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5-1-KEYS TO NOTATION AND ANALYSIS OP THE CHOSEN RAGAS

SVARA SYMBOL ABBREVIATED AS

Sadja S Sa
/Suddharsabha ■ • r ri
Catusrutirsabha R Ri
Sadharanagandhara <3 ga
Antaragandhara G Ga
^uddhamadhyama m ma
Pratimadhyama M Ma
PaDcama P Pa
Suddha dhaivata d dha
Catusruti dhaivata D Dha
Kaisikinisada n ni
Kakalinisada N Ni

Note:
1) Dots have been supplied over svara-s to denote 

Tarasthayi, and below, to denote mandra sthayi.
2) f—' over svara-s denotes that those svara-s are

about twice the speed of the others in the same phrase. 
This is not, in many phrases, 'exact' as Raga phrases cannot 
be rendered in a uniform kalapramana. It is the dynamic
variation (both in terms of duration and volume of raga 
phrases) that defy any system of notation.
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3) ( /sma ) has been used to denote a sphurita kind 
of movement (meaning a svara is hit from the preceding svara 
(taken by the raga) or microtone).

/WvEx. SS (In some cases, the preceedmg svara 
microtone has been indicated, as Ex. SS ).

4) denotes that the two svaras (under each tip 
of the arc) are linked with one another.

5) denotes that the svara represented in 
slightly lower than the tone represented by the actual 
sthana.

6) (x) denotes an indefinite point.
7) Important parts within a phrase have been underlined 

- this does not relate to musical interpretation.
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5-2-Some terns used in the analysis and their definitions 
Hrsva - Short in duration 
Dhirga - Long in duration

Sustained svara
A svara which is dhirga, as well as rich in tone. 

End phrases
They are smaller units within phrases which repeat

in many phrases ---- bestowing ragatva. In some raga-s,
some distinctions have been made even within these phrases 
by dividing them into major and minor end phrases depending 
on how often they figure and their suitability to be 
repeated in successive phrases.
Phrasal theme

The sequence of phrases in forming a 'raga phrase'
is very important, and the right combination and order of 

h . .sub - prases witm a larger perceivable phrasal frame-work 
has been referred to as 'phrasal theme'.

Twilight zones
All phrases in a particular raga are not 

exclusively in the domain of the raga. Many phrases are 
shared between raga-s or show a very subtle variation from 
one raga to another, or on slight manipulation lead to 
another raga. Such phrases are listed under 'Twilight 
zone'.
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7) Principle of 'dove-tiling'
If the microtone involved in the representation of 

a svara happens to be the last microtone of the preceding 
svara, or the first of the succeeding svara, the microtone 
of the svara under consideration often merges with the 
preceding or succeeding ones. This could be called 'dove­
tiling'.

Ex. Ni = SNS. Ni, if preceded by S, could be 
represented as NS, and if succeeded by S, is represented by
SN.
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5-3 ANALYSIS----FORMAT

1) Some important phrases figuring in the raga have 
been sung in the audio cassette, and notated both 
prescriptively and descripteively on separate notation 
sheets. Each box contains the following details.

DESCRIPTIVE NOTATION 
PRESCRIPTIVE NOTATION 
SAHITYA / SYLLABLES

2) General observations on the raga and specific
observations on the phrases chosen for analysis have been 
given, covering also the twilight zones if any, with other 
raga-s. *

3) A chart representing the movement patterns and 
svara-s through which these movement patterns have been 
expressed with reference to phrases analysed has been 
provided. The movement patterns in this chart do not 
generally furnish any information on the duration of 
microtones or the number of repetitions. Although the chart 
gives a statistical data of the svara-s associated to 
movement patterns, the internal duration within these 
patterns is an important factor in distinguishing one rlga 
from another. For exact details, the descriptive notation 
is best referred to.
*Other raga-s analysed in this work. There are, however a 
few instances wherein raga-s, other than those analysed 
have been referred to.



4) The designation of svara-s and microtones defining 
the movement pattern is subject to perceptional variations.

5) Phrases chosen have been essentially conceived 
from alapana, and at times, substantiated through examples 
from compositions. In an alapana, the duration cannot be
accurately notated ---- as varying degrees of speed (not
exact doubling or halving) occur even within one phrase. 
The elongation of a particular svara indicated by commas is 
only an approximation and not accurate pulsation.

6) In some raga-s, it has been attempted to locate 
and demonstrate the creation of phrases from a germinal end 
phrase.
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Bhairavi
Arohana

s mg,m 
: S g R

gRg
g

RP,m
m P D

D,SD . 
n S

Avarohana
S,,R SO,S 

: S n
dP,d

d
P,,d

P
Pm,P
m

mg,m g R S
Bhairavi

A raga offering wide scope for creativity.
Sa is a sustained svara. Many long Sa-s end on Dha.
Ri is generally a plain svara. In some phrases Ex: R 

R,, R,g m P ,,, (R) P, g, R it is understood to be slightly 
lower then the sthana of Ri.

Many sustained descending Ri-s end on Sa.
ga, if plain, could be lower than the sthana of 

sadharana gandhira. (Ref. Phrases 4,5,10,11}
Many phrases end on a sustained 'ma' but suggest 

progression. Example : Phrases 1 and 6. They have to be 
followed by 2 & 7 respectively, for the completion of the 
phrasal theme.

Phrases l & 14 are good beginning phrases for allpana. 
Many compositions in Bhairavi start on gRS or DnS. Some 
examples have been illustrated.

gRS
a) Mugattai kattiyi deham
b) Upacararaulanu
c) Janani maraava
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DnS
upacaramulanu
Tanayuni
Rama

Mote: The beginning phrases of "Mugattai kattiye" and
’•Upacaramulanu" are interchangeable. There are two versions, 
one beginning on gRS and another on DnS.

Pa is a sustained svara. Most phrases ending with 'Pa' 
are characteristically rendered as dP or ddP.

In Bhairavi, phrases generally take 'Dha' in ascent and 
'dha' in descent. Some exceptions have been illustrated in 
phrases 1, 14 and 16.

The sequence in phrase 11 is characteristic of 
Bhairavi. The different ways in which S, n DP could be 
rendered have been illustrated in 13.

13) c) S, n, dP could also be expressed as R,n, dP in 
some contexts. The movement SDR, represented as S in the 
example, could also be expresed as Ri in a different 
context.

Twilight Zones
R,mR,mR,= g ,,, is common to both Bhairavi and 

Anandabhairavi. An example of the phrasal contexts in which 
it is manifest in these raga-s has been illustrated.
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Major end phrases
a) dP
b) dPm,,,

Minor end phrases
a) P g, R
b) R S n, D
c) SRgR.

Bhairavi

SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) S ... D a) 4, 5 »
b) RS b) 8,10

Sa c) PS c) 11,13 a,
d) SR d) 13 b
e) SDR e) 13 c
a) gR a) 4
b) R..S b) 3,10,11

Ri C) SDR C) 7
d) RSR d) 15
e) Rg e) 17
a) gRg a) 1,6
b) xnR/Rm b) 3

ga c) mgro c) 3
d) gRin d) 4
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Pa

Dha

dha

nx

a) mRP
b) dP
c) Pm P

a) 3
b) 4,2,7,8,10 
C) 6, 13

Plain in all contexts
a) Sd a) l
b) dPd b) 11,13
a) DSD/SDS/DSDS
b) Sn S/D Sn S

c) s s
d) SnS
e) DnD/Dn D
f) n D
g) DS/Sthana of D
h) RSDSn

a) 2,3,4,5,6,8,9,10,13,15
b) 2,7 
C) 3
d) 5,13,14,15,16
e) 7
f) 7
g) 11,12
h) 17
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Huseni
R,mR Sn,S D,SD ,

Arohana :SR g m P nDn S
. SD,S SP,d

Avarohana :S n d P m g R S
Huseni

Huseni and Bhairavi share the same skeletal frame work.
Huseni is understood only from compositions---more as a
'tune' than as a full fledged 'Raga' where principles of 
delineation could be extracted.

The placement of 'dha' in Huseni is not very logical 
(so as to get it to represent Arohana - Avarohana). The 
general rule is,

Buddha dhaivata is always succeeded by Pa.

Ex. PdP, Pnd P
Catusruti dhaivata occurs in both ascending and 

descending phrases.
Ex. P n D n S 

S n S PdP 
PDnSR RSn Dm 
nDnP

A study of two compositions, "Rama ninne" and "Eppadi 
manam tunindado" gives some insight into this raga.

1) There are more of plain svara-s in Huseni when 
compared to Bhairavi and more smooth glides.
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2) Phrases range mainly from S - R, occasionally 
reaching g.

3) SP mP and SnS PdP sequences are frequent.
4) P, d, P---Long pause on Pa and glide to dha are

characteristic of Huseni.
Some small phrases have been extracted from the two 

compostitions taken up for study. They reveal that Husfini 
has an identity of its own. There seems to be very little 
scope for creativity.

Twilight zone 
Huseni and Mukhari

1) P, S nn DD is common to both raga-s .Only the 
context distinguishes the raga.

2) Sadja is characteristically rendered as R,,,g S 
in Mukhari. In Huseni, it could be occasionally 
rendered with the movement pattern RgS, but pause 
in S is shorter. (Refer Phrase 12 in Huseni).

Huseni

SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) SDS a) 8, 10
Sa b) RgS b) 12
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) Rg a) 4Ri
b) RSR b) 11
a) mR/RmR a) 4,12

ga b) gRg/Rg b) 4,14
c) mgm c) 12,14
a) m a) 1
b) inRin b) 4

ma c) Pm c) 8,9
d) vib d) 10,11
e) DmPm e) 13
a) Pm P a) 1

Pa b)mRP b) 4
c) SP c) 8

dha and Dha are plain in all contexts *
a) DSD a) 7,8,10,11,13

ni b) on the sthana 
of S

b) 10,13

c) on the sthana 
of D

c) 13
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Arohana

Avarohana

Mukhari
Sn,S

S R m P n D
. SD,S Prd Pm,P mg, 
S n d P m g

. nD, .
S or S R m PDS

R,gS 
R S

Mukhari
This is a raga with moderate scope for creativity.

Placement
i)

ii) 
Ex.

of 'dha' and 'Dha'
Dha figures in all phrases except in those phrases
succeeded by Par?cama.
dha is always succeeded by Pa.

RmPnDS, nDm,,,PDS, DSRmg,RSndP, RmPdP mPdP m, gRS,,

Important end phrases 
S ,, (R,g S) 
n d P 
gRS

Minor end phrases 
SR mm ,,,
RmP ,,,
RmPnDn ,,,
SnD ,,, SR ,,,
PDSR * t t 9
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Phrase l
Observations

It is a good beginning phrase.

Phrases 4 & 6
R and mPdP are typical of 

Mukhari. They lend themselves to be rendered 
twice, successively. This is a unique feature of 
Mukhari.
SRgR SRgR S ( Ref Phrase 4) 

mP dP mPdP m, gR S (Ref Phrase 6).

Phrase 5
Two ways of interpreting RmgR have 
been illustrated. ni, ma are at times rendered 
lower than their sthina and are indicated by n.£ 
and m^.

Phrase 8
Illustration of how a slight change on a phrase 
results in another new phrase. Also illustrated 
is the mainfestation of 'Ri' as a sustained end 
svara. (of a minor end phrase).
Example 10 illustrates the different ways of 
rendering P m g R.



Example 11 illustrates the different ways of 
rendering mgRS.

Phrase 12
Illustrates 'ma' rendered as P m

Bhairavi and Mukhari
Although these two raga-s share the same

svarasthana-s and microtones, there are differences ---
basically in the ascent, and even in the descent (which is 
logically the same).

In Bhairavi SndPmgRS (n=DS d=Pd g=mg,m) could 
figure as a sequence, without any pause.

In Mukhari, this sequence is more likely to beHrendered as S^n dP ,, m, gRS (n=DS P=P,dP m=PmPm). These 
pauses highlight the ragatva of Mukhari.

Gandhara is generally plain in the phrase gRS*

Mukhari
SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) RgS a) 1,4,6,10,11,12

/
b) RSRS b) 4

Sa c) S. . .D c) 5
d) S R d) 8,9
®) SDS e) 7

*In Bhairavi, ga is generally rendered as mg,m in g R S
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
Ri a) Slight vibrato a) 6

a) Rg/gRg a) 1,4
ga b) mgm b) 5,10a,11

a) Pm /Pm a) 1,2,3,6,12
b) vibrato b) 3,9

ma c) PmPm C) 6,10,llC
d) mP d) 11a
e) mRPm e) lib
a) P m P a) 1, 12

Pa b) dP b) 3,5,8
c) PdP c) 10b
a) Dn DD a) 2, 7

Dha b) n D/nD b) 8
c) DnD c) 9
a) SDSd a) 5 b

dha
b) Pd b) 6
a ) SRD a) 2,5b,7
b) Sn S on SDS b) 3,5a,8a

ni c) Dn c) 6, 8b
d j Sn d) 9
e) SnS e) 9
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Manji
RmR SD *Arohana : S R g m P D n S

« DS dPd mg,mAvarohana : S n d P m g R s

Manji
This is another raga which could be studied only from 

compositions. One is yet to extract the identity of Manji. 
A study of the raga from the ingenious composition 
'Brovavamma' gives an impression that it is Bhairavi, 
rendered slow, with more gliding movements, the dynamics in 
terms of duration and volume more uniform.

ma in phrase 1 is rendered with a slight vibrato kind 
of movement. In R, the mR glide is smooth and slow. There 
is no such glide in Bhairavi.

Phrase 2, 'Dha' and ga are plain, with no thrust or 
accent on them, as in Bhairavi.
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Kambhoji

Arohana

Avarohana

S,GR 
S R

G,Pm 
G m

P,SD S,DS 
P D S

S, ,R Sn,S 
S n D p

mG f in GRGR ,
Bt G R S

Kambhoji is a raga offering wide scope for creativity. 
The analysis of this raga also emphasises the fact that a 
raga cannot be interpreted on the basis of the scalar 
structure. A scalar perception, for instance, in Kambhoji 
admits of the phrase m P D S*, but the raga Kambhoji does 

not admit of such a phrase starting on ma.
Phrases proceed as: SRGmPDmG , RGmPDSRGS, 

DSRGm G ETC

It is, therefore, essential to contemplate on the 
ragatva, to experience the raga.

Observations

Phrase 1 is a good beginning for alapana.
Phrase 15 is a good concluding phrase for alapana.

SDSThe phrase S , , , § nDP:-
(Reference Phrase 17) (Also refer 2,9,10 and 11).

* mPDS P is a characteristic phrase of Yadukulakambhoji.



It is an important phrase in Kambhoji. It is
difficult to express this phrase in terms of
svara-s, and even if it is split up into the
perceivable constituent svara units, it is most
unlikely that it is rendered as 'svara' in any
context. .
UsteiA v-ca^dey-ed <4uw.m: ( Ae^a*****- pkvaA* }£■)
Sa is hrsva, and the movement SDS (previously 
expressed as Sa in alapana) is expressed as ni, 
the movement pattern being a slower glide.

S,R Sn,S nD nP
The Phrase S, n, D P (Reference
phrase 19) (Also refer phrase 8, 11,14)

This is another characterisitic phrase of 
Kambhoji. This phrase remains intact even if 
rendered as svara. ni and Pa in this phrase are 
generally rendered as Sn,S and nD, n: *

Tara sadja in Kambhoji is a sustained svara the 
ending on Dha or Pa (Refer Example 20)

Ga rendered as GroG is a characteristic ending 
svara (while rendering kalpana svara-s). This 
observation has been illustrated in Example 21.

*If,the phrase does not end on Pa, and proceeds as S,n,I> 
PD, SRG, then Pa is rendered as DP.
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na in Kambhoji
i) when a movement between ma and ga is widely used 

in phrases spanning Sa and Pa. This variety of ma is not 
used as an ending svara. **

ii) When a movement between Pa and Ga, suggests 
progression towards phrases proceeding beyond Pa. This 
could be an ending svara (as in phrase 7), but successive 
phrases generally do not take this variety of ma as the 
ending svara, as it tends to impa.rt a forward thrust.

iii) ma rendered as PmmG, mG, mG, ---- is at times used
as the fulcrum in rendering kalpana svara-s. This has been 
illustratd in example 22, where the fulcrum is the placement 
on 'Bhusuradi', taking this variety of ma.

Ni in Kambhoji
Ni figures in the phrase SNPD,S (phrases 4 and 12). 

This phrase does not figure frequently.

Important end phrases/Svara-s
®) D i,i

b) S,nDP ,,,/nDP 
C) G ,,, 
d) m ,,,

A similar ma is a characteristic ending svara m Khamas.



Kambhoji and YadukulaKambhoji
Many svara-s in these two raga-s are represented by 

similar movement patterns. These movement patterns are 
vigorous in Kambhoji while YadukulaKambhoji is characterised 
by gliding movements.

ghar,aster. Si ladhye sthayi sadia in Kambhoii and 
YadukulaKambholi.

This is not generally a sustained svara in Kambhoji. 
In fact, there are very few ways of descending from ma to Sa 
in Kambhoji. (Reference Phrases 3,5,6,14,15).

In YadukulaKimbhoji, it is a strong and sustained 
svara. This observation has been illustrated through an
example from a composition in each of the two raga-s.

. / - _ ^a) Kambhoji — Sri Subramanyaya namaste - namaste
The first 'namaste' lands on Sa, after which there 
is a long pause, but the Sa is not sustained all 
through.

b) YadukulaKambhojiKamaksi 
Every long Sa is sustained.



SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) SDS a) 2,4,9,10,11,12, 

16,17
b) RSR b) 6

Sa c) S .. R C) 8,11,14,19
d) S ... D d) 20
e) S ... P e) 20
a) SgR/gR a) 3,6
b) RGR/RG b) 3,20

Ri C) GRG C) 4
d) SGR/GR d) 5,6,10,14,15,21
e) SDR e) 14

6a
a) GRG a) 5,6,7
b) GmG b) 21
a) Gm a) 1,2,5,6,11,12,1' 

15,2i
ma b) GPG b) 7

c) Pram c) 7,13
a) PGP a) 3,15

Pa b) DP b) 6 ..
c) nDn P C) 8,11,13,14,19

a) 3,4
b) 3,8,11,13,15,20
c) 4,5,6,8,12,14,20
d) 15

a) PD
b) nDn/nD
c) PSD/SD
d) SDS

Dha



n

SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) Dn/nDn a) 2,5,9,10,11,16

ni b) SDS b) 6,18
c) SnS c) 8,13,14,19

Ni SNS 4,12
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Yadukulakambhoji
RP,G SD

Arohana : S R m P D S
SDS Sn,s mGm GR,GR

Avarohana : S n D P m G R S
Yadukulakambhoji

This is a raga with limited scope for creativity. This 
raga is characterised by many gliding movements and plain 
svara-s. The phrases are generally in slow tempo, with 
uniform dynamics. *

The rlga limits itself mainly to madhyasthayi phrases.
Tarasthayi phrases are few, and occur occasionally.

■*>

Mandrasthayi phrases are few, but occur more frequently.
«■» “iffc(Ex. Kamaksi - Svarajiati and Padare - Atatala varnam).

Observations
Phrase 1 is a good beginning phrase for alapana. m P m G

is characteristically rendered as in this phrase,
or as in phrase 6.
G ,,, G ,,,, G,m PDP mP,mGandD,D ,,, D,n SRS n§nD are symmetrical phrases

*ln Kambhoji phrases could be charged with dynamic 
variations.

Kambhoji has phrases spanning all the three sthayi-s- For 
more difference between tketwo, refer Kambhoji also.)

This kind of symmetry m the treatment of samvadi svara-s 
is observed in many raga-s. Such phrases/Svara-s are not always necessarily understood in terms of samvaditva or

consciously incorporated. It is more an intuitive 
phenomenon.



Phrases 2 and 6 are important end phrases.
Phrase 7 could end as SR, P mmGm ,,, or also as SR,RpPmmGm 
(as in phrase 8).
Phrase 3 is a good ending phrase.

Twilight Zone 
Yadukulakambhoji and Sama.

Phrases mPDSP and SRmPDSP
mPDSP as a beginning phrase is characteristically 

rendered in Yadukulakambhoji as illustrated. In Sama, it is 
rendered as illustrated, invariably landing on ma to proceed 
further.*

SRmPDSP could be rendered similarly in both raga-s 
(Reference Phrases: Yadukulakambhoji-9 :Sama-2). In Sama, 
this phrase also admits of being rendered differently, as 
cited in the illustration, with 'Maravakave' as example.

Yadukulakambhoji and Cenjurutti
Yadukulakambhoji and Cenjurutti share the end phrases 

illustrated under the twilight zone.

* For more details on the subtle difference between the 
phrases, the descriptive notation could be referred to.



YadukulaKaabhoji

u

SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) SDS a) 3
Sa

b) RS b) 5
a) SGR a) 1

Ri b) RGR b) 2
c) GR c) 3,4,7,8,9

Ga a) GRG a) 1,2
b) mG b) 4
a) PG/SRG or RPG a) 1,4,5,6,9
b) PmP b) 1

ma c) Gm c) 2,3,4,7,8
d) GRmG d) 4,7
a) PGP a) 4,6,8

Pa
b) DP b) 5,9
a) PSD a) 3

Dha b) PnD b) 4
c) nD c) 5
a) SD/DSD a) 10 a

ni b) Dn b) 10 a
c) SnS c) 10 b

Ni a) SNS a) 3
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88

Arohana : S R
SD,S SD,n Avardhana : S D

Sama is a raga with many germinal phrases offering 
wide scope for exploration. The end phrases, are, however, 
limited.
Important end phrases

1) RG, R R , ,
2) mG, R R ,,
Ri and ma are often rendered with a slight vibrato.

Janta phrases are important.
EX: S R PmmGR (SRGSR ,,)

DRS SD DP PmmGR figure frequently.
/Sami

SVARA MOVEMENT PATTERN REFERENCE PHRASES

Sa a) SDS a) 5
a) GR gR ....D(or) a) 1,2,3,4

GR gR...S
b) GR/gR b) 2,3

. Ri
c) SDR C) 4
d) GRg d) 5
a) mGm a) 1,3
b) Gm b) 2

_Sama
RP,m nD,n,
m P D S

G, ,m
P m G R S
Sama

Ga



SVARA MOVEMENT PATTERN REFERENCE PHRASES
a .) RPG a) 2

ma b) Gut b) 2,3,4
Pa a) DP a) 2,4
Dha SD/SDS 1,3,4
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Kedaragaulai
Arohana• : S R m P n S

Avarohana : S
nDn
n D P m

G, ,mR
G R S

KedSragaulai
This is a ToLgiJldefined by <x feuj definite phrases, with 

not all svara-s admitting of being sustained. There is 
lesser scope for creativity. There are many tarasthayi 
phrases in this raga. Mandrasthayi phrases are few.

Observations
Long Sa-s generally end on 'Dha' or 'Pa'.

Important end phrases/Svara-s
1) R ,,, / RG, R R,
2) mGGRS ___

Twilight Zone 
Kedaragaulai and Sami

R G , ,R and R ,, are good end phrases in both raga-s. 
In Kedaragaulai, the movement pattern is as follows:

a) G,, ,m R GR, GR, (R ,,,) (Reference Phrase 2)
b) GR, GR, GR ,, (R,,) (Reference Phrase 7)

Note: a) Occurs more frequently.



95

In £ama, Ri could be sustained for about twice the 
duration of that in Kedaragaulai, (and perhaps, even a 
little longer). The movement pattern is :

a) RmG, mR GR, gR, gR, ... (RG ,, R ...) (Reference 
phrase 1)

b) GR, gR, gR, ... (R,, ...) (Reference phrase 2)

The phrase R, PmmGR R ,,, figures in both raga-s. This 
has been illustrated through an example from a composition 
in each of the two raga~s. An analysis of the movement 
patterns reveals some subtle, but important differences. 
Kedaragaulai Sama
R ,, PmmG, RR R Pm mG, R R
1) Riis not a vibrato Ri is a vibrato movement
2) G, = G, G, = G ,,, m

K eri a r«Lg«.u ta. £

SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) DS/SDS a) 3,6,12
Sa b) S...D/S...P b) 2,8

C) RS c) 6
a) GmRGR a) 1,5,10,11
b) gRg b) 3Ri
c) GR/gR c) 4,5,7,8,
d) RG d) 6
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) iqGhi a) 4,7

Ga b) GRG b) 2
a) GRm a) 2

Bta b) RPm/Pm b) 5,6,7,10
c) Gm c) 8

Pa a) nDnP b) 3
a) DPD a) l

Dha
b) PD b) 5,10,11
a) DSD/PSD/SD a) 3,4,9
b) PSDS b) 6,7

ni
c) on the sthana of D C) 9
d) PSD SD .. d) 12
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Cenjurutti
DS SDS SG GRG GPG nDn

Arohana : D SR G m PDn• .
mGm GR,g nDn D,nP

Avarohana : D P m G R Sn DP*

Cenjurutti

This raga is rendered in madhyama sruti.* This is a 

minor raga, and there are very few compositions (viz. 
Javali-s, Tillana-s, Ragamalika-s or poems) **

The raga Cenjurutti is defined by a few phrases. This 
fact could be observed in composition -viz., "Marubari" 
(Javali) and "Nadabindukaladi namo namo" (Tiruppugazh 
popularly rendered in this raga) . However, a few more 
phrases have been incorporated into this raga, and these are 
rendered even by great masters. Some such phrases have been 
influenced probably by the Hindustani system. The "tune" 
known as "Kavadicindu" is.also attributed to this raga.

*Madhyama is the tonic or Sa.
** Poems imply compositions like those of Mahakavi 
Subramanya Bharati, which are generally set to music by the 
musicians themselves.
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Observations
Phrases 1-7

The raga Cenjurutti comprises essentially of these 
phrases. However, it allows more variations, 
stretches and manipulations resulting in newer 
phrases. Many phrases rendered, are similar to 
those in Kambhoji and Yadukulakambhoji.

Phrases 8-10
These are some of those phrases which have been 
incorporated into this raga.

Phrases 11-14
This is an extract from the folk tune Kavadicindu.

Cenjurutti
SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) S ... D a) 1
Sa

b) SOS b) 2,7
a) GR a) 3,4,6

Ri b) GmR G R b) 5
e) gR c) 7

6a GRG/RG a) 3,7
- ~ a) mGm a) 1

b) GRm b) 1,6
ma c) mG-mGm c) 4

d) SPG d) 5



SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) nDnP a) 2
b) RP b) 4

Pa c) PGP c) 4,6
d) GRP d) 6

Dha a) SD a) 2
ni nDn 2,7

Note: This chart takes into account only those svara- 
figuring in phrases 1-7.
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Athana

Arohana R
RP,m
m

PS,D 
P D

DSD
n

Avarohana
. DSD, S,,R SND,
S n S D P m

P,,D PmRmR mR,m 
P g, m R

Athana
Athana is a raga limiting itself to a few phrases, 

however, offering some scope for more 'manipulation' rather 
than 'creation' of new phrases.

Ni could figure both as a microtone, and as a 
svara. It is generally rendered as SNS.

Very rarely do we come across 'G'—in the phrase
• * •n S G m. Reference Composition: "Hariyum Haranum".

End Phrases

1. s N D D,, or S, D, , ,
2. D, n P

R, S

Observations
Phrase 1

m P R S , , , , RSND D,,,, P 
i) N D could be represented also as Dha



log

ii) Likewise, D , , , , P could be expressed as Dha,
ending on Pa to denote further progression.
This is a good beginning phrase.

iii) ma could begin on 'R'(as in cassette) or 'Pa'

Phrase 2 This phrase falls in the twilight zone of Kanada.
P , , D nSRSnP

i) nP would be designated as Pa also, in some 
contexts, but a smooth glide could 
indicate Kanada.

ii) P , , , D - The 'Pa' could be plain (as in the 
cassette) or start on Dha as D P , , , D.

This phrase also indicates a further progression. 
The phrasal theme is not complete.

Phr&se 3 m,P,g, mPP, DnP
i) D , , n P - The idea is phrasal and it is almost

impossible to logically designate the svara for 
that part of the phrase.

ii) In P,g, the 'Pa' could be considered as P,D or
P,n—the microtonal difference does not matter— 

both ways ragatva is established.



Phrase 4 n P m P S , , , RSND D , , , , P.
N D & D , , , P - observations (i) & (ii) for

aphrase is valid.
It suggests further progression.

Phrase 5
Kakali Nisada figures as anusvara frequently in 
descent, but occasionally figures in ascent as 
cited in the example.

Phrase 6
D,,, , , P DnSRSP
Although a long Dha, it is perceived as a sura of 
Dha-s. The example following as svara pattern— 
similar to the phrase—reveals that it is not a 
sustained Dha as a single unit.

Example 12
In Athana and Darbar, phrases circle around madhya 

Pancama and Tara madhyama, and even in lower ranges, there 
are more of ascending phrases. The descent from madhya 
pancama to sadja, and below, does not reveal any clear idea 
or ragatva especially in the compositions cited as examples.
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Twilight Zone
Athana & Darbar • •
1) m R S of Athana and g R S of Darbar. The movement 
raR,m is designated 'ma' in Athana & Hga" in Darbar as the 
examples reveal.

Twilight zone Athana, Darbar and Surati 
Phrase SR, S is common to all the three raga-s. The 

contexts in which they figure are given in the cassette.

Twilight Zone Athana & Kanada
1) nSRmRSnPis common to both raga-s. The 
succeeding phrase decides the context.

2) P - R movement is important to both raga-s, but the 
duration and context of the svara-s distinguish the two 
raga-s.

3) mRSnSRSn S—if followed by Dha is a phrase of 
Athana, and; if followed by Pa it is a phrase of kanada.

Athana

SUARA MOVEMENT PATTERN REFERENCE PHRASES -

Sa
a) SDR
b) S___ D

a) 5
b) 1, 11
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) SDR a) 1, 4
b) ibR or RmR b) 5Ri
c) SR c) 11
d) gR, g d) twilight zone Athana & Kanada-3

ga a) Pm, R, mR a) 3

a) R P, m P, m a) 1* 4,
ma b) m R m b) 5, 11

c) vib c) 3

a) P n/PD a) 3, 8
b) P n P/PDP b) 3, 8

Pa c) n P c) 10, 11
d) Pm P d) 12-vina leda
e) D P e) 2(Refer comments)
a) n D or n D a) 1, 5, 7, 11

Dha b) S N S b) 1, 5, 11
c) D n D c) 3, 8

a) DSD a) 2, 10, 11
b) S D b) 5

ni c) P D c) 4
d) vib d) 7
e) S n n e) 7
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1 u
Kanada

«

PmR,mR D,sD .
Arohana :SRP G , m D n S

, nDn RmRmR inRiti
Avarohana : S n P m g , m R S

Kanada*

This raga offers good scope for creativity. It is 
not generally considered as a major raga.*

Cjc*. is generally a movement between Ri and 
ma, and occasionally between Ri, ma and ga, (as in phrased") 
only some schools use a larger proportion of the second 
variety mentioned above.

There are many areas where Kanada and Athana could
overlap.

Important end phrases
1) g m R
2) R S S
3) n P
4) P g , , ,

*For Ragam-Tanam-Pallavi, or even and the 'piece de 
resistence' in a performance.
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The svaras S, R, g, D and P could be ' sustained' 
for long duration. The possibility of weaving phrases is, 
thus, wide.

Observations
Phrase 1

This is a good beginning phrase.
Phrase 2

i) ga starts on an indefinite point. It could 
also start from R.

ii) Sadja, in many phrases, ends on N—the 'Ni' 
is more an Anusvara than an independent 
svara.This observation is also valid for phrase 4.

Phrase 3
i) D, n, D could also be expressed as n,

D S ... could also be expressed as S.
ii) S..n Sadja could be considered as ending on n (the 

sthana of n being that of D). This observation is 
also valid for phrases 4 and 18.

iii) m m R S ma starts on an indefinite point. It could 
also commence from the end point of the preceeding 
Sa.
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Phrase 4
Suggests completion of a phrasal theme.

Phrase 5
Suggests progression of a phrasal theme.

Phrase 6
n S could also be rendered as 

n = D, S D 
S = S D S or SDRS

Phrase 7
Ri is a sustained, vibrant ending svara.

Phrase 9
The gliding movement over P m P - is typical of 
Kanada.

Phrase 10
Pa is also a good ending svara; the phrase, 
however, suggests progression of the phrasal 
theme.

Phrases 11 & 12
These indicate Janta svara usages.
In 11 , the movement is a smooth glide.
In 12, it is sphurita Janta.

Phrase 13
This suggests completion of the madhya sthayi 
salic^ra-s and indicates further progression to 
tarasthiayi.



Phrases 14 & 15

ir?

This represent Tarasthayi sancara.
Phrase 16

The phrase n S R m R S P falls in the twilight
zone of Athana.• •

Phrase 17
The sequence ggmRS-nRSnP-ggmRS- 
is a characteristic phrasal sequence.

Phrase 18
It is a good ending phrase.
In Hindustani music, g, m R S, with the typical 
gandhara as rendered, is the Kanada Ang, and many 
varieties of Kanada are widely sung. Although 
karriatak versions of some of those raga-s, Viz: 
Darbari kanada exist, they are minor raga-s, 
stylistically rendered close to the Hindustani 
system.

KANADA
SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) R s s a) 2, 4, 13, 15
b) n D s b) 4,

Sa c) S D s c) 7
d) S D R S d) 15
e) S,1*4, .N e) 2, 4
f) s,> • 1. .n f) 12
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) • * # • CJ a) 1
b) S D m R or SDmR..g b) 4, 13, 18Ri
C) SDR c) 10, 12, 17
a) R.. - .s a) 14
a) R m R or m R a) 1, 7, 11, 13, 17
b) m g m or (x) mgm b) 2

ga c) P m R m R c) 5, 8, 9 , 14
d) p in R in a) 15

ma a) mRmor (x) in R i a) 3, 17
a) m P a) If 7
b) n P b) 3,6,10 ,12,15,16

Pa c) PD/Pn c) 5
d) P n D a) 8
e) P m P e) 11
a) D n D a) 3, 4

Dha b) n D b) 3
c) m n D c) 9
d) D P D a) 11
a) n D n a) 4/ 7, 13
b) on the sthana of D b) 3, 4, 18

ni c) D S D/S D c) 5, 14, 16, 17
a) vib a) 6
e) S n S e) 10f) R n f) 11



DC
< <

CD 00

< tr
cc <

Q



flR
-

M
-

nc
\

. 
>0 V)

<x

R
 > 5

s. ?
 

‘ 
g 

‘
'a S

'
V* 

Q
VM

A
,m

f- 
R

.m
R

 P
, *

v\

PH
AA

S£
 -5

'
n<

x

P 0 
, P

S 
VA

M ‘Q
M

3)
SZ

>

?H
R

A
 S

B
-if

x? vl
V

C
v

y\
 O

k
X5
 VI

r%
 o

~
To

-
±C

K

V
$

d C
T 

S' W 
S' ^

 
#

CL

V
Y
\

dC
E

r\
a

O
S
Q

R
P,

pH
RA

SC
-3

JA
-O

k
r c

k
no

^

R
S R

rv
\

M
cr

O
km

R
.w

vf
c R,m

ftr
n

PK
D

 ,
R

Pm
*

f m
m

t -
4.

vo
k

W
, c

s.

< 
< 

l

%
 > n

s a

'■O
K
A

U 
^ 

d

v\

cr

W
\

R
,m

R
 R

P
nO

 ,
R
. P

 w
vf

c



PH
fc

ftS
£ -

1-^

£

QL
f

&

d
i

QL

v)
&.

■s

*\

<s

£

£

0

1

\ii

V5
<£

i
a-

£

<^T

VO

of

CTO

•

*

• w
«

'*0

G

'<0

G

Q~
e,

r"
£

s:

£

>4

£

e*d

•yj

<=»

0*0

cZ

£

0—

A

£

•

■a

• v)

••0
d

< a

<*

£

•c4

i
■«i

"9i

0C3
•

s.

£

• O'

■ V)

'qL

•CTD
•

■ o'
£

■qL

»QO
2 £

.oi
■ (JO ‘<3

PH
R
.A

SE
 - ?

JD
S 

D

O-
i

111
lo
<c
o'
I
Q-

lA
4
C

Do
i

\U
vO
«oL
X
a_

O' •

*0
o4

«
4
*-

£
q4
S

<*.
ot> • •

Q£
£

ol
«s

Oo
<{ <3-

vo
ft.

C* •

o' •

VO
6 
s:

P-

• V3

£
CL
*>

oi

6
c

vO

<=!•
vO

a*
1/5

A*

#■»

£

A*
4

*s
A

a.
Q

•VO

£

• V)

*

•

<s
£

£
«4
£

<x

£

o'

V)
Qt

o°

4
j>

6
£

s:-
<y
si­

ft
v/5
«.

p_-

a-

|CL_*
lo-

V)

£•

•

»

£

’{£ \6
£

CL
A 4

IvO
|a£

"<S



c |
T 

Tf
t SV

AR
.A

•—
3 (k

ii n 
s>

ft/
* R>

3 pi.j) 
3«

-, ^
kA

 ms.,pr^
k,™

pi
 h

ss
t>

k pi 
jj*,

»%
*. A

»*
iu

 
II m

 ll 
i n S

 R W
n
 & P

^ R 
q
 R

s^
ilB

P
 D f

t i h
kJ

5|
P

^^
 P ?

, 
1

ii1^ 
s, 

u 
g 

d ^ ic d ^ 
^ 

s 
m 

gcti^^crd- 
cr ^ 

<j 
s 

^ 
s 

cr d ^ 
cr d 

<r 
11

. 
•

i5S
,J

> 
S

P
.

<"
* - „

»M
>»

 
V
%
J>
, $R SP

 ** p
m

D
 KD,

it 
‘ 

‘ 
‘ 

d 
^ 

'd 
s 

^ 
{ 

q 
d ^ 

v s 
cr * d 

| v,Q
d^^^f

d 
'avw

^s- 
0 

^ 
f 

s 
u

• d^'Jvw
'd '#6

q
s

<t 
‘a* 

m
a‘«

Q
M

Sf
t. , I>

S
 B>s

 vwĝ-
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Darbar
RP,m DSD .

Arohana : S R m P D n S%

. DS DS, R,mR RxnRxn
Avarohana :S n , D P m R g , g,RS

Darbar

This is a raga with very little scope for 
creativity. Phrases are characterised by 'vigorous' 
movements, accenting or 'hitting' on many svara-s and almost 
no smooth glides. Phrases and compositions in Darbar are 
generally fast in tempo, but there are compositions in slow 
tempo also.

Ex. Fast tempo:- Yocana, "Ramabhirama"
Slow tempo:- Mundu venuka

The end phrases are few, and vigorous. The 
svara-s in this raga a^enot 'sustained'—there could be only 
pauses,

Vi2 phrases P , , , , m P D, n P 
mPD, , , R R S n S 
p , , , , D P m R, g,g, R s R,

The pauses could seem long, but the svara is not 
tonally elongated, nor do we see any vibrant quality about



Observations

the 'elongated' svara-s*.

Phrases 1 & 2
They are similar, but the phrase 1 ends on R— 
suggesting a progression. Phrase 2 suggests 
completion of a phrasal theme. They are both 
good beginning phrases.
Generally, madhyama is 'hit', and not precise on 
its sthana.

Phrases 3 & 4
In R m P, n , ni' is the sthana of S. D P D, P of 
phrase 3, and P D, P are good end phrases.

Phrase 5
The phrase is complete by itself, but suggests 
further progression of the phrasal theme. g,g,R S 
is the 'code phrase' for Darbar. It is repeated 
frequently.

*This is perhaps, one of the factors lessening creativity in 
many raga-s. Even the most tuneful §adja may seem out of 
place in some contexts. Mere tunefulness cannot bestow 
ragatva. Only meaningful 'elongations' and 'Sustenance' are 
permissible in a 'Raga'.
On the other hand, the Hindustani system seems to allow more 
of sustained svara-s experiencing pure tones in almost all 
raga-s. Their concept of raga is probably more elastic than 
that of the Karnatak system. Each raga, therefore, seems 
endless.



Phrase 6
Suggests completion.

Phrase 7
The idea of a phrase ending on R—only to be 
followed by the next, to end on R , , S—is
highlighted. R , , is therefore, an ending svara
of a phrase which is part of a bigger phrase for 
the phrasal theme to be complete.

Phrase 8
This is a good concluding phrase for an alapana / 
section of or whole composition.

Phrases 9 & 10
The phrasal chains are typical of Darbar.

The cittasvaram taken up for analysis shows 
excellent phrasal perception. The designation of 
svara-s to some such phrases poses problems by not 
fitting into the grammar of the riga-s. 
(considering the Ardhana - Avarohana, and it defies any 
logic). ...

• mR-.'rt vvY*,rn»£.»**» i ♦ * » • *Ex:mRSnSRm RP m R g R S

The movement, at one instance, is 'ia' and
another, 'ga'. In Darbar, generally, the svara attributed 
to the movement 'mR' in descent is only 'ga#.



Darbar

SVARA MOVEMENT PATTERN REFERENCE PHRASES

Sa could be perceived as Refer citta svararo under
S D S/D S analysis. *

Ri In all contexts
ga RmRm In all contexts
ma R P m In most phrases
Pa plain In most phrases

a) P n D a) 1,
Dha b) n D b) 2

c) n D n c) 3, 4 f 6, 8

a) on the sthana of S a) 3
ni b) D S D b) 3# 4f 5, 6, 8, 9,

c) D S c) 10
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^ankarabKxr a. ^

S ,GR G,PG, P,SD SDS,N
Arohana• : S R G m P D N S

SNS SNS,DN DP mGm GRGR
Avcvrohana

# : S N D P m G R S
t .Sankarabharanam

It is a raga offering wide scope for creativity. It 
cannot be treated at a scalar level at all as it is very 
well-defined by specific movements and end phrases.

Important end phrases* 

R S N 
m G m , ,

P D, P 
S R , S

Observations

Phrase 1
It is a good beginning phrase.

Phrase 2 Ga as fulcrum:
Ga is the 'fulcrum' in the initial phase of
alapana. A chain of phrases could begin on Ga,

followed by another chain ending on 'Ga'
establishing a cyclic phenomenon.

Ex: NSRGm G,,, MGRSN SRPmmG...
* In Kalyani, SND, PmG, G , ,R, are good end phrases. 
There is a big difference in the two raga-^s, although scale- 
wise, only madhyama is different. t
Ex: Ni is a good ending svara, in Sankarabharanam . Ni is 
an important fulcrum, but not an ending svara in Kalyani.
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Phrases 3 6 4
The svara, ma is a movement between m & G in the 
phrases encompassing S - P range.

Phrase 6
If ma is a movement between P & G, then it 
indicates progression upwards. There is 
generally, no more lingering on to the S - P 
range.

PHRASE Pm PD , , P (Phrase 5)
This phrase often indicates that one phase of the 
alapana spanning mandra and madhya sthayi Pa is 
complete, and that the next phase is to begin 
soon. At times, this could also be the final 
phrase in an alapana, for a composition starting 
on madhya sthayi pancama.

PHRASE SN S R , , S (Phrase:V)
This phrase is almost symmetrical to Pm, P D , ,P 
with about the same duration and dynamics. 
This often figures as the ultimate or penultimate 
phrase. In the tara sthayi it indicates the 
completion of phrases spanning madhya sthayi, with 
just one more phase in the tara sthayi, or the 
final winding up phase.
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Phrase 11
SN SR , , S could be a good end phrase, but is 
often succeeded by S , , D N , , S (as in Phrase- 
11) in an alapana. This phrase, emphasised 
properly, imparts a sense of completion. Most 
alapana-s end on this phrase.

Phrases 12 & 13
The movement S P G P could be called Sa 
(Phrase 12) the same movement could also be 
attributed to the svara-s m P (Phrasel3).

Phrases 17, 18 & 19
S P S D P G movements are characteristic of
t . _Sankarabharanam.

COMPOSITIONS IN SANKARABHARANAM 
The compositions in this raga are of two 

categories.
1) Compositions progressing as an alapana would 

Eg. "Manasu svadlna", "Nannubrovakanu"
"Aksayalingavibho"
"Sarojadalanetri"

2) Compositions which progress more on the basis 
of svara structure rather than alapana oriented phrases.

Eg. "Etudanilacite"
"Svara raga sudha"
"Nrtyati Nrtyati"
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Sahkarabharanam
0

SVARA MOVEMENT PATTERN REFERENCE PHRASES
Sa a) S N S a) 10, 12, 20

b) PGPS/SPGPS b) 12
c) RS NS c) 14, 16
a) GR/SGR/RGR a) 1,2,3,4,5,15,16,18
b) GRg or GRG b) 7, 11

Ri c) R G c) 8
d) SNR d) 8
e) S G e) 12, 20

Ga a) GRG a) 1, 10, 12
b) Gm b) 2, 4
a) mGm/Gia a) 1,2,3,4,5,6,17,20
b) m G b) 3, 4, 6

ma c) R m c) 3, 4
d) G P G PGP

GP PG
d) 5, 6, 12, 17, 18

e) S P G P e) 13
a) GRP a) 2
b) P D b) 4 / 5,

Pa c) D P c) 6, 9
d) P G D P d) 10
e) PGP e) 13
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) P G D a) 3, 10 ,18
b) n D n b) 5, 17, 18
c) PSD c) 6, 7, 11

Dha
d) SDS/SDN d) 6, 9
e) S D e) 11
f) P S f) 12 , 13
a) S N S a) In all other contexts

Ni b) S D S N S b) 1, 7, 10, 11 , 12, 13
c) R S S N S c) 8
d) on the sthana d) 9

of S
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KSdaram

Arohana
• : S

mGm
m G

mGm
m P

SN
N S

Avorohana• : & SNS
N P

mGm
m G

GR
R S

Kedaram
It is a raga offering little scope for creativity. 

There are not many end phrases or complicated movements. 
Some phrases could overlap between Nllambari and Kedaram— 

or one might lead to the other due to some small variations.

Sa in Kidaram is a very vital ending svara. 
Phrases could end on SR,S, SN or SNN. Sancara-s go up to ma 
in the tarasthayi, but the main operating range is madhya 
sthayi.

Observations
The difference in handling of the phrase SNN in Kedaram 

and Kurinji has been illustrated.

Kedaram BftKinAi.

1. Sa generally commences on 1. Sa commences on Dha.
Pa, and ocassionally on Dha.
2. Ni cannot be stretched. 2. Ni could be elongated.

The phrase S, mG, R s R , , s is characteristic to
Kedaram. Some performers render this phrase in Kurinji also.



Twilight: Zone Kedaram and Nllambari
Phrase number 1

G , , S
Ga is longer in duration in Nllambari.

Phrase number 2
GmPNPj jnmGR
In Kedaram, Pa drops to raa, hitting on it.
In Nllambari, Pa glides down smoothly to Ga, and 
then to ma.

Phrase number 3
G m P N S , , , N
This is essentially similar in both raga-s, but Pa 
to Ni is characterised by a smooth glide in 
Nllambari.

Phrase number 4
m G m P
m G m in Kedaram is perceived as m + G + m.
In Nllambari, Ga begins on ma. Hence similarity in 
phrase, though not in conception.
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Kedaram

SVARA MOVEMENT PATTERN REFERENCE PHRASES
Sa a) S N R S a) 4

a) g R g a) 1, 3
Ri b) GR b) 2, 4

c) SNR c) 3
a) m G m a) 2

Ga b) G mG b) 4
a) G m a) If 2

ma b) on the sthana of G b)i 2
Pa a) P n P a) 4

a) S N S a) 1, 2, 3, 4
Ni b) PSNS b) 1

Ni is on the GmP, N, P, n iG, R,sthana of 'ni# SR, SR, S(Twilight
zone kedaram & Nilambari 2)
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Nilambari
SGR mGm P jSN •Arohana : S• R G m P N s
SNS nDn mGm GR GRG

Avctrohana : S N P D n P m G R G

Nilambari
Nilambari raga is also one which is very well 

defined, but limits itself to just a few phrases. Also, 
each svara does not lend itself to manipulation in many 
ways. There are definite ways of handling each svara, and 
combining them to form phrases. This raga generally 
consists of slow phrases, and very few phrases lend 
themselves to being rendered in fast tempo.

1. Ga in many ascending phrases, is hrsva , and is 
dhirga in almost all descending phrases.

2. ni figures both as a svara and as a microtone.
a) As a microtone:

GmPNP , mmGRPPGM , , ,
Ni is the on sthana of ni. ( Ref. Twilight 
zone Kedaram & Nilambairi )

b) As a svara in the phrase
P ,,, Dn D,, n P which figures occasionally.

It has to be admitted that the raga is (most ragas are) 
only partially conveyed, even through an arohana-avarohana with 
descriptive notation.



Nilambari
SVARA MOVEMENT PATTERN Reference Phrases
Sa a) G S a) 2 , 7

b) S G b) 3
C) S N S c) 6

Ri a) S G R a) All ]phrases except 4
a) G R G a) 7

Ga (In RGmP,PG could also
be expressed as R=SG &
G= GRG)

b) G m G b) 2
ma a) G m/m G m a) 1, 4, 5, 7

b) G m G b) 1, 2, 3, 4, 6
c) m,ro c) 2
d) G P G d) 7

Pa a) S P a) 3
b) G P b) 3
c) R P G c) 4
d) PGP d)6

Dha a) PSD a) 6
a) S N S a) 1, 4, 5, 6
b) P S N b) 5

Ni c) S G S N S c) 3
d) on Sthana of S d) 7
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Kalyani

Arohana
9 : S

S,GR
R

GRPG MGPM
G M P

P,SD SDSN
D N •S

Avarohana• : S
SNS
N

SD PM,P
DP M

GR,
G R S

Kalyani
Kalyani is an endless raga offering unlimited 

scope for creativity. The raga could be stretched — 
exploring every possible facet encompassing mandra, madhya 
and tara sthayi-s*.

"9cNi is a very good fulcrum around which many 
phrases could be created. Such exploration of a raga around 
msada could at a point create an illusion of nisada itself
being the tonic --  finally resolving in 'Sa'. Expectations
and other emotional upsurges become oe-ry meaningful by the 
succeeding sadja. Experiencing this aspect of Kalyani could 
create an aura of ecstasy.

The functional range of all raga-s in_Karnatak music is 
generally mandra sthayi madhyama to tara sthayi pancama. 
Beyond these svara-s, the sancara-s are very rare, rendered more for technical fulfillment, not in anyway contributing 
to ragatva.
jefeThe sthana of this Ni is slightly higher than that of 
Kakali Nisada. In spite of the interval between 'Ni' and 
'Sa' being so small, the final resolving to 'Sa' would 
reveal how far apart these svara-s are, the distance between 
even the smallest intervals (frequencywise) is a 'big' 
difference to a musical ear.



In Kalyani, one could sketch any svara pattern ---
ragatva being supplied by use of Gamaka-s-- by braiding one
svara to the other, and use of proper microtones. Being
sampur^a, with each svara admitting of elongation, it 
provides immense scope for elaboration* The raga is, in a
wide sense, elastic-- as the microtone, and the Gamaka-s
could be varied contextually, and according to the 
anesthetic conception of the performer, unlike many other 
rlga-s.

Important phrases
G,,(N)SND P,,DN DPMG G,,R 

or
G D P,,DN DPMG G,,P etc.

are good beginning phrases. ,,G,,RW is a very important 
ending phrase in the first phase of alapana.

Gandhara, in Kalyani is more a starting point than a 
holding svara. * It is a potential Gandhara from which 

springs an upward or downward thrust.

All the svaras - R,G,M,D,N---are embellished by
braiding one with the other. This movement bestows ragatva 
on Kalyani.

In Sahkarabharanam, it is an important fulcurm.
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The 'samvaditva' is perceived in the treatment of all 
the svara-s in Kalyani.

Ex: Ri and Dha form ending svara-s of the phrases---
viz G,,R & RSND (RSND).An observation of alapana-s 
reveals that these two phrases are vital ending 
phrases in different phases of alapana.

The treatment of Ma and Ni is similar in many phrases.
Ex : DPMG RSND

M,,, DPMG G,,R N,,, NRSNDPM
M » P,M,P,M,P,M N = S,N,S,N,S,N

The Ga - Ni relationship is also vital. Eg. G ND 
and similarly GDP, GSND etc., are important sequences.

RN - SD - NP - DM - PG - MR is another important
sequence.

Palncama a Sadja varja phrases highlight the 
ragatva of Kalyani and bring out an emotionally and 
aesthetically appealing alapana.

The Sadja Paficama varja phrases in many
contemporary renditions pervade the alapana --  especially
when nisada is the fulcrum. The varnam "Vanajaksi" is an 
outstanding example. Another example is the cittasvaram 
composed by Karaikudi vina Subbarama Iyer for Ghanam 
Krishna Iyer's padam nAzhaittuva pddiw.
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However, analysis of some of the recordings of 
musicians of a decade ago reveals that the sadja Palicama 
varja phrases figured towards the end of the 'Slapana or 
rather in proportion much less than currently in vogue. 
Such phrases are few (used perhaps only as a contrast with 
Sa and Pa) in many compositions also.

Example: Etavunara 
Nidhitsala 
Bhajana seyave

Observations
The descriptive notation reveals that although 

conceptually we do not visualise a 'ma', 'ni' or 'ga' in 
Kalylni, they figure as microtones, but go unnoticed as & 
raaa is understood only through phrases. The aim of this
analysis is to communicate such phrases in a precise manner.

Phrase 1 is a good beginning phrase.
Phrase 12 is a good concluding phrase.
Phrases 13, 14 and 15 illustrate the different
ways in which rsabha is manifest.
Phrase 16 illustrates how 'Ga' is hit from 'Pa'
in some phrases.
Phrase 17 illustrates as to how 'ma' figures as a
microtone of the svara 'Ga'.
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Phrase 18 illustrates the different ways in which 
Dha is manifest.
Cittasvaram for "Azhaittuva podi" reveals 
excellent perception of Kalyani through highly 
creative Paricama - Sadja varja phrases.

Kalyani
SVARA MOVEMENT PATTERN REFERENCE PHRASES

Sa a) SNS 1,7,10
b) RSNS b) 8
a) G R a) 2,3,4,9
b) SDGR b) 8Ri
c) GRg c) 12,13
d) SGR d) 14

a) GRPG/GRMG a) 1, 5,14
b) Gm/mG/GmG/mGm b) 2,4,9,11,15,17

Ga c) MG c) 7
d) GRG d) 10
e) PG e) 16
a) PGPM a) 5

Ha b) PMP/PM/MP b) 5,6,10,11
c) MGPM c) 14



SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) GRP a) 3

Pa b) DPP/DPMP b) 6,17
c) PMD c) 11

a) nD/DnD/nDn a) 6,9,17
Dha b) PSD/SD b) 6,7,8,10

c) PMSD c) 14
a) SNS/NS/SN a) 1,4,7,8,9,10,12,13,

- 16,18
Ni b) Suggestion b) 5

c) SDSNS c) 6,8
d) SDN d) 18
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Saranga

Sa-Pa relationship plays a vital role in bestowing 
ragatva to Sarafiga.

Ri, even in the plainest form, is rendered with a 
slight vibrato.

Ma figures in all ascending phrases, and in descending 
phrases such as SN D, PM (RGmRS), DPMR.. (R, 6m R, S). Ma 
is a holding svara in many phrases.

Example. PM DP PM M ,,,
ma figures in the phrase RGmRs, which is

characteristic of Saranga.
In Saranga although the Arohana reads as SRGMPDNS, the 

sequence generally does not figure as a phrase.
Phrases ascend as: SRGMP R, GMPDNS

(or)
SPMP or SS or PMPDNS
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Even in the varnaro Intamodi, the sequence is split as 
follows.

| S D , P MRG m| R S - R GMPDN 
me . ra . . ga . . du- si .... mi

Phrases could descend as SND,PM, but more frequently as 
SD, P (Refer example 6 illustrat different ways in which 
SD, P is rendered)

Ni is not a powerful svara in Saranga.

Important end phrases 
PMDP M , , ,
DNS 
D, P 
DPMR
RGm, R# S

Saranga

SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) GRGS/GRgS a) 1, 4
Sa b) NSR/PSR b) 6

C) PS C) 6



SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) gR a) 3
b) mRGrg b) 3

Ri C) SNR C) 4

d) SDSN d) 4
e) Vib e) 5

Ga a) mG a) 3
a) PMP/MP/PM a) 1,2

Ma b) GPM b) 1
c) SPM c) 2

ma 3
a) SP a) l

Pa b) MP b) l
c) DPP, C) 4

a) PMD a) 1,2,3,5
b) PSD/SD b) 2

Dha c) DPSD c) 5
d) SNSDnD d) 6

Ni a) NS/SNS/SN a) 2, 4
b) SDSN b) 4
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Kharaharapriya

Arohana•
R,mR DSD

: S R g m P D n S
« Snn DPD mggRg RSR

Auarohana : S n D P mg R

Kharaharapriya
This is a raga offering wide scope for 

elaboration. Each svara admits of its being the beginning 
or end svara, thereby enhancing the scope for creativity. 
The raga also gives room for 'tec.kni.cal' elaboration—using 
sphurita, akara and fast passages.

Svara passages such as PPm - ig - gR S
nn D - DP Pm - mg - gR S
nD - DP - Pm - mg - gR S figure

frequently.
Ri and Dha serve as ideal fulcrum while rendering 

kalpana svara-s**.

The phrase mm (or m), could be rendered as a 
sphurita gamaka in three ways.

1) A fast movement without a deliberate Ga.. (Reference 
Phrases 10,11,13)

* Although it is possible to interpret a scale structure or 
phrase in many ways, the method which reveals the raga 
instantaneously has been given for all the ragas. This does 
not mean that other ways of rendering are incorrect.
irk •In most raga-s, Sa and Pa are used as a convention (whether considering or not considering ragatva).



2) A slower, dynamically more powerful glide with a
strong trace of Ga. (Ref. Phrases 2,14)

3) As mm (Ref. Phrases 6,12)
J

The movement nD,S could be expressed both Dha and Sa*

Important end phrases
1) mgg, R
2) Snn, D
3) R, , S
4) P D , , P

While the phrases mentioned above are frequent, almost 
all svara-s are good ending svara-s, and the raga lends 
itself for exploration in all facets.

Kharaharapriya

SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) n D S a) 1
b) S.. D b) 3

Sa
c) R S c) 4, 12, 13
d) S D S/D S d) 9, 10

* In Sah5na, (reference phrase 8) it is essentially 
expressed as Dha .



m
SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) ra R a) 2, 11, 14
b) R.. S b) 4, 8 r XX

Ri c) R m R C) 6
d) gR d) 7, ii
e) R S R e) 9, 10
a) R m R a) If 5, 12
b) mgg /mg b) 2, 4, 11, 14

ga c) gRg c) 3 # 5, 8, 9, 12, 15
d) Dg/S D g d) 8, 9, 15, 16
a) m m or m m a) 2, 11, 13
b) gRra b) 3

ma c) mRm c) 5, 6, 8, 12, 15
d) SmR d) 12
a) P.. .m a) 1

Pa b) PmP b) 5
c) DP c) 13
a) nDS a) 1
b) DnD b) 1

Dha
c) DPD/PD c) 3, 4, 5, 7, 16
d) nDn d) 6
a) nDn/Dn/nD a) 1, 4,7,9,10,12,13,16

ni b) DnD b) 4, 7, 9
c) DnD c) 6, 12
d) SD/DSD d) 10 , 15
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SGR
R

Sahana

ms

Arohana

Avarohana

s
mGm

G m P m
DSD

D , n S
t D, SD , S in 1,G mGm ,
S n , D P m G,m

m,GR raRm 
R G R S

Sahana

Sahana is a raga comprising of just a few phrases and 
it is defined by them. Each phrase is pregnant with ragatva. 
Almost all compositions in Sahana have similar tunes or 
'Varnaraettu'. Sahana is almost synonymous with the phrases 
analysed, but one could be creative, not by creating new 
phrases, but in the variation in their alignment.

EX: The phrase S, P, m, D could be the end phrase, also 
a germinating phrase for succeeding phrases.

P,m Gm, R GGR, - SP, m D
R GmPm Gm RGGR - SP, m D
R n, DPm Gm RGGR - SP, m D 
n,n,DPm Gm RGGR - SP, m D 
nSRGm - P, m D

In Sahana, phrases proceed as 
PmDnS, mPmD, 
mPmGmR, mPDm GmR 
Descending phrases figure as 
S n D P^-~(RGm Pm.... )



DPm - GmRGRS
PmGm - RGRS 
n,DPmGra - RGRS

The phrase RGmPDn, DPm (Ex.Phrase 10) figures at least 
once, and at the most twice in every alapana. This phrase, 
however, does not figure in the basic tune of any 
composition. It is corporated in some Padam-s.

Ex.Mogaduci - as a variation of the previous line, and 
does not seem to have been part of the basic 
varnamettu. Some phrases, conceived in the alapana, do 
not lend themselves to be rendered as svara-s. The 
svara-s have been designated to such phrases only for 
the purpose of motation.
Ex. R G G R (Reference Phrase 1,6,11) 

n m , G R S D (Reference Phrase 12)
End phrases

R GG R S 
RG, R R, R,
P m D
n D P ... R
Rsns .



Sahana
SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) S . . . D a) 1,6,11
Sa b) SD SD b) 9

c) SDS c) 14
a) GR a) 1,2,6,11,
b)GRgR b) 2

Rl
c) SGR c) 6,
d) SDR d) 12
a) mG/mGm a) 1,2,3,6,9,10,11

Ga b) GR is b) 1,6,11,
c) on the sthana c) 7
Vr of ma
a) mGm a) 1,6,10,11
b) Vib b) 3

Ma
c) Pram c) 4
d) Dm d) 5
a) mRP a) 1
b) P . . m b) 3

Pa c) P . D c) 4
d) mGP d) 6,11
e) P . .R e) 9
a) DS/nds a) 8

Dha
b) DmD b) Phrase 9 could also b

rendered as Dm = m 
DmD * mD(Not illustrated)



SVARA MOVEMENT PATTERN REFERENCE PHRASES

ni
a) DSD/SD a) 1,5,7,9,12,13,14
b) nDn b) 8,9
c) SnS/SDSnS c) 10,13
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Natakuranji

Xrohana

Avarohana

SrGR 
: S R
SDS nDn 

: S n

mGm mn 
m n

mGm
m

D
nDn PD PD DSD 
n P D n S

mGm mGP 
m P

GR,
RD m G 

Natakuranji
This raga offers moderate scope for elaboration. There 

are not many end phrases; therefore creativity is 
restrained. Also, many a time, just one svara for example 
Sa, is rendered as SDRS even in fast tempo restraining 
possibilities of mathematical combinations.

Mandrasthayi sancara-s are important, and have a fair 
place even at the very outset*. Ritigaulai and Natakuranji 
share many phrases. The 'Arohana Avarohana of Natakuranji 
does not adequately communicate the possible ways in which 
phrases ascend or descend.
Possible ways of ascent

1) SRGm nDn PDnS
2) RGm nDn S
3) mDnS (RGmGS)

*In most vocal styles, the initial phase of Ilapana (in many
ragas) shows only a small propotion of mandrasthayi phrases.
Mandrasthayi phrases are relatively more towards the 
conclusion of the alapana. But instrumental renditions seem 
to allot a phase for mandrasthayi sancara-s even at the 
outset.



ISA,

4) GmDnS (very occasionally)
Example. "Karunaitandennai"
Gm Dn S
An i ma (Amma inidana un)

Possible ways of descent
1) S n Dm Gm PGRS
2) mGS/mmGS/PDnDmGS
3) mPGRS/PGRS
4) SnDPDnDm

Descent 
SnDPm/nDPm 
PmG

Prohibited patterns of phrases 
Ascent 
Gm PDnS 
PDS

Observations
Phrase 1

It is a good beginning phrase for an alapana.

Phrase 2
mG m n D could also be expressed as G mn D.

Phrase 3
SnSR , , S is a good end phrase suggesting
completion of the madhyasthayi phase.
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Phrase 4
P G G ,,, mR (is also expressd as PG m,,,R) and 
is a phrase used sparingly, perhaps just once in 
a whole alapana.

Major end Phrases 
1) R G M ,,,
2 ) R G m G m ,,,
3) Sn SR ,,,S or SR,,,S

Minor end phrases
4) Gm PG RS 

SSnDn , ,

Twilight Zone
Natakuranji and Ritigaulo^i

1) S nD is similarly rendered in both raga-s.
Ex. Natakuranji 
SDRS SDS nD
S n D (P DnSnDm mmG RGmP mG s,,, n, D nS RGmGm,,,

Sltiganlai
SDRS SDS nD m
Ta ma Sa mu ("Seyakarie brovumu")
2) PD nD m



a) The phrase similarly rendered in both ragas. 
(Ref. Natakuranji Phrase 2. Ritigaulai phrases 6 
and 9)
b) Another way of rendering this phrase in 
Ritigaulai is also illustrated through a phrase 
from the composition "Dvaitamu."

The interval, duration and dynamics between svaras. 
n D m ,,, g, r (Ritigaulai) 

and
m G S,,,n,D (Natakuranji) are just the same. If 

the tonic is not known, one could imagine it to belong to 
either

Natakuranli 4 Mi lambar-l

The phrase RGmGm,,, is common to both raga-s, but
a difference in the rendering of m,,, is observed. In 
Natakuranji G,mG,mG,mG, m ,,,,,,, is faster compared to 
that of Nllambari.

Twilight Zone

Natakuranji

SVARA MOVEMENT. PATTERN REFERENCE PHRASES
Sa a) S ...G 1

b) DS b) 1
c) SDRS c) 4
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) SGR a) 1, 2

Ri b) GRg b) 3, 5
c) GR C) 5
d) GmR d) 5

6a a) mG a) 3
a) SM a) 1,2

raa b) GmG b) 1,2
Pa a) DP a) 2,4

a) nD a) 1,4,5
Dha b) DPD b) 2

c) PSD c) 3
a) SDS a) 1,4,5

ni b) DSD b) 1,3,4,5
c) n d c) 3
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Ritigaulai

mg,m R,mR mn nD mn nDn .
Arohana :S gR g m n D m n n S

SOS nDn RmR P,nP Pm,P mg,m RgRg,Rgs
Avarohana : S n D i g m P mgR S

Ritigaulai
A raga offering adequate scope for creativity. 

There are many plain svara-s figuring in many phrases, 
and ragatva is bestowed by employment of proper dynamics and 
proper end phrases. There are many minor end phrases, but 
the important end phrases are few. The important end
phrases have to figure frequently ---- succeeding the minor
ones at least in the next or following phrase.

Important end phrases

1) s ,,, (Rg Rg,, RS)
2) gRg ,,,
3} S ,, n

Minor end phrases
m,g,R 
gg,m 
gm n,n

Phrase 1
Good beginning phrase.
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Phrase 2
A good phrase, brimming with ragatva, but mmGRS 
cannot be rendered as svara. * Similarly gm R, S 
in phrase 6. The svara-s have been attributed for 
the sake of reference and understanding.

Phrase 8
This phrase illustrates the manifestation of S as 
SDRS.

Phrase 10
This svara passage, with suddha dhaivata, figures 
in "Vanajaksa" - Ata tala varnam. This usage is, 
perhaps, obsolete now.

Phrase 4
S,,,R could be rendered S if succeeding nn and as 
R if succeeding S.

Ex: gm n n, S,,, R, n,, (R = ,,,, g R )

Ritigaulai and Anandabhairavi 
Manifestation of Sadja.

Ritigaulai
S = Rg,,R S ,,, it R S lit

or
(Ref. Phrase l) (Phrase 7)

In kalpana svara, svara passages in compositions.



iPto

Anandabhairavi

1) S « RgRg ,,, g R ,,, g S
There is more pause on the microtone R.
(Reference phrases 3, 8 in"Anandabhairavi.)

2) RgRg ,, gR S (Reference. Phrase 6.)
The glide from gR is smooth, while in Ritigaulai, 
a short pause splits these two microtones*. 

Ritigaulai

SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) Rg,,Rs 
orgRg,,,Rs

a) 1, 7

Sa
b) SR or SgR b) 4
c) SDRS c) 5, 8
d) SDS d) 3
a) Rm a) 1, 7

Ri b) gR/SgR b) 4
c) gRg c) 6

These elements of music are learnt intuitively, and the 
differences are not consciously learnt or observed. it is 
not possible in an art form to follow a strict logic, as 
intuition and creativity would suffer at a conscious level.

Laksana comes only after Laksya. At a later point, a knowledge of Laksana might help * 'understand' Laksya, but 
cannot 'create' artl
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) mgm a) 1,3

ga b) RmR/mR b) 1,3,4,6,7,9,10
c) gRg C) 2,5
a) mRPm a) 1
b) mRm b) 2,9

ma c) m .„ D c) 3
d) Slight vib d) 6
e) Pm e) 7

SVARA WAY IN WHICH MANIFEST REFERENCE PHRASES

Pa a) DP a) 6

Dha
a) nD a) 6,8,9
b) DPD b) 6
a) mn a) 1,4
b) nDn b) 2,4

ni c) on the Sthana ofD c) 2
d) gR DSD d) 3, 5
e) SDS e) 6, 8
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Anandabhairavi
Srag,m R,mR p,n nP PS

Arohana :Sg R g m P D PS
SDS nD nP Pi,P ig,B R,gR,m RgRg,,,gr,,gs 

Avarohana :Sn DP m g R S
Anandabhairavi

This is a potential raga, rich with phrases pregnant 
with ragatva. There is no room for creativity based on the 
stliana-s of the scale, or phrases induced by the potential 
of the voice or instrument. Creativity, in this raga at 
every moment is led only by the ragatva. There is no scope 
for exploration utilising other features viz., - combining 
different svara-s in various ways, manipulating phrases in 
faster speeds and exhibiting the facility of the 
voice/instrument (as in Pantuvarali or Kalyani). This raga 
offers moderate scope for allpana and kalpana svara.

Observations
Phrase 1

This is a good beginning phrase for alapana.
There are many vibrato movements, especially on ma 
and Pa in this raga.
Dha is on the sthana of ni in many phrases, and 
representing such phrases through svara-s is 
complex.
Example: Phrase 2, Phrase 12, Phrase 13 (Svara



sahityam) P,,,D^Pmg.
ni is on the sthana of Dha in some fast phrases. 
Example: Phrase 7 ns RgR nSRS
In phrase 8, m,P nP could also be perceived as m, PDP. 

The expression of these phrases through svara-s is 
more intuitive than logical.

The movement pattern SDR is expressed as Ri in 
Anandabhairavi*.

The movement
a) mRPm is expressed as ma.

(Ref. Phrase 3, example 13 - Svara Sahityam)
Prog ra,g,R.

b) mRP is expressed as Pa.
example 13, (Svarasahityam) P,,, DP mg Pm 
Phrase 15 P,m,g,R

c) The movement mRP is also expressed as ma.
Ref. Example 13 Svara sahityam
P,,, DPmg P m g m g R
ma is often hit, and lower than its sthana. The 
exact sthana of such 'mats cannot be indicated.it 
could range between S and m.
Example: Phrase 1 P P ,,, m P n P 

Phrase 4 g m P g3 P.
Phrase 5 nP 1 P

* Ritigaulai, SDRS is expressed as Sa.
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Phrase

Phras

Phrase

Phrase

The different ways in which 'ma' is hit have been 
demonstrated in example 15. The differences are 
very subtle, and in all ways ragatva remains 
untarnished. The phrasal contexts in which mPS 
figures have also been given.

7 dha could also be used in the place of Dha in g, m 
P fi P.

8 & 16
These phrases illustrate the context in which 'Ni' 
figures.

17
This phrase illustrates the context in which 'dha' 
figures.

13
This phrase Illustrates the manifestation of 'Ga' 
in the phrasal context. Two different ways of 
rendering GG have been demonstrated

/A-NA.1) GG ('R' from which the second 'Ga' is hit
is not obvious) 

ftvwwv2) G G
Phrases in which 'Ga' and 'Ni' figure are rendered
at the most twice, in a whole alapana/composition.
Stylistically, two ways of rendering 'ga' are
recognised.

1) R, mR, mR, mR,



<100

Pause on R, followed by a brisk mR where 'm' 
which is hit, glides to R.

2) Rm Ri Rn Ri
It is a circular movement right from the 
beginning.
Both ways are permissible. The proportion in 
which such 'precise' and 'circular' gamaka-s 
figure in the performer's rendition distingushes 
the style inherited/imbibed/chosen.

Important end phrases
a) P, m
b) g,R g ,,, *
c) S ,, n
d) s ,,, (Rg Rg tit R • s)

The movement SDR is expressed as Ri in 
Anandabhairavi

The movement mRPm is designated ma, and mRP, 'Pa' in
some pharsal contexts. These facts again illustrate how a
raga is conceived from phrases, and not scales.

Ref. 1) 'mRPm' = ma: Phrase 3,13 (Svarasahityam)
Pmgm,g,R

2) mRP = P: Phrase 13 - (Svarasahityam P ,,, 
DP mg £ m), Phrase 15 P,m,g,R.

3) P and m = m R, P (Phrase 13 Svarasahityam) P, , , DPM || g P m g i g R||
* Similar to Rltigaulai

In Rltigaulai S D R S is expressed as Sa)



Twilight Zone

Xoi

Anandabhairavi and Ritigaulai

1) The phrase m, gRS is common to both raga-s but a 
small difference in the movement patterns is perceived.

Anandabhairavi Ritigaulai
1) ga is rendered as gRg. 1) ga is plain
2) If ga is plain, then Ri 2) Ri is not linked with
is rendered as gR ga
3) Sa is rendered as gS 3) S = gR g,,gR S.

For other differences in the manifestaion of 'Sa' in 
these two riga-s, also refer analysis under Ritigaulai.

Anandabhairavi

SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) Rg Rg S 
orRg Rg RS

a) 2,3,6,8,12

Sa
b) S R b) 4
c) PS/PSR c) 5,15
d) RS/gS d) 11,13(Svarasahityam)
a) g R g a) 16

Ri b) R,m b) 3,6,12
c) SDR c) 11



Aon

SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) RmR &) 2^4^7#8
b) mgm b) 2,4,10,14
c) PR/mR c) 4,13 (Svarasahityam), 17

ga d) mgg d) 5
e) Rg e) 7
a) Vib a) 2,4,9,13
b) mRPm/raRP b) 3,13(Svarasahityam)

ma c) Pm or SPm or c) 4,5,10,15
P{x)

d) PmP/Pm P d) 13 (Svarasahityam,)
14,15

e) m e) 13 (Svarasahityam),17
a) Plain a) 1,2,3,5,7,8,9,10,

11,12,13b) Vib b) 1
Pa c) PmP c) 7,8,12

d) P,,^/Pi» d) 1,9,17
e) mRP e) 13 (Svarasahityam)
a) Pmn a) 2
b) nDn b) 11

Dha c) Sthana of ni c) 12,13 Svarasahityam
d) DND d) 16

ni a) SD/SRSD a) 4,7,9,11
b) Pn/PD b) 5,7
or sthana of D 13 (Svarasahityam)

Ni a) NSN a) 16
dha a) dP a) 8
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Varali

Arohana• : S
g Rg

g
rSr
r

g Rg
g

PM
M

dPd
P d

SN
N S

AvarShana : S
SNS
N

dPd
d P

PM
M

R,g R g
g

rs
r S

Varali
«

Although a Sampurna raga, it offers only moderate 
scope for creativity. Many characteristic phrases tend to 
span within a small range, rather than encompass a full 
sthayi. This could be a limiting factor for creativity. 
Another factor is the complexity in the rendering of ga, 
its very small interval from ri, and big interval from ga. 
This limits fast phrases. The svara-s are well defined 
through specific movements, ruling out the possibility of 
scalar conception.
Important end phrases/Svara-s

1) 9 I I I

2) g , , , r
3) r S
4) rSN
5) dPM, d ,,
6) S , , N
7) s, r N



ga in Varali is manifest in the following ways.
* 1) Most hrsva ga-s are generally rendered as gR,g.

2) Dhirga ga-s are rendered as:
a) R,g R,g ... or (x) gR, g or gR, g.
b) R, g R, g

Most instrumental renditions follow pattern (a) 
while many vocal renditions follow (b).

Madhyama in Varali
In descenting phrases with hrsva Ma, Ma is rendered as 

PMP (as in most Pratimadyama raga-s).
In phrases beginning on 'Ma' (dhirga), and most 

descending phrases, Ma is rendered as PM PM. This movement P 
to M is a slow glide, wherein the character of madhyama (on 
its sthana) is predominant, imparting a plainness .

Varali and Pantuvarali share a particular movement of 
M and N, viz. P, dM (=M) and S, r N (=N).

Varali Reference Phrase
M Phrase 5
N Phrase 7

However, a small difference in the placement of 
this variety of Ma & Ni in these two raga-s is observed. In 
varali, they figure anywhere within the phrase or as a 
commencing svara of a phrase, but not very frequently. In
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Pantuvarali, they are very characteristic ending svara-s, 
and figure also at times as beginning svara-s.

Varali

SVARA MOVEMENT PATTERN REFERENCE PHRASES

Sa a) r S a) 3, 4, 9
b) P S b) 8
a) r S r a) 2

ri
b) r S b) 13
a) Rg or Rg | a) 1,3,4,5,9,10,11,12,13

ga b) Suggestion b) g in 2
c) gRg or g| Rg c) 9, 11, 12
d) SNgR d) 2, 8
a) P d M a) 5

Ma
b) PMP/PM b) In all other contexts

except the one cited 
above

Pa Plain In all phrases
a) dPd a) 4,7,11,12

dha
b) PMd b) 12
a) S N S/NS a) 2,6,7,8,10,11,12

- b) Suggestion b) 1 , 5
Ni

c) SrN C) 7
d) PMN d) 4
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Pantuvarali

Arohana : S
rSr
r

MG,
G

PM
M P

dP,d
D

SNS
N

Avarohana : S
SNS
N

SP,d
d P

PMP
M

MG,
G

GSr
r

Pantuvarali
This is a raga offering fairly wide scope for 

creativity. This raga is very often handled with a scalar 
perception-phrases ending or beginning almost on any svara. 
But the 'raga' Pantuvarali is defined by specific Gamaka-s, 
and end phrases, and even at the raga level, it lends itself 
to elaboration. A scalar interpretation may be initially 
pleasing , but in such a potential raga a mere intervallic 
realisation is not enough. The characteristic phrases should 
be meaningfully woven into the raga elaboration.

Sadja is a powerful svara. A long sadja is often the 
commencing svara for many phrases. Ref: Phrases 13, 14.

Nisada rendered as S , , rN and madhyama as P , , dM
are very characteristic of Pantuvarali.

In many raga-s wherein r and d figure they are 
characterised by the movements rSr and dPd respectively, ri 
and dha slightly lower than their actual sthana -s, and the 
character of sadja and Pancama dominating respectively. In 
Pantuvarali and Purvikalylni these svara-s, even if rendered 
as rSr and dPd, are dominated by the character of rsabha and 
dhaivata respectively.
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Madhyama is generally rendered as PMP, here too the 
character of 'Ma' is predominant — when compared to most 
Pratimadhyama raga-s (but not so dominant as in that of 
Varali).

Phrases beginning on Pa could begin on a plain Pa, dK«>,
PMd, PM etc., --- the manifestation being subject to the
performer's aesthetic vision.

Ga in Pantuvarali is a good commencing svara for many 
phrases. Most phrases, however, tend to end as G m r and 
not on a sustained Ga.*

Observation
The phrases chosen for Niraval/Kalpana svara in so many

compositions reveal that in Pantuvarali, Ga is not the
fulcrum. This fact has been illustrated in the cassette
Examples Pantuvarali
Composition N** S*** Fulcrum
l) Sambho ^ / s

[Sambho, Surabrnda]
2) Sarasaksa S

[Sarasaksa],
3) Aparama p

[Laksmidevi]

* Phrases such as S r G , , , ,; MdP PM Gr G , , ,; rGM , , 
, G, etc., are sung in many alapana-s. But G_ seems to be
ideal as a 'sustained' ending svara more for Purvikalyani ( 
G-D Samvaditva).
N - Niraval 
S -Kalpana Svara



Purvikalyani

^15

Composition N * S * * Fulcrum
1) "Gnanamo" _/ _/ 'G'

2) "Mlnaksi" _/ _/
[ ParamatwiiAu]

'G'
•

3) "KasI" -/ _/
[Madhurapuri]

'G'
i m. _[KasI Puravasini]

Most phrases in Pantuvarali span the Madhya 
sthayi, and go upto G (tara sthayi) and M (Mandra sthayi). 
The 'potential' range is over with tarasadja. Phrases 
beyond tarasadja are not 'sustained'. Occasionally, the 
phrase P G r S could figure, P being suggested from Ga and 
not reached or sustained.
(These rules are not followed in a scalar interpretation).

Important End phrases
1) dPM Gr
2) NSrG rSN
3) dPM, /dPP,
4) P , , , d M <*= M) ...
5) d, d,
6) NSrSN , , ,
7) rSN,
8) S , , rN



Observations
Phrase 1

Phrase 2

Phrase 4

Phrase 5

Phrases

SVARA

A good beginning phrase, establishing ragatva at 
the very outset.

This attribution of svara-s to movement patterns, 
viz. P, G, M, r (phrase 2) and phrases 17 & 19)
G, d, P (Phrase 3) reveals phrasal conception.
This 'braiding' of svara-s with preceedJng ones is 
frequent in Pantuvarali.

This is a good phrase in Pantuvarali, for which it is 
not possible to designate svara-s.

Although pausing on P, the phrase indicates 
progression, it is not complete by itself.

9, 14 & 18
In these phrases there is suggestion of ri & Ga.

, In most fast phrases, these svaras are 'suggested' 
rather than reached. (They, however, lend 
themselves to be considered as 'plain' svara-s). 

Pantuvarali
MOVEMENT PATTERN REFERENCE PHRASES

Sa
a) rSS
b) GS

a) 3, 12
b) 8



SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) rSr a) 2 , 5, 11,16

ri b) Gr/GrG/rG b) 4
c) Vib c) 10
a) PMPG a) 2
b) GRPG b) 3, 17
c) PG/rPG c) 5, 8

Ga d) Vib d) 8, 18
e) Suggestion e) 9, 10, 13
f) S N G f) 12
a) PMP/PM a) 1 ,3,6,8,11,12,14,

15,16,18
Ma b) PdM b) If 3

c) MGPM/PGPM c) 2, 16,17
a) PMdP a) 2

Pa b) dPP, b) 3, 5
a) dPd/Pd/dP a) 1,2,6,12,14,15,18

dha b) PGNd/PGSd b) 3, 5
c) PM dPd/PMdP c) 6,16,17
a) SNS/SN/NS a) 6,8,9,10,12,13
b) SrN b) 7,11,12Ni
c) Suggestion c) 15
d) NdSNS d) 17
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Purvikalyani

Arohana• : S
rSr
r

MG,
G

PM
M P

SD,
D P •s

Avarohana• : S
SNS
N

SD,
D P

PMP
M

MG
G

GSr
r s

Purvikalyani
This is a raga offering wide scope for creativity.

The compositions of Diksitar in this raga bear the name 
'Gamakakriya', but one is yet to arrive at any conclusion 
regarding the nomenclature. Conceptually, the raga-s in 
Diksitar's compositions show a style and approach very 
distinct and different from all other styles. Our analysis 
on the conceptualisation has been arrived based only on to* 

the existing versions of the compositions.

In general, in the compositions of Diksitar there 
are more of gliding movements.

The language and words tightly tugged to tala 
give room only for slight variations from the basic tune, 
and not a 'sangati' formula (could be original 
versions/additions later interpretations) as found in the 
bulk of other compostions.



Two compositions, viz. "G’fianamosagarada" and 
"Mariaksi meraudam dehi" have been taken up for analysis. An 
extract of phrases has been given from each section of these 
two compositions. The phrases in the extract are based on 
the compositions, but have been modified to present an 
alapana structure.

Phrase Extract 
Pallavi

"Gnanamosaga rada" 
DSr GPM GrS(brisk phrase) 
GMP, PPMND PMGr,
G,,,-MP DP SS SDGr SND 
DGGr SND NDPM 
GM DM Gr S,

"Minaksimemudam"
S t if S,,r D-S,r G,, 
GrG,M, P,,,M DM Gr
5.. ,r D SN PD,,P* * •• •

5.. PMGr GD P,,,M 
GMDS, N DPM Gr,,S.

Observations

1) Quick movements. 1.Gliding Phrases encompassing
An out time covering mainly mandra sthlyi, and 
all the sthayi-s. going up to tara-sadja.

2) There is wide scope for 2) Only slight variations and
interpretation and not a strict Sangati package
Sangatis.



Phrase extract

o?. «2.&

Anupallavi Anupallavi
P,DP SS SrG rSSrD P, , ,MGM DN DPM,
DP SS SrG MGr SND DM Gr G,,,-DMGrSD-
DGr SND NDPM SrGMDM Gr, - G,M,D,,
GM DSN DPM Gr DSN PD,P-S,,,r D S -

S rG rSS, S N D N D P M
G r G,,, -GNDMG
G M D M G r

Observations
1) S is the fulcrum. 1. G is the fulcrum.
2) Phrases are brisk, 2. Phrases circle around

progressing mostly as Pancama initially,
P D P-S and not in MDS. occasionally going down to
A complete picture encom­ mandrasthayi.
passing tara & madhya Then the phrases slowly ascend
sthayi-s has been given. up to tarasadja, giving a

flash of tirasthayi (SrG
ySS ,) and descend to the
fulcrum.
Phrases ascend generally as
MDS and there are many
pancama varja phrases --



portraying a different
facet of the raga, and
these phrases influence
more gliding movements. 

Phrase Extract
Caranam
"Gnanamosagarada«

P,P,P, M NDP GrG - 
PMG, r Sr G, M P - 
POP SS - other phrases 
similar to Anupallavi.

"Minaksi"

PM G r s , , , r G rSSD -•

S r G , , , , - P,M GM DM 
G M P ,, M DM Gr - r
Gi v i S i • *
GMD, Dr SSN PDP,, -
DP S , ,, irG RSND
DSr Grd - G rSS N D -

NDP, P,M-G,M,D,M
Gr ,,, s-
An outline of the raga- 
is given in the 
Madhyamakala Sahitya, wva.eta.HAo.t-

Observations

P' is the fulcrum, and the 
caranam is ideal for Niraval/ 
Kalpanasvara - both musically 
and poetically.

1) Commencing on . Pancama, 
phrases initially have long 
pauses. The first line of 

the caranam has been



iL^Lts

The latter part of the conceived like a "Pallavi"*
caranam is similar to the The rest of the caranam is
Anupallavi. just a group of phrases 

with no visible fulcrum or
idea of logical progression 
as in the earlier phrases.

The analysis of the phrases indicates the following 
facts.

i) "Gnanamo..." is a fast-paced song, with not much of 
a gradual progression or long pauses. Still, the core of 
PurviKalyani is effectively conveyed.

ii) "Minaksi", on the other hand, proceeds like an 
elaborate alapana. There are many long svara-s and the 
pauses lend themselves to be effectively filled and enriched 
with ragatva.

iii) An "alapana for "Gnanamo” should ideally be brisk 
and spontaneous --  a brief outline as a prelude.

iv) An alapana for "Minaksi" should be ideally slow, 
and gradual. A- planned alapana, exploring each facet 
unhurriedly, would be ideal for a prelude.

* As in Ragam -- Tanam - Pallavi.
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Observations
Phrases 1-26

All the phrases cited as examples have been 
conceived to illustrate the numerous ways of 
creating specific end phrases, due to which many 
examples may sound repetitive. A iso, a. 
special attention has been paid to
illustrate the designation of svara-s to phrases, 
which in turn influence the embellishments 
employed even while rendering as svara-s (be it in 
cittasvara/Kalpana svara). It is this phrasal 
conception that bestows rSgatva even to a raga 
like Purvikalyani where there is a large 
proportion of plain svara-s braided to each 
other . Ri and Dha, even if plain, are rendered

Awith a slight shake or 'vibrato'.
Ex. Phrases 2 & 3

*The descriptive notation will reveal the small proportion of 
microtones.

•fa B 4 9This fact is could be observed m some svara-s m other ragas also, (although such svara-s admit of plain versions). 
This could also be the result of the influence of a 
particular school/style.
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Important phrases in Purvikalyani
1) s, r D
2) rSS, D or rSN,D
3) S r G , , ,
4) r G M ,, G
5) DPMG
6) P , , M
7) DPM/DPP, M
8) DPM Gr
Note: Gandhara is an important fulcrum in Purvikalyani. The
raga offers wide scope for exploration as there are numerous
end phrases in each range.

Generally, phrases in most raga-s tend to be
repetitive in mandra sthayi and tara sthayi. End phrases
too repeat themselves in each sthayi.

Ex. S, r D - S r D 
rSS, D - rSS, D

Purvikalyani
- SVARA MOVEMENT PATTERN REFERENCE PHRASES

rSS 26
a) rSr a) 4/ 11
b) G r , b) 4, 9

c) Dr or (x) r c) 14,
d) rSrG d) 26 -

e) r,S,r, S,r,G e) 24



£31

SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) iqG a) 8
b) GrMG b) 9, 25

Ga c) MG c) 13, 15
d) SDG d) 19
e) PMPG e) 25
a) PM/PMP a) 7, 8, 11, 26
b) GP b) 8

Ma
c) MGPM c) 9, 25
d) DPP, M d) 26

Pa Plain In all phrases
5 a) SD a) 8, 26

b) PMSD b) 9
c) nD c) 10Dha
d) P D d) 11
e) SDG e) 19
f) rSS, D f) 24, 26

- a) Suggestion a) oH

Ni b) (x)S/DS/SS *>) 11, 21
c) NS/SN o) 12, 14, 15, 16, 17,

19, 20,26
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Saurastram

Arohana
rsr rinG 

Sr G m
Pm PmSD 
in D

SDSN 
N S

Avarohana
NS
N D

nDn
n

nD
D m

xnG
G rsr r S

Saurastram
A raga with almost no scope for creativity.
The placement of 'ni' and 'Ni' in some phrases does not fall 
in line with the logic derived from Arohana-Avarohana.

Ex. S n S, r S n S N D; DNS, r S n S N D

It is customary to conclude performances with '’Pavamana" in 
this raga. It is not possible to relate the raga with this 
practice-Probably the composition "Pavamana" influenced this 
convention.

Observations

Pharse 1
This falls in the twilight zone of Devagandhari. 

Phrases 2 & 3
These are characteristic of Saurastram.

# »

G, m G S r , , , figure in Ahiri also. (Calkri
ra . . ■ m al
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Phrase 4 & 5
fall in the twilight zone of Devagandhari.

SAURASTRAM * •
SVARA MOVEMENT PATTERN REFERENCE PHRASES
Sa Plain In all contexts •
ri S .r/r S r In all contexts

a) S id G a) 2
b) r m G b) 3

Ga c) n G or i G c) 6
d) G S G d) 7

ma m 1, 2
Pa m G P 6

a) D n D a) l, 4, 5
b) P m D b) 2

Dha c) n D or n D c) 1, 4, 5,
d) Pi S D d) 1
a) on the sthiana of S a) 3ni
b) D S D - b) 4, 5,

Ni S NS In all contexts.
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Devagandhari 
gR, Rp,m nD,

Arohana : S R m P D S•

. SNS D,nDn,D mG mR,gR
Avorohana ;SND P m G R S

Devagandhari
It is a raga with almost no scope for creativity. 

The raga shares some phrases with Saurastram, almost oil 
svarasthana-s with Arabhi.

COMPOSITIONS IN DEVAGANDHARI
a) Compositions in Devagandhari often have a phase 

encompassing tarasthayi Sa & Pa—each svara in it reached 
almost dramatically.*

Ex. a) 'Tarakanama' ("Ksira sagara")
b) Anupallavi in "Karuna samudra"
'Karupa samudra' has many Sangati-s - not found in 

any other composition. The sangati progression seems quite 
different from the conception of raga Devagandhari, as in 
present times.

This technique of Sangati progression is adopted 
in a very small proportion nowadays. The Sangati 
progression currently in vogue tends to be smaller 
variations of the first line accenting on ragatva, rather 
than a technical variation.

*Many of our compositions and even raga-s, have phrases 
reaching only upto Ga - beyond that it is rather suggestion 
of svara-s than 'reaching' or 'sustaining'.



Observations

&40

Phrase 1
• •*D R S , , ,

Phrase 2
(Vib) D ,,,

Phrase 3

or g R,g. 
$*vR , , , , S,

• »could be expressed also as R S

could also be rendered as nD, nD, S.

In SR, S, Ri could be rendered as mR,in

- RC could begin on m or g.

These microtonal differences do not matter to the 
raga. Either way, ragatva remains untarnished.

Phrase 7
In S,RS the Ri. is only suggested, and not on its 
sthana.
Twilight Zone Devagandhari and Sama 

Indicates how a small variation could lead to a 
distinctively different raga.

Important end phrases
1) Dn, DP
2) R , , , S



Devagandhari

SVAJRA MOVEMENT PATTERN REFERENCE PHRASES
Sa S N S 1
Ri a) g R a) 2, 3, 4, 6, 7, 9, 10

b) suggestion of R - 
lower than its sthana

b) 8

ga a) RmG a) 2, 4, 7,
b) n6 or n G b) 4f 7, 9, 10

ma a) SPG / R P G a) 2, 6
b) P G b) 5,
c) Pm Gm c) 9

Pa a) P G P a) 2
b) D P b) 2
c) P..D c) 9

a) S D a) 1, 6
Dha

b) D n d b) If 3, 5, 7
c) Vib c) 2, 5,
d) P G S D d) 5
e) n D e) 8

a) DSD a) 2
ni b) on the sthana of s b) 6

Ni - S N S In all contexts.
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Bilahari

Arohana SGR
R

SD
D

Avarohana SNS
N

SD,N DP 
D P

mG,m
m

GR,GR 
G R S

Bilahari

Bilahari offers moderate scope for creativity. 
Bilahari has the svarasthana-s of MShanam in ascent, and 
Sankarabharanam in descent. This might be logically true, 
but the raga does not show any trace of the other two. 
There is proof enough to say that a raga in the real sense 
is not conceived of as an incorporation of movements over 
any scale. The phrases, their end points, dynamics, and the 
duration of svara-s within phrases, etc., are the factors 
bestowing Ragatva. A Raga cannot be synonymous with 
combinations of svara-s from its scale.

Kaisiki nisada is generally accepted as part of 
Bilahari, and phrases such as

GPDSnnDP mGR RGPDSnnDPmGR,
figure in most alapana-s (twice or thrice in a whole alapana 
or composition). However, there are renderings without 
these phrases. If not obviously as in those phrases, ni 
figures as a microtone in Dha in some phrases.
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Observations 
Phase I

Phrases1 & 2
These are good beginning phrases.

Phrases 3 to S'
These are examples for some saficara-s.

Phrase 6
This ends on ND, indicating further progression. 
One phase of alapana ,thus gets completed - 
leading to the next.

Phase II
Phrases 7 to 14

These are examples of phrases ending on mGR. The 
technique of creating phrases in a raga has been 
represented in this phase.

Phrases 15 & 16
These end on D,,P, but do not indicate completion 
of idea. The idea is complete in 17a, and the 
phase is complete with phrase 17b.
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Phase III

Phrases 18 to 23
These are examples of those phrases which could be 
created with SND as end phrase. This phase has 
sanbara-s encompassing tarasthayi, Phrase 24, 
goes down to indicate the completion of tara 
sancara-s. A few more phrases could be rendered, 
as a similar winding up phase, to end on phrase 
25 to Phases I & II,

Such a gradual progression of a logically 
conceived alapana is observed in many contemporary 
renditions. Many renditions of musicians of 
yesteryears have essentially the same ragatva, but 
phrases are not conceived with this orderliness. 
They were, perhaps, governed by the aesthetics 
achieved by random exploration rather than by a 
chisseled structural frame work.
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Bilahari does not take Ni (as a svara) in ascent. 
However, phrases as GPDSNSDN-PDS ,,, N DP mGR,,, do figure
in alapana-s, iKe Ni ^ -- being more of a 'karn
svara'* in a phrase. The same phrase is never rendered as 

svara.
The varnam in Bilahari 'Inta Cauka se^a' has phrases 

as SNDPR, ,NSDNP^MG DD NN etc.. Such phrases do not figure 
at all in any Co^Wpera^alapana. Such obvious 'nisada' in 
ascent is best avoided as it is far from the contemporary

aconception of the taga.

SVARA MOVEMENT PATTERN REFERENCE PHRASES

Sa

a) SNS
b) RS NS
c) SDS
d) GS/mG,mS

a) 1,24
b) 2
c) 6
d) 7

* Svara which is 'heard' rather than deliberately sung-
In Hindustani music, although a raga might be said to 

comprise of a set of svara-s (Eg. SDPGRS), the phrases 
descending might show a trace of nisadagvn«uiM^*w’‘--- known as 
'karn svara' or 'what is heard'. Such microtones occur in 
almost every potential raga.
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) RGR a) 1,8,9,10,11,12,13,

14,24
b)GR b) 3,15,23,21,18

Ri
c) gRg or GRg
d) SNR

C) 6,12,17b,25
d) 6,25

e) SGR e) 7,14,12
f) SDR f) 27
a) mG a) 2,7,8,9,12,14,16,17a,3

6a b) GRG b) 3,4,19
c) SDG C) 20

ma
a) Gin
b) Pittm

£1) XX , 12
b) ll

Pa
a) DP
b) nDnP

a) 2,5,8,11,13,15,24
b) 7,12,14

a) SD a) 1,5,9,16,24
b) SDS b) 5,15,24
c) nD C) 4,14,17b,18,19

Dha d) DnD d) 3,4,13,18,20,21,22,
23,25

e) DnDS/nDS e) 16
f) P S D f) 6
g) n D n g) 10

Ni NS/SNS All contexts
ni Plain & Dn 28
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Surati
•

RPm DSD
Arohana :SRmPnDnS

SDS nDn mG mGP mGR
AvaxShana : S n D P m G Pm RS

Surati
This is a raga with limited scope for creativity. 

Some combinations may be perfectly within the scale 
structure, i>ut in this raga, phrases are not just permuted 
or combined. The "arohana of Surati might not disallow the 
phrase RmnR—but phrases cannot be formed by dropping or 
combining svara-s at random. Many phrases in a raga /way 
not correspond to strict logic. Therefore, the purpose of 
arohana-avarohana is to just indicate ascent-descent. It 
may not be meaningful to the raga many a time. But it is 
customary to teach the arohana-avarohana before any 
composition because it gives the skeletal framework of a 
raga. It is not possible to give all the microtones in just 
this frame work. There are many ways each svara 
manifests itself, and the arohana-avarohana concept totally 
fails to convey many of these details especially in Vakra 
raga-s.

End Phrases
m G P m R 
S R, S/R S 
mGR
n,D P
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Surati
•

SUARA MOVEMENT PATTERN REFERENCE PHRASES
Sa a) n D S a) 4

a) m R a) 2
b) gRg/ b) 2, 6, 10

Ri
c) RgR/gR C) 1, 2, 8, 9
d) PR d) 5

Ga mG/mGm In all contexts.
a) Vib a) optional in some parases
b) mm/Pmm b) 2,9

ma c) m c) 3
d) Dm Pm d) 5
a) m G P a) 3

Pa b) P..R b) 4, 7
c) P..D c) 9

Dha a) nD In all contexts
a) Pm n a) 3
b) nDn b) 4

ni c) Vib c) 4, 7
d) PD/Pn d) 5

, e) SD/Sn e) 6, 7


