal performer and
his accompanists to maintain sruti
ssuddha, {.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-
diglity of a riga is perceived and
enjoyed 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 wupper partials, in
addition to the prime notes of the four
strings. In instruments like the vina,
gotuviddyam, pradarsana vina 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 accompanti-
ment. In concerts of music and dance
and in bhajanas, kathd kalakshépams
and purana 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 ¢'ruti accompaniment in
dance concerts and dance dramas. In
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the nigasvaram 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 Tuntinid. Some
musicians use a s'ruti box as a drone
accompaniment. This is a wind instru-
ment with bellows and the hagnonium
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 suddha madhyamasvara
is also fixed, to switch on to the madh-
yama sruti when required. The size of
the s'ruti boxis such that it has provision
for two sets of ¥rutis D (2) and D sharp
(24)or F (4) and F sharp (4%) 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 ssuddha i.e., accuracy in rhythm.

(2) To draw the pointed attention of the

audience to :—

(@) 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

(¢) to make them perceive in a patent
manner the points like arudi, {pada-



ACCOMPANIMENT

garbham or sam or stressed point),
mudivie (conclusion) and eduppu
(commencemznt) of the themes of
musical compositions.

In the absence of the tala accompant-
ment, much of the beauty underlying
te 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, pakhawdj 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 kidlakshépams,
operas and dance dramas. Sometimes
additional rhythmic accompaniments
like the Kanjira, Ghatam, Dolak, Mor-
sing, Jalra, Gettuvddyam and Konugol
are used in concerts of music. Konugol
is the art of wvocalising rhythmical
mnemonic syllables.

The Tavil and sometimes the Conch are
used to provide rhythmic accompani-
ment in Nagasvaram corcerts. The
cymbals used in ndgasvaram concerts
serve only as time-keeping instruments
and are not used to provide a cross-
rhythmical accompaniment. Likewise
is the chiplda in the hands of the
Bhagavatar. Inthe Bhajana and Kala-
kshepam, the jalra and chipla (castanets)
are used in addition to the mridangam.
The Oduviars in Tevaram recituls use
the Kughitalam (tinkling basin cymbals)
in addition to the mridangam.
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3. Musical accompaniment.

The function of the musical accompani-
ment is to embellish and decorate the
music of the principal, paint 4n 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
Vina and Gotuvadyam it is lgft to the
option of the performer to Lasfe 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 sihitya of the composi-
tion, the name of his Acharya i. e. the guru or
the preceptor. The Gita, Ganavidya dhuran-
dhara in Nata riga is a good example.

ACHETANA : The Sangita sudhakara
of Haripiladéva 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 vina.

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



ADANGAN MURAI

. 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 Tirujndnasambandar, Appar and
Supdarar.

ADBHUTA, the feeling of surprise or
wonder. This is one of the nava rasas or nine
emotions. [ts sthayibhava is Vismaya.

ARIAL, the mouth of a wireless trans-
mitter high up in the air and through which
electric waves are hurled into space. Itis
also the ear of the receiver. The music broad-
cast from a Radio Station is received through
an rial.

AFTAB-E-MAUSIQUE, ‘the Sun in the
Domain®sof Music’. This is a title conferred
apon Us}!l- Fydz Khan by the Maharajah of
Mysore.

AGATTIYAM, a work on music ascribed
to Sage Agastya (Silappadikiram).

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 [, 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
The light dress worn by the
The accom-

scene,
dancers is noteworthy.
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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 worhan play-
ing the flute in the right-handed posture
are depicted.

In Cave XXVI, some drums are depicted.

AKARA SADANAI (Tam.), same as akira
sddhakam (see under akara sadhakam).

AKAS'A VINA, akind of vini referred to
by Palkucki 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 Sén, the illust-
rious singer of North India was the chief amongst
them. Emperor Akbar had a great admiration
and regard for Tan Sén.

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 scqles
and Northern Indian Music.

ALAKO]JA, a wind instrument. It has a
svara nadi (playing pipe) and a s'ruti nadi (drone
pipe). Itis 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 rules. These are rules
which the performer must stick to.
That one should stick to the phrases
covered by the arohana-avarshana
krama of a raga and use only those
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visésha prayogas which have the sanc-
tion of long and established usage and
which are in consonance with the
melodic indivicuality of the riga is a
mandatory rule

35

. Advisory rules: Rules which are in the
nature of an advice. When closely
related ragas ars sung, it is advisable
for the performer to frequently touch
upon the ranjaka prayogas characteristic
of the chosen raga.

It is advisable for a performer who
attempts an aldpana, to straightaway
reveal the identity of the rdga by singing
it over the full gamut and not confine
himself within the compass of a few
notes.

The rule with regard to the ganakala
of a raga is only advisory and not
mandatory-

3. Cautionary rules. Rules which are
in the nature of a caution. In bhashanga
ragas, one is cautioned against the
frequent use of phrases containing the

One should avoid the

frequent use of obsolete prayogas and

phrases which have been used by only
one or two composers. The phrase

-sdpm figuring in the kriti, Nidu-

mirtini in Naitakuranji, need not be

used now in the dlipana of that raga.

anya svara.

In rigas like Dévagindhari, which shine
by chauka kala prayogas, one is
cautioned against the frequent use of
madhyamakila prayogas.

4. Informatory rules: Rules which are
in the nature of an enlightenment and
information. A patent prayoga pertain-
ing tooneriga, need notbe used frequent-
ly inanotherraga, though thislatter raga
may also admit of it. Thus the phrase
énsp d p is more characteristic of
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Huséni riga and it need not be resorted
to in Bhairavi raga frequently, though
the latter does not shut out that phrase.

ALAVANI, a kind of Vina refer.red to by
Haripaladeva in his Sangita
(14th Cent.).

sudhakara

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 Tabld is kept in the firdhvaka
(vertical) posture and played.

ALUDAIYA PILLAIYAR, another name
for Tirujninasambandar, one of the authors
of the Tevaram.

AMA, literally meaning ‘yes’ in Tamil.
One of the expressions used by way of,sexpress-
ing one’s appreciation of a deligh®hil musical
phrase or sequence rendered in the course of a
performance. Also see under Bale.

AMBARI KALYANI, a raga mentioned in
the Sangita ratnakara, a late Kannada work, (see
the Madras Government Oriental Series No.
XXX, p. 88.)

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 mukhavinda. This
is the opposite of Mukta, which signifies the
state of a finger-hole being completely open.

ANADDHA, sdme as avanaddha (see under
avanaddha).



ASHTA KALYANI

Ma gana 8 8 8
Bha gana 8 1 1
Ja gana 1 8 1
Sa .gm_za 1 1 8
Na gana 1 1 1
Ya gana 1 8 8
Ra gana 8 1 8
Ta gana 8 8 1

ASHTA KALYANI, this is not a musical
term although it sounds like one. According to
As'va Sastra (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
mélas inelusive of the 72 krama samplrna mélas
and the 36™ikrta panchama mélas.

ASHTOTTARA SATA RAGA TALA
MALIKA, the raga tala malika in 108 talas and
rigas. 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 rdga mudra and
taln mudra are present in every section of
the composition. Rare talas like Stimatkirti
figure herein,

ASHTOTTARAS'ATA TALAS, the 108
talas : Chachchatputa, Chachaputa, Shatpita-
putrika, Sampadvéshtaka, Udghatta, Adi,
Darpana, Charchari, Simhalila, Kandarpa,
Simhavikrama, Sriranga, Ratilila, Ranga tala,
Parikrama, Pratyanga, Gaja lila, Tribhinna,
Viravikrama, Hamsa lila, Varnabhinna, Ranga-
dyotana, Rajachtdamapi, Raja tala, Simha-
vikridita, Vanamali, Chaturasra varna, Trayasra
varQa, Misra varna, Rangapradipa, Hamsanada,
Simhanada, Mallikdmoda, Sarabha lila, Ranga-
bharana, Turanga lila, Simhanandana, Jayas'ri,
Vijayananda, Prati tala, Dvitiya, Makaranda,
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ATMANATHA BHAGAVATAR

Kirti, Vijaya, Jayamangala, Raja vidyadhara,

Mathya, Jaya, Kudukka, Nissaruka, Krida,
Tribhangi, Kokilapriya, S'rikirti, Bindumaili,
Sama tala, Nandana, Udikshana, Mattika,

Dhénkika, Varnamattika, Abhinandana, Antara-
krida, Malla tala, Dipaka, Ananga, Vishama,
Nandi, Mukunda, Kanduka, Eka tala, Ata tala,
Paima  kankdla, Khanda kankala, . Sama
kankala, Vishama kankala, Chatustala, Dombuli |
Abhanga, Rayavankola, Laghusékhara, Pratapa
s'ekhara, Jagajjhampa, Chaturmukha, fhampa,
Pratimathya, Garugi, Vasanta, Lalita, Rati tila,
Karana yati, Yati, Shat tdla, Vardhana, Varpa
yati, Rajanardyana, Madana, Karika, Parvati
lochana, S'rinandana, Lila, Vilokita, Lalitapriya,
Jhallaka, Janaka, Lakshmisa, Rdga vardhana
and Utsava.

ATA BHAGAVATAM, the dance dramas
in Telugu enacted by the Bhagavatas of the
Kichiptudi village in Krishna District.

ATIDEVATA, the presiding Deity. There
are the presiding Deities for the various rdgas
and musical instruments. Ga<ésa is the pre-
siding Deity for Bangila raga and hence
the aptness of the kriti: ‘

Girirajasutz of Tyagardja in praise of
Vighnésvara in Bangala raga.

Nandikés'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 of India, This book
deals principaily 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-
kantha Bhagvatar (Diamond-voiced bhagavatar).



ATODYA TUMBURU

He was a nephew of Kavikunjara Bharati (1810
—1896) the famous Tamil composer. Atma-
natha Bhagava:ar was employed to sing sacred
songs in the temple, Avadaiyarkovil.

ATODYA TUMBURU, a title associated
with King Narasimha Varman II. Vadya
Vidyadhtara and Viga Ndrada are the other
musical epithets of the King (see the Tirupportr
Inscriptions).

ATTAM, Tam. and Mal.) dance.

ATTINI, the Tamil form of Hastini. One
of the four varieties of women contemolated in
the Sringara sastra or the science of erotics,
the other three being Chitrini, Padmini and
Sankhini. Attini was the lowest of thesz 4 types.

AUDUMBARI, the name of the vipa that
was performed on by the Yajamaai during the
performance of vedic rites by her husband.
As the vind 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 Hindusthiin. This
book is included in the compilation, Hindu
music from vorieus authors by Rajah Sic 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).

AVANIJI, a drum. As it was coveced with
the vanijittdl (skin) of the cow, it came to be
called Avanii.
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AZHVARTIRUNAGARI

AVARCHANA KRAMA, in the descending

order. Itisapplied to a phrase wherein the
notes progress in the descending order of
pitch.

AYAN (Tam.), principal, in musical parlance.
Ayan vadyakaran is a performer on a primary
instrument like the Vina, Gotuvddyam or the
Flute as opposed to a Pakka vadyakaran or an
accompanist. Ayanpatakan (Tam.)is the princi-
pal singer, as opposed to the Pinpattukkaran
in a Kathd Lkalakshépam 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 Vattappalai.

AYYA, a wellknown singer o.f/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, Mahd Vaidyanatha

Ayyar.

AZHAGANAMBI PILLAY (yssid
Wairlor), 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,
Vaishnavite shrine District in
South India. It contains beautiful specimens of
musical stone pillars. A rarespecimen of a niga-
svaram made of stone isalso played in the
Temple.

the
in Tirunelveli

famous



BAHULI DVAYAM

B

BAHULI DVAYAM, one of the siryams'a
rigas mentioned by Narada in his Sasigita
makaranda.

BAHUMUDRAKARA,
has- resorted to more than one kind of
viggeyakdra mudra, as opposed to an
Ekamudrakara who has resorted to only one
mudra for the purpose. Bhadriachala Ramadas
is an instance of a Bahumudrakara. He has
signed his compositions with the ankitams,
Ramadasa and Bhadrachala or its synonyms,
Bhadradri, Bhadrasaila and Bhadragiri.

a composer who

BAHUMUDRA PRABANDHA, a com-
position which contains within it two or more
of the dvadas'a mudras.

The Ragamalika Nityakalyani contains
twos,mudras: the rdga mudra and
the wvaggeyakara mudra. The kriti,
Chintaya ma, contains three mudras:
the raga mudra, vaggeyakara mudra
and kshetra mudra; and so on.

BAKAVADAM, a Kathakali play written
by Kartika Tirundl Rama Varma Maharijah.
Kottayattu Tampurdn 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 Chandrasékara Sastri of Bangalore,
a well known composer of Javalis.

BALANAGAMMA KATHA (Tel), the
story of Bilanigamma presented in the form of
folk melodies.

20
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BARHIDHVAJA

BALASARASWATI, a leading exponent of
classical dancing of the Bharata nitya 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,
Wah, Wah! Achcha! and Bahut Achcha
are used for the pupose. In South India, it is
also usual to say Besh! Sabash! Ama! (meaning
‘ves’ 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.

BALIVADAM, a Kathakali play written
by Kottarakkara Tampuran.

BANAYUDDHAM, a Kathakali
written by Balakavi R@ma S'astrigal

play

BANDYOPADHYAYA, a scholar in
Hindusthdni music and the author of (1) The
Origin of Raga, (2) Music of India and (3)
Evolution of Songs and Lives of Musicians.

BANER]I, 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. Sankaradéva,
(1449—1568) of Assam and his disciple Madhava-
déva have composed about 200 bargits.

BARHIDHVAJA, a janya raga derived
from the 30th méla, Naganandini :

srgdn.s:—.;'ndgrs (S.S.P.S)



BATRA, R. L.

BATRA, R. L., a scholar in Hinduosthani
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 vipa
but without frets and is played like a gotuvad-
yam. This instrument is provided with sympa-
thetic sfrings. 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 battad and a Bin played with a
battd 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 CHATTER]I, 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 Todi
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'ringara
(love). Bhakti is either of the Bahya type (ie.
external) or of the Abhyantara type (intecnal).
The former is easy to cultivate. This bahya
bhakti is of 9 forms: Sravanam, Kirtanam,
Smaranam, Padasevanam, Archanam, Vanda-
nam, Dasyam, Sakhyam and Atmanivedanam.

[154]

BIPANCHI VINA

BHAMBHA, a doublefaced cylindrical
drum. The drum-head herein is slightly bigger
than that of the dhakka. This is the same as
Pambai (Liemts),

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
Alasikara sastra in sanskrit written abount 1550
A.D. The topics in this book are treated of ina
highly specialised manner and to an amazing
degree of detail. This book is generally follow-
ed by teachers of dance. The Telugu work
S'rifigiira rasa manjari or Rasa manjari as it is
called. is an explanatory translation of the
Rasa manjan. This Telugu work was written by
Gudipati Venkatakavi.

BHAYANAKA, the feeling of fear. This
is one of the nava rasas or nine eryﬁ‘ons. Its
sthayibhava is bhayam. '

BHRINGI, one of the ancient anthorities
on music. Tyagaraja refers to him in his kriti,
Sangita Ranamu in Dhanyasi raga.

BHU, the syllable used in the sankhya
mnemonics ot the 72 mélakarta scheme to denote
the 4th mela of a chakra. Thus the phrase,
Agni-bhfl signifies the fourth méla in the dgni
chakra and the serial number of the mélakarta
signified by this phrase is 76.

BHUJANGA VADYAM, same as the instru-
ment, Bhujasiga svaram. This is the magudi
or the snake-charmer’s instrument.

BIBHATSA, the feeling of disgust. This
is one of the nava rasas or nine emotions. lIts
sthayibhava is Jugupsa.

BIPANCHI VINA, same as
Vipanchi (see under Vipanchi).

the vipa,



BIRAMA VINAI

BIRAMA VINAI (970 &%), same as the
Brahma vind. The Birama vinai is referred to
in the Paripadal,

BIRUDA MUDRA, one of the 12 varieties
of mudras figuring in musical compositions,
This is the case wherein the biruda or the title
enjoyed by or associated with the composer of
thé 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
presenied to a musician or dancer with the Title
conferred upon him or her, engraved on it.
Chandrarékha, the famous dancer in the court
of Vira Veikatardya (1584—1616) was granted
biruda vAdyas asa 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 Sarva
vadyam. 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 ratnikara, a late Kannada work (see the
Madras Government Oriental Series, No. XXX,
p. 20).

BRINDA GANAM, music performed by a
group of musicians including vocalists and instru-
mentalists. Sometimes instrumentalists alone
played. Tata kutapa was a case when perfor-
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BURRA KATHALU

mers on stringed instruments alone took part
and Avanaddha kutapa whea performers on
drums alone took part. A modern example of
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 of drums.

The Brinda gana was classified into
(1) Uttama, (2) Madhyama and (8) Kanishta.

It was uttama when it included the f{ull
complement of performers comprising

the singers, assistant singers (upa-
gdyakas), flutists and mridanigam
players.

It was madhyama when there was half
this number of performers.

It was kanishta 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 Désa.

BURAGA, same as the Instrument Bira.

BURRA, a drum with a hollow shell, wide®
at one end and taperiug 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 Palndti herces
and heroines like Lakshmamma and Bala-
ndgamma.

BURRA KATHALU (Tel.), stories present-
ed in the form of folk songs.



CAMPANOLOGY

C

CAMPANOLOGY, the science and art of
bell-making and the technique of playing
upon the earillon.

CARILLON, (1) 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 bammers.
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
carillon.

the

CARNATIC MUSIC, see under Karnitic
music.

CHAKKIYAR, a clzss of dancers referred
in the Tamil epic, Silappadikaram (2nd cent. A.D.).

CHAKKIYAR KUTTU, the dances of the
Chakkiyéars.

CHALANA SVARA, a musical note which
from its very nature, mostly occurs as a kampita
svara. Suddha rishabha and Sddharana gandhéra
are examles. This is the opposite of Nischalane
svara.

CHANDRA KALA, one of the 13 varieties
of Hudukka vadyas (drums) mentioned in
ancient works (C.R.S. Rgmayana Notes, p. 225).

CHANDRAMSA RAGA, a raga to be sung
during night time, corresponding to the
Iravuppan of ancient Tamil music.

[156]

CHAPU TALA, VARIETIES OF

CHANDRAREKHA, the famous dancer
attached to the court of the last Nayak King of
Tanjore, Vijayardghava Naik (1633—1673).
In the Telugu Prabandha, Rajegopala vilasamu
by Chengalva Kalakavi and dedieated to
Vijayaraghava Naik, these are references to this
dancer.

CHANDRASEKHARA S'ASTRI, a coin-
poser of Javalis. He lived in Bangalore and
adopted the signature, Balachandra.

CHAPPALA KATTAI (Tam.). This is an
onomatopeetic name. It is the same as chipla
(See under chipla).

CHAPU TAL A, VARIETIES OF. In addi-
tion to the Mis'ra, Khanda, Tisra and Sankirna
varieties already referred to (see under Chéapu),
some other varieties of this tdla have existed in
indigenows music. The term Chapu itself is a
changed form of the Tamil word &ayppu.
Sayppu means literally, bent. Of the two com.
ponent ahgas constituting a sdyppn tala, the
duration value of one is shorter than that of the
other. Figuratively speaking, when the two
angas are weighed on a scale, the arm of the
lever on the side of the afngaof longer duration
will go down. ‘SAyppu’ is thus a derivative
name. The word ‘¢ayppu’ is used even now
in Malayalam.

The finger-count as a kriya has its origin
in folk time-measures and des'i lalas and
later assimilated in classical music. Laghu
Jati bheda is found in folk music. The
Kuru jhampe tala takes the argas:
Drutam, Khanda laghu and Tisra laghu:
O [s |3

Dhruva Chapu is a tila with 7 aksharakilas
for an avarta. In effect, it is counted as
a tisra laghu followed by a chaturasra
laghu.

( In medizval terminology, the term laya
signified a ghata or beat and Zuru, the
finger-count. The Dhruva Chapv is



CHARCHARI

described as a laya + two
followed by a laya + three gurus ).

gurus

Mathima Chapu is a tala with 5 aksharakdlas
fog 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 medizval terminology, the ‘word
virimam signified the visarjitam or the
waving of the hand. Thus the Mathima
chipu is described as laya + virAmam
followed by a laya + two gurus ).

Rapaka Chapuis a tila with 3 akshara-
kilas for an avarta. This is a laya +
two gurus in the mediseval terminology
and is the same as the modern Tisra jati
Eka tala.

Jhampa Chapu is a tala with 5 aksharakalas
for an dvarta. It is reckoned as layat
virdmam followed by two beats and a
viramam. [n effect it is counted with a
drutam, anudrutam and a drutam O — O

Ata Chapu is a tilr with 7 aksharakalas for
an dvarta. In effect it is the same as the
Khanda jati RUpaka tdla but with the
angas reversed. Thus it is reckoned as a
Khanda laghu followed by a drutam.

( In medizval terminology its kriyais a
laya followed by four gurusand a laya
and virdmam ).

CHARCHARI, a kind of spring dance per-
formed by 82 damsels in connection with
Sagvitri vratam and described in the Karpiira
Manjart, Act IV,

CHARULILA VILASAMU, a prabandham
in Telugu verse by Marpeddi Chengalvaraya
S'astri (1810—1900).

CHATURAPPALAI, one of the four major
pélais or scales figuring in the music of the
ancient Tamils.
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CHIDAMBARA BHAGAVATAR

CHATURMUKHA VADYA, a drum with
four faces or drumheads.

CHATURTHAM, a synonym of svarantara.

CHATUS'SRUTI ANTARA, the interval
of a chatus's'ruti or Major tone 9/8 (204 cents).

CHATUSVARA SRUTI VADYA, a drone
which gives four 'ruti svaras. The four-stringed
tambura giving the notes » s s s isa good
example. A sruti-box set to give the notes,
mandra sthayi shadja, madhya sthayi shadja,
madhya sthiyi panchama and tédra sthiyi shadja
is also a good example.

CHAUTARA, a four-stringed instrument.

CHHAYA NATAKA, shadow

Nizhalattam (#perlb),

play or

CHHAYA RAGA, a raga whose individ-
uality is revealed by a particular phrase or
praydga. Huseni rdga is a good example.

CHIDAMBARA BHAGAVATAR, one of
the greatest Harikathd performers of our times.
He hailed from Mangudi, a village near Ayyam-
pet Railway Station, in Tanjore District. He was
deeply learned in Sanskrit, Telugu and Tamil
and his Kalakshépams 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 o$
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 vidvins who adorned
the court of Mahardjah 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 kalakshépams.



CHIDAMBARA BHARATI, MAZHAVAI

CHIDAMBARA BHARATI, MAZHAVAI
(19th cent.), a composer of Tamil songs and
the author of Periya Purana Kirtanas. He
signed his compositions with his own name.
The scholarly singer, Mazhavarayanéndal
Subbarama Bhagavatar was his grandson.

CHINNAM, (Tam.), a tubular wind instru-
ment like Kahala. Tiruchinnam and Nago-
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 réga 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 Dévudu (1860—1886)
and Chinna Dévudu (1862—1900). Chinnaswamy
Ayyar learnt music under his brother Chinna
Dévudu. The Dévudu brothers themselves learnt
music under Nemam Subrahmanya Ayyar, a
direct disciple of Tydgaraja and thus Chinna-
swimy Ayyar belongs to the Sishya parampara
of the great composer, Tyagaraja.

CHINNA VARNAM (Tam.), literally, small
wara.  An adi tdla varpa is commonly called a
chinna varna and an ata tdla varna as a periya
varpa (big varna). Students of music first learn
adi tala varnas and then go to ata tdla varnas.

CHINNI BOMMAI, glove puppet or glove
doll. This isa small wooden doll carried by
wandering beggar women.  As they sing, they
make the doll clap its hands and dance.

CHINTA BHAIRAVI, a ridga figuring in
Oriya songs.
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CHOREOGRAPHY or CHOREGRAPHY

CHITIKA PALAKALU (Tel.), Castanets;,
same as Chiplakattai in Tamil.

CHITRAMBALA KURAVANJl (85pk
ued o F), a new dance drama in Tamil
composed by K. N. Danddayudapani Pillai.

CHITRA NRITTAM, a
specially ornate dance.

variety of

CHITTAI (Tam.), CHITTA (Tel), a set
style in singing or performing; anything set in
a methodical manner. A chiita svara is a set
passage of svaras in conformity to the tala and
in consonance with the musical construction of
the composition. Chttta 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 mand-
dharma safigita, which admits of niraval. A
person whose 3lapana is stereotyped is set to
have made a chittai of it. -

CHITTI BABU NAIDU B, the author of
the book, Key to Hindu Music. in English.

CHOKKALINGAM PILLAY, a leading
exponent of Bharata natya. He belongs to the
Pandanalliir 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 ganas). 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.



CHORIST, CHORISTER

CHORIST, CHORISTER, a singer in a
Chorus or Brindagdnam.

CHORUS, the choir or a group of singers.

.

CHOWDIAH, one of the top-ranking
violinists of our times. He is a Samasthidna
V.idvan in Mysore and is the recipient of the
title, Sasigita 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
sruti system of tuning will respectively be:

s 22 ss ¢°P

It is somewhat difficult to play the seven-
«tringed 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
Shatkdla 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.
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COUSINS MARGARET E.

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. Srutis are classified into:
Suddha, Chyutaand Tivra. Suddha means the
note is sounded in its correct frequency i.e. at
the allotted point on the scale; Chyuta means
the sruti 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 haunmer 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
[ndian 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,
different octaves.

COMMON CHORD, a chord whose fifth
note is a perfect Panchama compared to the
root of the triad.

i. in

COMPOUND INTERVAL, an intervad
larger than an octave; for example, the inter-
val between madhya sthiayi shadja and tara
sthayi rishabha.

CONSONANT CHORD, a chord wherein
the notes constituting it make consonant
intervals to one another.

-

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.



CURT SACHS, DR.

CURT SACHS, DR., he wellknown 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.

DADIYAMAN, a janya raga of Hindu-
sthani music and derived from the 53rd méla,
Gamanas’rama :

srgpd.s:—.;'ndpmgrs (S.R Kan.)
( This is the same as the rdga Kuntalardma
of South Indian music).

DAKKA, DAKKI, an hour-glass shaped
drum of a bigger size. [t is played by beating
on one side with a stick. It is used during the
Oyyatli nadai festival in Vishnu temples.

DAKSHA YAGAM, a Kathakali
written by Irayimman Tampi.

play

DANDA RASA, stick-play or Kolattam
(@srevriiiib), This is a kind of folk dance per-
formed by young, trimly clad girls during festivals
ke the Das’ara and Pongal. 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
Ramés'varam, Avadaiya:kovil, Pértir, Lépakshi,
and Tadpatri.
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DASA KUTA

Kolattam when combined with plait weav-

ing of strings is called Pinnal Kolét,tam.

(9rered Gsreyriid) or Veni danda
rasa. In Bhajanas, adults also perform
Kolattam.

DANDAYUDAPANI PILLAY 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 vina (Pisigalandas).

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 colouredeclothes
and precedes the Temple procession. -

DANTIGIRI, one of the parydya mudras
used by Kanchi Venkatadriswamy in his songs.

DAPPU, a kind of circular drum about 1%
to 2 ft. in diameter and 4 inches deep ; cowhide
is stretched over one side of the ciccular 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—1163 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 instryment.

DASA KUTA, the line of composers of
devotional songs in Karnitaka province.
Purandara Diasa and Kanaka Disa belong to
this group.



DASAVATARA

DAS'AVATARA (Kan.), Yakshagina or a
dance drama.

DATTILADI MAHARISHI  PROKTA
TALA PRASTARA LAKSHANA SAN-
GRAHAM, a swaskrit work on tala. The topics
dealt with herein include Tala nishpatti

lakshanam, Tala dasa prana lakshanam,
Tala prastaram, Patala sreni and Adhva
takshanam.

DAVADALI TANAM (sasmi grarw) a
slang expression in Tamil indicating the tdnam
sung in an unimpressive, superficial manner.
This style of tdnam 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 t@anam 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 Hindusth@ni music. He is the
President of the Gandharva Mahia Vidyalayd
Mandal, Bombay and the Editor of Sarngit
Kala Vihar.

DESI, one of the three kinds of nrittam
or dance, the other two varieties being
Vaduge and Singalan: This classification is
mentioned in Bharata siddhantam and other
works on dance Vadugu is characterised as
aswrewnd F$5s (a highly beautiful dance);
Singatam as Godreawnd %.45 (superior type
of dance); and Desi as wg®wd s Fa (mid-
dling type of dance).

21
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DHA

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 Dévadasis was to dance in temples
before the Deity. Rajadasi and Sivadasi are
other classes of temple dancers.

DEVAL, K. B., a noted musicologist and
the author of the books, The Hindu Musical
Scale (1910) and Theory of Indian Music as
expounded by Somanatha (1916) Arya Bhishan
Press, Poona.

DEVANABHATTA, the author of Sanigita
Muktavali, a work on music. He was patron-
ised-by Prayukta Dévarajah (1420 A.D.)

DEVAPANI (Tam.), a kind of song
composed in praise of God, It is of two kinds:
Perundevapani and Sirudevapini.

DEVARADIYAL, one who has dedicated
her life to the service of God ; same as Dévadasi.

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.
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DHAIVATA - DVAYA  BHASHANGA
RAGA, a bhashanga riga 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 riga of Karna-
tic music is a good example. Herein the
suddha dhaivata is the svakiya svara and
the chatus's'ruti dhaivata is the anya svara.

DHAK, a kind of drom.

DHAMAR, sougs in Hindusthani music
on the theme of the lilas of the boyhaod
of Krishna.

DHANAKOTI AMM;\]_.L, 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.

DHANAMMAL, one of the top-ranking
vina performers of the 20th century. Her
play was remarkable for its sweetness, fine
touches and tonal shades. Her alapanas wzre
brimful of raga bhiva. 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 Kshétrayya
padas and kritis of Syama S'astri and Muthu-
swamy Dikshitar. Leading musicians of the
time took a delight in listening to the perform-
ances of Vi, i Dhanammal.

DHANUR]JYA a bowstring.

DHANUSTANKARA, the twanging of the
bowstring.

DHARMAPURIS'A, the ankitan or
signature adopted by Dharmapuri Subbarayar, a
famous composer of Javalis or love lyrics.

DHRUVA CHARITAM, a Kathakali play
written by Kéralavarma Valiya Koil Tampuraa.

DIRGHA KAMPITA

DIGAMBAR, PANDIT VISHNU, a scho-
larly exponent of Hindusthdni music. He
established Gandharva Vidyilayas (music
schools) in many cities in North India. He has
trained a number of disciples. -He was a con-
temporary of Pandit V. N. Bhiatkhande. 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. Panydit Vishnu
Digambar’s name will long be remembered as
the one who popularised the famous Ram
dhun, Raghupati Righava Rajaram, Patita
Pgvana Sitaram.

DIKSHITAR, when simply the word
Dikshitar is mentioned, the reference is to the
great composer, Muthuswamy Dikshitar
(1776—1835).

DILIP CHANDRA VEDI, a wellknown
exponent of Hindusthani music.

DILIP KUMAR ROY, a scholar in Hindu-
sthini 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 Ratrigeya
rdga or a raga to be sung during night time.

DIPAKAJYOTI, a rare riga in which
Tyagaraja has composed. His kriti, Daya jada-
vayya is in this raga.

DIRECT FLUTE, same as the beak flute.

DIRGHA KAMPITA, a long shake over
a compass of a chatus's'ruti antara, f.e. a full
tone interval ex, the shake of the sidhirana
gandhdra in Anandabhairavi and Athana
ragas. This is the opposite of hrasva kampita.



DISPERSED HARMONY

+  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 viviaditva 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 fwo in
musical mnemonics. In the Svararnavam, this
word is used to signify the 2nd note, suddha
rishabha in the gamut of 12 notes.

DUKKA VARALI, a pathetic raga figuring
in Kathakali music.

DURYODHANA VADAM, a Kathakali
play written by Vayaskara Missadu.

DVAVIMS'ATI GAMAKA-S, the 22
gamakas or graces mentioned by Palkurki
Somanatha Kavi in his dvipada kdvya, Pandit-
aradhva Charitra (14th 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 Sdmanatha Kavi
are new and not mentioned by writers either
before or after him. The following are the 22
gamakas mentioned by him :

Ahita

Uchcharita

1. Akshipta 3.
2. Adirga 4.
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DVITANTRI
5. Ullasita 14¢. Dirghollasita
6. Ullasita 15. Prastuta
7. Karasthita 16. Bhramita
8. Kunchita 17. Mirdhni
9. Komala 18. Kshipta
10. Gumphita 19. Lalita
11. Dirgha 20. Lalitottama
12, Dirgha Kampita 21. Samdllasita
13, Dirghika 22. Sukshmantara

DVIDHATU DIVYANAMA KIRTANA, a
Divyanama kirtana wherein the music of the
charana is different from that of the pallavi. In
such cases, the pallavi is sung at the end of each
charana. Sri Rama Sri Rama of Tyagaraja in
Sahédna raga is a good example. The opposite
of this is the Ekadhatu Divyanamakirtana,
wherein the music of the charanas is the same as
that of the pallavi.

DVIKALA, two degrees of speed. Tina
varnas are intended for dvikila sdhakam i.e.
practice in two degrees of speed. Since tdna
varnas are set in madhyama kila, the practice
in dvikala actually amounts to practice in
madhyama kala and tritiya kila ¢ 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 Dvisruti (see under Dvisruti interval),

DVISVARA $'RUTI VADYA, a drone
which gives two s'ruti svaras.  These two notes
may be of identical pitch as the Sarani and
Anusirani of the Dotdra (tw.-stringed drone)
or two shadjas, an octave apart or two notes
related as shadja and panchama.

DVITANTRI, a vind with two strings and
referred to in the Sangita ratniakara.



ECCLESIASTICAL MODES
E

ECCLESIASTICAL MODES, scales used
in early church music. They were of two
kxinds: Auwthentic and Plagal.

ECHO ROCK, the name of a flat surface
rock in the Parkside Estate (fac.ng the Plains)
in Coonoor, Nilgizis, 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 waen the distance
covered by the incident sound ard the reflacted
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.

EDIROLI (Tam.),
{see under Echo).

pratichvani or echo

EKADA PADAM, a small devotional song
in Bhairavi raga, beginning with the words:
Govinda Rama Hare and sung in kathd kala-
kshépams after the Panchapadi or the five
introductory devotional songs.

EKAMUKHA VADYA, a drum with a
single face; conical drums like the damdram
are examples.

EKASRUTI ANTARA, same as the
wnterval Ekasruti (see under Ekavruti interval).

EKASVARA SRUTI VADYA, a drone
giving a singte note. The EktZr, Tuntind and
Ottu ave examples.

- EKKALA RANDHRA, the name cof the
smaller mouth-hole in the conieal pipe drilled
across a stone pillar in the temple at;
Shanbagaramanallir in Tirunelveli District.
This hole when blown through gives a note
resembling the tone colour of Ekkalam. The
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diameter of this circular holeis # inch. The
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 Sankha 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 gandhira
of the tara sthiyi). Thus the notes bear shadja-
madhyama relationship. This pipe is a
remarkable achievement in the realm of Re.
sonant stone instrumentation.

P
EKOTTARA S'ATA TALA-S, the earlier
list of 101 tdlas mentioned in such works as
Pars'vadéva’s Sangita samaya sare and
Narada’s Saiigita makaranda. Most of these
talas have been later absorbed in the list
of 108 talas.

In the 108 talas mentioned by Palkucki
Somanatha Kavi in his Panditaradhya
Charitra (Parvata prakarana), many new
talas are mentioned. The following may
be mentioned as examples:

Michita Kutila ghurnita
Satrachchada Goshti

Ega Arna

Eda Kachchana

Hada Aua

Bandhakarana Adimatrika
Badakarana Tarakshajaputri
Sarakarana Manimi¢ca Kankala
Asthanamandapa  Kavya Kankala
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ABDUL KARIM KHAN, a brilliant
exponent of classical Hindusthani music. His
raiga 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 Karnitic music,

ABHINAYADI VICHARA,
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 Sringara
S'ékhara in the Tanjore Sarasvati Mahal
Library.

AEHINAYAMKURAM, a book on Katha-
kali dancing by Gopinath & Nagabhtuishan (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. Srinivisan is a Tamilian.
They had their training from Vidvin Alatttr
Veakatésa Ayyar, the father of the former.
They are Asthana vidvans of Travancore and
command an extension repertoire. They are
adepts in Pallavi expasition.
ANU VEPANAM, sympathetic vibration.

APSARA STRI, a celestial maiden. It is
,said, that in the Hallis a dance led by Krishnpa,
apsara stris provided the mridangam ac-
companiment.

ARGHANA . AVAROHANA PRASTARA,
the possible permutations and combinations
of the different patterns of drshapa and ava-
rohana.  Arohaqa and avarghana are either of
the krama gati type i.e. regularly ascending
and descending or of the vakra gatitype i.e.
taking a tortuous or zig-zag course. Krama

an un-

shadava patterns are 6 in number and krama
andava patterns are 15 in number. The possible
number of Sumpiurna - shidava - audava patterns
of archana and avardhana are 484 i.e:,

Sampurna - sampurna 1 Shadava -~ audava 90

Sampurna - shadava 6 Audava -sampurna 15
Sampurna - audava 15 Audava - shadava 90
Shadava - sampurna 6 Audava - audava 225

36

484

Since all these patterns are possible under
each méla, the 72 melas yield 484 x 72=
34,848 ragas, inclusive of the 72 mela rigas
(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 shidava rdgas will be repeating
under a few mélas).

Shadava . shadava

The possible svardntara patterns are 20 and
these with the sampuirna, shadava and audava
combinations will yeild 1280 patterns; f.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 méla, the 72 mélas will further
yield 1280 x 72=92,160 svarantara ragas
(Note—This number will again get red-

uced since a good number of the svarantara |

ragas will be repeating under some mélas),

Réagas like Navarasa kannada ( s g m s—
sndmgrs) and Vivardhani (s r m p s
—sndpmgrs) are respectively
examples of svardntara - shidaya aund
svardntara - sampu.Qa ragas.

The Vakra gati patterns of ardohana and
avardhana are innumerable and these
combined with the Krama gati patterns
will yield a considerable number of rigas.
Appropriately enough the number of ragas
has been describzd as Anania, i e. infinite.

]
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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 Musi: 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 Asthdna vidvins 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. Hes 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 Kifita 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
2% octaves. His alipanas in the mandra
sthayi were characteristically impressive He
had an extensive repertoire. In the concerts
he sang a number of the compositions of great
composers and minor composers. He adhered
tothe strict ideals of the Kachchéri Dharma and
?addhati. His performances were a veritable
feast to the ear.

CHINESE HARP, an instrument with a
trapezoid resonator and resembling the ancient
svatamandalam or the sata taotri vind. The
instrument is played on open strings with two
sticks lInstead of the strings running horizontal
as one would normally expect, the strings
emerging from the pegs on the left side go

1}
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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 downwardsand 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
centucy. 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
5o 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 Khanda Jati Ata tala, beginning on S'ama
graha may also be sung in Tisra Jati Tripuota tala
in the lower degree of speed ; in this latter case,
the pallavi will have to begin in andgata graha,
at half finger-count.  Thus when the pallavi is
sung, the right hand, will be counting the Ata tala
in madhyama kéla and the left hand, the Triputa
tala in chauka kdla or wvice versa. When two
talas of identical aksharakala-value for ag avarta
are chosen, they may be reckoned in the same
tempo. The exposition of Dvitdla Pallavis is an
intellectual feat on an sthetic plane.

E -STRING, the first string of the Violin
and tuned to the note panchama of the madhya
sthayi in Indian music.



BY THE SAME AUTHOR
(IN ENGLISH )

*
The Teaching of Music
South Indian Music: Book I (4th Edition)

do. Book II do.

do. Book III do.

do. Book IV (2nd Edition)
do. Book V

The I_\:lelakarta Janya Raga Scheme with Chart

The 72 Melakarta Chart (separately)

Great Composers : Book I

The Flute with Instructions for Practice (2nd Edition)
Indian Melodies in Staff Notation: Book I

Madras as a Seat of Musical Learning

South Indian Musical Instruments (Madras Government Museum
Bulletin) 2nd Edition

Graha Bheda Pradarsini : An Explanatory Pamphlet dealing with
graha bheda or the derivation of scales by the process
of modal shift of tonic

Pictures of Famous Composers and Musicians with short notes
on them: Book I

Guide to the Teaching of Music by the Author and Mrs. Parvati
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BY THE SAME AUTHOR
(IN TAMIL)

*

Kirtan? Sagaram: Books: I, II, III & IV (Price of each Volume)
Practical Course in Karnatic Music: Book 1 (7th Edn.)

do. do. II (6th Edn.)

do. do. III (5th Edn.)

Sri Tyagaraja’s Telugu Opera: Nowka Charitram, with the songs
in notation

Indian Songs: Part I to V: each Part
Vachaspati Kriti & 2 Marches
Selections from Tamil Composers: Book I (3rd Edition)

Musical Compositions of Cheyyur Chengalvaraya Sastriyar
including his Telugu Opera Sundaresa Vilasamu

Namavali Satakam

MUSICAL INSTRUMENTS DEVISED BY THE AUTHOR

-Graha Bheda Pradarsini (Mode-Shift-ton) instrument with a
Plastic vernier

Pradarsana Veena, a samashti vadya, useful for being used as a

*  Tambura and Gotuvadyam and for demonstrating the various
laws, facts and phenomena pertaining to Music in general
and Indian Music in particular
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