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5.]1.KEYS TO NOTATION AND ANALYSIS OF THE CHOSEN RAGAS

- -— - - -

SVARA SYMBOL ABBREVIATED AS
Sadja S Sa
éuddha;§abha r ri
catusrutirsabha R Ri
Sadharanagandhara g ga
Antaragandhara G Ga
éuddhamadhyama m ma
Pratimadhyama M Ma
Paficama P Pa
duddha dhaivata d dha
catusruti dhaivata D Dha
KaiSikinigdda n ni
Kakalinisada N Ni
Note:

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

Tarasthayi, and below,»to denote mandra sthayi.

2) /-—?! 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 dynanmic
variation (both in terms of duration and volume of raga

phrases) that defy any system of notation.
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3) ( s ) has been used to denote a sphurita kind
of movement (meaning a svara is hit from the precéhing svara

(taken by the raga) or microtone).

Ex. §§v (In some cases, the preceeding svara
o v
microtone has been indicated, as Ex. S§S ).
4) 7Y denotes that the two svaras (under each tip

of the arc) are linked with one another.

5) i 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.

38
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5.2.Some terms 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
sub - é}ases witin 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 1lead t§
another raga. Such phrases are listed under ‘Twilight

zone!.



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

41

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 repetiéi;ns. Although the chart
gives a ététistical data of the svara-s associated to
movement patterns, the internal duration within these
patterns is an important factor in distiﬁguishing ohe raga
from another. For exact details, the\déscriptive 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. to B :



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 @lapana, 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.

4o
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Bhairavi R
- S mg,m gRg RP,m D,sD ,
Ardhana H- g R g m P D n ]
s,,R &p,§ ar,d P,,d Pn,P mng,m
Avarohana : S n d P n 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,gmP ,,, (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 gandhara. (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 thene.

Phrases 1 & 14 are good beginning phrases for @l&pana.
Many compositions in Bhairavi start on gRS or DnS. Some

examples have been illustrated.

e ® s

gRS
a) Mugattai kattiyeé déham
b) Upacaramulanu

c) Janani mamava

48



DnsS
upacaramulanu
Tanayuni
Rana

Note: The beginning phrases of "Mugattai két.:t_:iyé" and
"Upaca@ramulanu" 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) ¢) é, n, dP could also be expressed as é,p, dP in
- some contexts. The movement S D R, 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) ap
b) dpnm,,,

Minor end phrases

a) Pg, R
b)) RSn, D
c) SRgR.
Bhairavi
SVARA - MOVEMENT PATTERN REFERENCE PHRASES T
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 ¢
a) gR a) 4
b) R..S b) 3,10,11
Ri c) SDR c) 7
d) RSR d) 15 7
e) Rg e) 17
-- a) gRg a) 1,6 )
b) mR/Rm b) 3
ga
c)} nmgm c) 3

d) gRm d) 4




SVARA MOVEMENT PATTERN REFERENCE PHFASES 207l
a) Pmor m P/S Pm a) 1,11 ﬂ A S0 B
k %ex, e
Y %’—"ﬁ;fé&« 71
b) RPm or RPm b) 6,14 \:w S
na c) Vib c) 6 %‘\& g A
e L e
d) mRP d) 10
e) gRm/Rm e) 11
a) mRP a) 3
Pa b) 4p b) 4,2,7,8,10
c) Pm P c) 6, 13
Dha Plain in all contexts
a) 54 a) 1
dha
b} drd b) 11,13
a) DSD/SDS/DSDS a) 2,3,4,5,6,8,9,10,13,15
b) Sn S/D Sn S b) 2,7
c) 8§ 8 c) 3
d) sns d) 5,13,14,15,16
ni
e) DnD/Dn D e) 7
£) nD £) 7
g) DS/Sthana of D g) 11,12
h) RSDSn h) 17
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Huséni
- R,mR Sn,S p,sb
Ardhana : 8 R g m P n D n S
. Sp,8 sp,a
Avardhana - n d P m g R S
Huséni

Huséni and Bhairavi share the same skeletal frame work.
Hus®ni 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 Huséni is not very logical
(so as to get it to represent Ardhana - Avarchana). The
general rule is,
$uddha dhaivata is always succeeded by Pa.
Ex. PdP, Pnd P
Catudruti dhaivata occurs in both ascending and
descending phrases.
Ex. PnDnS§
$ n § pap
PDnSR RSn Dm
nbnP
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 Hus@ni 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 5nS$ PdP sequences are frequent.
4) P, 4, P -~- Long pause on Pa and glide to dha are
characteristic of Huséni.
Some small phrases have been extracted from the two
compostitions taken up for study. They reveal that Hus&ni
has an identity of its own. There seems to be very little

scope for creativity.

Twilight zone
Huséni and Mukhari
1) P, S nn DD is common to both raga-s .0Only the
context distinguishes the raga.
2) Sadja is characteristically rendered as R,,,g S
in Mukhari. In Huséni, it could be occasionally
rendered with the movement pattern RgS, but pause

in R is shorter. (Refer Phrase 12 in Huseni).

Huséni

SVARA MOVEMENT PATTERN REFERENCE PHRASES

a) sDs a) 8, 10
Sa
b) RgsS b) 12




SVARA MOVEMENT PATTERN REFERENCE PHRASES

. a) Rg a) 4
R1
b) RSR b) 11
a) mR/RmR - a) ;:12 ) )
ga b) gRg/Rg b) 4,14
c) mgm c) 12,14
a)n a) 1 )
b) mRm b) 4
ma c) Pm c) 8,9
d) vib d) 10,11
e) DmPn e) 13
""""""""" T ayeme a1
Pa b)mRP b) 4
c) SP c) 8

dha and Dha are plain in all contexts.

—— - e —-—— - — - —— S W " S L S U -

a) DSD a) 7,8,10,11,13

ni b) on the sthana b) 10,13
. of S

¢) on the sthana c) 13
of D
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Mukhari
- Sn,S ) nD, ,
Arohaya s S R n P n D S or S R m PDS
. 8p,8 P,d Pm,P ng, R,gS
Avarohana T 8 n d P m g R S

Mukhari

This is a raga with moderate scope for creativity.

Placement of ‘dha’ and ‘Dha’
i) Dha figures in all phrases except in those phrases
succeeded by Pafcama.
ii) dha is always succeeded by Pa.

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

Important end phrases
s ,, (R, g 8)
ndP

gRS

Hinor end phrases .
SRmm ,,,
RmP ,,,
RmPnbn ,,,
Snb ,,, SR ,,,

PDSR ,,,,

6



Phrase 1

Phrases 4

Phrase 5

Phrase 8

Observations

It is a good beginning phrase.

& 6

SRYR and mPApP are typical of
Mukhari. They 1lend themselves to'be rendered
twice, successively. This is a unique feature of
Mukhari.

SRGR SRGR & ( Ref Phrase 4)

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

Two ways of interpreting RmgR have
been illustrated. ni, ma are at times rendered
lower than their sthana and are indicated by nJ}

and nmj}.

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.

63-



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.
Iq.Mukhﬁri, this sequence is more 1likely to be
rendered assg,n dP ,, m, gRS (n=Dé P=P,dP m=PmPm). ‘These
pauses highlight the ragatva of Mukhari.

Gandhara is generally plain in the phrase gRS*

Mukhari
;;ARA MO;EMENT”PATTERN REFERENCE PHRASES )
T ayres a) 1,4,6,10,11,12
) b) RSRS b) 4
Sa c) S...D c) 5
d) SR d) 8,9
e) SDS e) 7

*In Bhairavi, ga is generally rendered as mg,m in g R S



REFERENCE PHRASES

S o s e W Vo o S " W W O SR G Y U O D D S Gy i S S S " - W S0 PO G e G e SR S G SR S S S SO S W S S T 1 G B S S e o

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) PmPn c) 6,10,11c
d) mP d) 1lla
e) mRPm e) 11b
a) PmP a) 1, 12
Pa b) arp b} 3,5,8
c) Pdp c) 10b
N ayon o0 a2, 7
Dha b) n D/nD b) 8
c) DnD c) 9
a) 8Dhsd o a) 5 b
dha
b) Pd b) 6 ,
) a) SRD ) a) 2,5b,7 o -
b) Sn S on SDS b) 3,5a,8a
ni c) Dn c) 6, 8b
d) Sn d) 9
e) Sns e) 9
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Al

Manji
RmR SD .
‘Arohana LI R g m P D n S
., DS  ard mg,m
Avarochana I n d P m g R S

This is another rdga which could be studied only from
compositions. One is yet to extract the identity of Maniji.
A study of the raga from the ingenious composition
rBrovavamma’ gives an impression that it is Bhairavi,
rendered slow, with more gliding movements, the djnamics 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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Kambho3ji
_ S,GR G,Pm P,5p §,DS
Arohana : S R G m P D S
s,,R Sn,8 nG,m GRGR,
Avarohana : S n D P m G R s

Kambhoiji 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 Kambhoiji
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: S RGmPDmG , RGnmnPD SR G é,

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.
: sSDS
The phrase S , , , 5 nDP:-

(Reference Phrase 17) (Also refer 2,9,10 and 11).

* mPDS P is a characteristic phrase of Yadukulakambhoji.
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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.

when veudered ad Avarn: (Refevence phvosa ‘3)

Sa is hrsva, and the movement $pS {previously
expressed as Sa in alapana) is expressed as ni,

the movement pattern being a slower glide.

$,R Sn,85 nD nP

The Phrase s, n, D P :- (Reference
Nt et L NP A it WA VPP s e B e P

phrase 19) (Also refer phrase 8, 11,14)

This is another characterisitic phrase of
Kinbhdji. This phrase remains intact even if
rendered as svara. ni and Pa in this phrase are
generally rendered as én,é and nD, n:

Tara sadja in KambhGoji is a sustained svara the

ending on Dha or Pa (Refer Example 20)

Ga rendered as GmG 1is a characteristic ending
svara (while rendering kalpana svara-s). This

observation has been illustrated in Example 21.

*1f the phrase does not end on Pa, and proceeds as é,n,D«

PD, SRG then Pa is rendered as DP.



ma in Kambhoiji

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) wWhen 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 impart a forward thrust.

iii) ma rendered as PmmG, mnG, mG, ===- is at times used
as the fulcrum in rendering kalpana svara-s. This has been

illustratd in example 22, where the fulcrum is theplacement

on ‘Bhiisuradi’, 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.

Importént‘end ‘phrases/Svara-s
~a) D,
~b) S,nbpP ,,,/ﬁDP

c) G ,,,

aymnm ,,,

* PO . . . « . —
*'A similar ma is a characteristic ending svara in Khamas.
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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 YadukulaKambhGji is characterised

by gliding movements.

Character of padhya sthdyi sadja in Kambhoji and
V!l :! 1 Is‘!i-.'.

This is not generally a sustained svara in Kambhdji.
In fact, there are very few ways of descending from ma to Sa

in Kambhoiji. (Reference Phrases 3,5,6,14,15).

In YadukulaKambh&iji, 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 -- éri Subramanyaya namasté - namast@

The first ’‘namast&’ lands on Sa, after which there
is a long pause, but the Sa is not sustained all
through.

b) ,Yaaukulaxémbhaji.— Kamaksi

Every long Sa is sustained.



SVARA MOVEMENT PATTERN REFERENCE PHRASES

. . e TS S S (R S WO 1S R T G S . -

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) § ... P e) 20
a) SgR/gI:- ------ 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
a) GRG ) a) 5,6,7
Ga
b) GmG b) 21
a) Gm o a) “;,2,5,6,11,1.2-:14,
15,20
ma b} GPG by 7
c) Pmm c) 7,13
) a) PGP : _a) 3,15‘“
Pa b) DP - o b) 6
¢c) nbn P ¢) 8,11,13,14,19
a) PD ’ o ) Wa) 3,4 . )
b) nDn/nD b) 3,8,11,13,15,20
Dha
¢) PSD/SD c) 4,5,6,8,12,14,20

d) Sps : 4a) 15

— - o a




- - - -

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 5D .
Arohana : S R n 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 raga limits itself mainly to madhyasthayi phrases.
Tarasthayi phrases  are fgw, and occur occasionally.
Mandrasthayi phrases- are few, but occur more frequently.
(Ex. Kamaksi - Svarajati and Padareé - Atatala varnam). >

Observations | _
Phrase 1 is a'good beginning phrase for alapana. m P nm G
is characteristically rendered as in this phrase,
or as in phrase 6.
G rer, G ,,,y G,m PDP m?,mG

and -
-.D,D,,y D,n SRs,nénD are symmetrical phrases

kk¥®

*In Kambhoji phrases could be charged with . dynamic
varzatlons.

Kambh031 has phrases spanning all the three sthayi-s- For
more difference between the two, refer Kambhbjl also.)

**This kind of symmetry in the treatment of samvadi svara-s
(S 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
phenonenon. .
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Phrases 2 and 6 are important end phrases.
Phrase 7 could end as S R, P mnGnm ,,; or also as SR,RPPmmGm
(as in phrase 8).

Phrase 3 is a good ending phrase.

Twilight Zone

Yadukulakimbhoji and $&m3.

Phrases mPDSP and SRmPDSP
mPDSP as a beginning phrase is characteristically
rendered in Yadukulakambhoji as illustrated. In éémé, 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 :éémé~2). In éémé,
this phrase also admits of being rendered differently, as

cited in the illustration, with ’Maravakaveé’ 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.



YadukulaKambhoji

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) SDb/DSD a) 10 a
ni b) Dn b) 10 a
c) SnsS c) 10 b
Ni a) SNS a) 3
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S
- RP,m nD,n, .
Archana : S R m P D S
sp,s &D,n G,,m
Avarochana : S D m G R 8
’
Sama
I— - » - » . .
Sama 18 a raga with many germinal phrases offering

wide scope for exploration. The end phrases, are, however,
limited.
Important end phrases

1) RG, RR ,,

2) méG, RR ,,

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.

/
_—
SVARA MOVEMENT PATTERN REFERENCE PHRASES
Sa a) Sbs 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) mGnm a) 1,3
Ga o

b) Gm b) 2

28
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) RPG a) 2 .
na
b) Gm b) 2,3,4
Pa a) DP a) 2,4
Dha SD/SDS 1,3,4
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Kédaragaulai

Arohana : S R m P n S
Avarahaqa : 8 n D P m G R S

Kédaragaulai
This is a Y&"aa.defined by o few 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, RR,

2) mGGRS ....

Twilight Zone

l
Kedaragaulai and Sama

RG ,,Rand 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)

i_'Note: a) Occurs more frequently.



In $am3, Ri could be sustained for about twice the

duration of that in Kédaragaulai,

little longer

). The movement pattern is :

a) RmG, mR GR, gR, gR, ...
phrase 1)
b) CR,

(RG ,, R

(and perhaps, even a

.+«») (Reference

gR, gR, ... (R,, ...} (Reference phrase 2)

The phrase R, PmméR 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 movenment

patterns ' reveals some subtle, but mportant differences.

Kedaragaulai
é ’rs E.m..nG.l éﬁ

1) Riis not a

vibrato

o .
Sama

R Pm mG, R R

Ri is a vibrato movement

2) G, = G, G, =G ,,, m
Keda va.gauie.é
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
o a;-;mRGR a) 1,5,10,11 -----
. b) gRg b) 3
Ri :
c) GR/gR c) 4,5,7,8,
d) RG a) 6

a5



SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) mGm a) 4,7

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

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

Pa a) nbnP b) 3
a) DPD a) 1

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

—— - — S S B I W Vo ey e e S
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Cenjurutti

_ DS 8SDS SG GRG GPG nDn

Archana : D S R G m P D n
mGm GR,qg nDn D,nP

Avarbhaga : D P m G R s n D P

Cenjurutti

. - . . / . % . s
This raga is rendered in madhyama sruti. This is a
minor raga, and there are very few compositions (viz.

- N . - e - s %%
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 namd namo" (Tiruppugazh
popularly ¥endered 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 "Kévaqicindu“ is also attributed to this raga.

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

Phrases 1~7
The r&@ga 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 .8 e D a) 1
Sa
b) 8Ds b) 2,7
a) GR i a) 3,4,6
Ri b) GmR G R b) 5
¢) grR - c) 7
Ga "  GRG/RG - a) 3,7
. A, a) mGm - a) 1
b) GRm b) 1,6
ma <
c) mG-mGm c) 4

d) SPG d) 5
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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) 8D a) 2
ni nbn 2,7

WO T S . W DY S WA T S D S S . P -~ - - ——

Note: This chart takes into account only those svara-s

figuring in phrases 1-7.
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Athana
_ RP,m P5,D DSD .
Arohana : S R m P D n S
. DSD, S,,R SND, P,,D PmRmR mR,m
Avarchana : S n S D P 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. SNDD,, or s, 0, , ,

2. D, nP

.3~ R, 8

. - Observations
Phrase 1

nPRS,,,, RSNDD,,,, P

i) N D could be represented also as Dha

10%
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ii) Likewise, D , , , , P could be expressed as Dha,

iii)

Phrase 2

i)

ii)

Phyraose 3

i)

ii)

ending .on Pa to denote further progression.
This is a good beginning phrase.

ma could begin on ’R/’(as in cassette) or ‘Pa‘’

This phrase falls in the twilight zone of Kénaqé.
P,, D NSRSnpP

nP would be designated as Pa also, in some

contexts, but a smooth glide could

indicate Kanada.

P, ., ., D - The ’Pa’ could be plain (as in the

cassette) or start on bhaas b P, , , D.

This phrase also indicates a further progression.

The phrasal theme is not complete.

m,P,g, mPP, DnbP
D, , nP - The idea is phrasal and it is almost
impossible to logically designate the svara for .

that part of the phrase.

In P,q, the ’‘Pa’ could be considered as P,D or
P,n-~the microtonal difference does not matter--

both ways ragatva is establishéd.



Phrase 4

Phrase 5

Phrase 6

nPmPS,,, RSND D, ,, ,P.
NDG&D, , , P - observations (i) & (ii) for

phrase is valid.

It suggests further progression.

Kakali Nisada figures as anusvara frequently in
descent, but occasionally figures in ascent as

cited in the example.

D,,, , , P DnSRSP

Although a long Dha, it is perceived as a sum 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

109

are more of ascending phrases. The descent from madhya

pancama to gadja, and below, does not reveal any clear idea

or ragatva especially in the compositions cited as examples.



Twilight Zone
Athana & Darbar
1) m R S of Athana and g R S of Darbar. The movement
mR,m is designated ‘ma’ in Athana & "ga" in Darbar as the

examples reveal.

Twilight zone Athana, Darbar and Surati
Phrase S R, S is common to all the three raga-s. The
contexts in which they figure are given in the cassette.
Twilight Zone Athana & Kanadi

1) nSRmRSn P is 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) m R é n SR S n $§--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
a) SDR a) 5

Sa .
b) S....D b) 1, 11

- . o o —— — " . st - - ——— — - - o - - -

110
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
T ey sk ay 1, e N
. b) mR or RmR b) 5
Ri
c) SR c) 11
d) gR, g d) twilight zone Aﬁ:ﬁégé & Kanada-3
ga a; Pm: R, mR - ay 3 o
a) R P, m P, m”. ay 1, 4, )
na by mRmnm b) 5, 11
c) vib c) 3
"""""""" a) pn/ed  a 3, s
b) P n P/PDP b) 3, 8
Pa c)npP c) 10, 11
d) Pm P d) 12-vina léda
e) DP e) 2(Refer comments)
""""""""" aynpornb  a)1,5, 7,11
Dha b) SN S b) 1, 5, 11
¢c) DnbD c) 3, 8
""""""" aypsop  a)a, 10, 11
b) S D b) 5
ni c) P D c) 4
d) vib a) 7
€) Snn é) 7
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Kanada
_ PmR, mR D,sD
Arohana :+ S R P G , m D n s
. nbn RmRmR mRm
Avarchana .5 n P nm g , m R S
Kanada

This raga offers good scope for creativity. It is

M * — %*
not generally considered as a major raga.

9 iS generally a movement between Ri and
ma, and occasionally between Ri, ma and ga, (as in phrase 2)
only some schools use a larger proportion of the second

variety mentioned above.

There are many areas where Kanada and Ai.:h’ép'é could

overlap.

Important end phrases
1) gnmnR
2) RS S
3)nP

4)Pglll

* — - . .
For Ragam—-Tanam—Pallavi, or even and the ‘’piece de
resistence’ in a performance.




i

The svaras S, R, g, D and P could be ‘’‘sustained’

for long duration. The possibility of weaving phrases is,

thus, wide.

Phrase 1

Phrase 2

i)

ii)

Phrase 3

i)

ii)

iii)

Observations

This is a good beginning phrase.

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

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.

D, n, D could also be expressed as n,

DS ... could also be expressed as S.

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.

mmR S ma starts on an indefinite point. It could

also commence from the end point of the preceeding

sa'

11%
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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,SD
S=SDSor SDR S
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 1is also a good ending svara; the phrase,
however, suggests progression of the phrasal
thenme.

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
saficara-s and indicates further progression to

tarasthayi.



Phrases 14 & 15

This represent Tarasthdyi sahcara.

Phrase 16
The phrase n S R m R S P falls in the twilight
zone of Athana.
Phrase 17
The sequence § R R S ~-nRSnP-ggnmnRS -
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
karnatak 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-;‘ ‘—*~Q;;—2, 4, 13? 15
b) nD S8 b) 4,
Sa c) SDs c) 7
d) SDR S d) 15
e) S....N e) 2, 4

£f) S....n £f) 12

" S i e W St G T T > S - D S T Gy G it U . A T S W T G g ey R S S WS S S WS VAN S U S S Sl S G G GO S W S D SO e S "
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
""""""""""" a) R....g a1
. b) S Dm R or SDmR..g b) 4, 13, 18
aa c) SDR c) 10, 12, 17
d) R....s d) 14
T TayRmRormr a1, 7,11, 13, 17
b) mgmor (x) mgm b) 2
ga
c) PmRnmR c) 5, 8, 9, 14
d) pmRn d) 15
ma ) ;; nRmnor (x)-;_R m a) 3:—1; ----------
"""" T Tayme Ty, 7
by npP b) 3,6,10,12,15,16
Pa c) PD/Pn c) 5
d) PnD d) 8
e) PmP e) 11
--------------- a)'D nbD ---;;-;: 4
Dha by nD b) 3
c)y mnD c) 9
d) DPD d) 11
h aynpn a) 4, 7, 13
b) on the sthana of D b) 3, 4, 18
ni c) DS D/SD c) 5, 14, 16, 17
d) vib d) 6
e) Sns e) 10

£) R n £) 11
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Darbar
_ RP,m DSD
Archana : S R m P D n S
DS DS, R,mR RmRm

Avarohana t S n , P P m R g, g, R S

Darbar

This is a raga with very 1little 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 arenot ‘sustained’--there could be only

pauses,

Viz phrases P, , , , m PD, nP
nmPD,, , RRSnS

P,,,,DPnR, g4g, RSR,

PR

The pauses could seem long, but the svara is not

tonally elongated, nor do we see any vibrant quality abbut

124



the felongated’ svara-s”.
Observations

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

Phrases 3 & 4
InRmP, 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 sadja may seem out of
place in some contexts. Mere tunefulness cannot bestow
ragatva. Only meaningful ‘elongations’ and ‘Sustenance’ are
permissible in a ‘Raga’.

Oon 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 Karnagak system. Each raga, therefore, seens
endless. -

15



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 raga-s.
(considering the Ardohana - Avarohana, and it defies any
logic). C e ...

‘ . P - O Mmoo
Ex :m R S n 58S R nm R P m R g R ]

The movement, at one instance, is ’ma’ and

another, ‘ga’. In Darbar, generally, the svara attributed

to the movement ‘mR’ in descent is only ’‘ga’.

16
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Darbar
SVARA MOVEMENT PATTERN REFERENCE PHRASES
Sa could be perceived as Refer citta svaram under
S DsS/D S analysis. .
Ri In all contexts
ga RmRm In all contexts
ma RPn In most phrases
Pa plain In most phrases
a) PnD a) 1,
Dha by n D b) 2
c)nbDn c) 3, 4, 6, 8

a) on the sthdna of § - a) 3
ni by bsD b) 3, 4, 5, 6, 8, 9,

c¢) DS c) 10
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Archana

Ava.xohana

éaﬁkafﬁh&wxfo»pjxnx
s,GR G,PG, P,SD SDS,N |
LI R G m P D N 5
. SNS SNS,DN DP mGm GRGR
: S N D P m G R ]
P
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*

Phrase 1

RSN
mGm, ,
PD, P
SR, S

Observations

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 c¢hain ending on ‘Ga‘

establishing a cyclic phenomenon.

‘Ex: NSRGm G, ,, MGRSN SRPnngaG...

*

In Kalyanl, SND, PmG, G , ,R, are good end phrases.

There is a big dlfference in the two raga=s, although scale~
wise, only madhyama is different.

Ex: Ni is a good ending svara, in Sankarabharanam . Ni is
an important fulcrum, but not an ending svara in Kalyépi.
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Phrases 3

Phrase 6

PHRASE Pm

PHRASE SN

& 4
The svara, ma is a movement between m & G in the

phrases encompassing S -~ P range.

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.

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 aldpana, for a composition starting
on madhya sthayi pancama.

S R . s s (Phrase:7)

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. 1In 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 , , 8 could be a good end phrase, but is
often succeeded by S , , DN , , 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 § P G P could be called Sa
(Phrase 12) the same mnovement 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
éahkarébharapam.
COMPOSITIONS IN éAﬁKARZBHARApAH
The compositions in this raga are of two
categories.
1) Compositions progressing as an alapana would
Eg. "Manasu svadina", "Nannubrovakanu"
"Aksayalifngavibho" -
"Sarajada;anétri"v
2) Compositions which progress more on the basis
of svara structure rather than alapana oriented phrases.
Eg. "Etudanilacite"
"Svara raga sudha®

“"Nrtyati Nrtyati®



a—— - -

éahkarﬁbharagam
svara MOVEMENT PATTERN REFERENCE PHRASES
sa T ayswas a) 10, 12, 20
b) PGPS/SPGPS b) 12
c) RS NS c) 14, 16
o a) GR/SGR/R;; ....... ;;-1757;:4,5,15,16,18
b) GRg or GRG b) 7, 11
Ri c) RG c) 8
d) SNR a) 8
e) S G e) 12, 20
Ga a)GRG  a)1, 10,12
b) Gm b) 2, 4
T A mem/em a) 1,2,3,4,5,6,17,20
b) m G b) 3, 4, 6
ma C) Rm c) 3, 4
d) G P G PGP d) 5, 6, 12, 17, 18
GP PG
e) SPGP e) 13
""""""""""" aycrRP a2z
b) PD b) 4, 5,
Pa c) DP c) 6, 9
d) PGDP d) 10
e) PGP e) 13

 —— - - - - —-—— - - — - —— Y - " - —- -, - - " - g —

13%



SVARA REFERENCE PHRASES
i  ayrenbp a) 3, 10 ,18
b)) nDn by 5, 17, 18
c) PSD c) 6, 7, 11
Dha

d) SDS/SDN a) 6, 9

e) SD e} 11

f) P S £f) 12, 13

TTaysNs  a) In all other contexts

Ni b) SDSNS b) 1, 7, 10, 11, 12, 13

c) RS SNS c) 8

d) on the sthana d) o

————— - o —— - >~ - - —

of S

S QB DU T T o AT Y S T 7
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Kédaram
_ nGm nGém SN,
Archana : S m G m P N S
SNS mGm GR

Avarghapa : § N P m G R 8

Kédaram
It is a raga offering little scope for creativity.
There are not many end phrases or complicated movements.
Some phrases could overlap between Nilambari and Kédaram—--

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

Sa in Kédaram 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 Kédaram

and Kurinji has been illustrated.

Kédaram Rurinii
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 Kuriniji also.
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Twilight Zone Kéddram and Nilambari
Phrase number 1
G, , 8

Ga is longer in duration in Nilambari.

Phrase number 2
GmPNP, mmGR
In Kédaram, Pa drops to ma, hitting on it.
In N?lﬁmbari, Pa glides down smoothly to Ga, and
then to ma.
- Phrase number 3
GmPNS,, ,N
This is essentially similar in both raga-s, but Pa
to Ni is characterised by a smooth glide in

NiliSmbari.

Phrase number 4
mGmP
m G m in Kédaram is perceived as m + G + m.
In Nildmbari, Ga begins on ma. Hence similarity in

phrase, though not in conception.
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
Sa a) SNR S a) 4
a) gRg a) 1, 3
Ri b) GR b) 2, 4
c) SNR c) 3
a) mGmn a) 2
Ga
. b) G mG b) 4
a) Gm a) 1, 2
ma
b) on the sthana of G b) 2
Pa a) PnPpP a) 4
a) S NS a) 1, 2, 3, 4
Ni b) PSNS b) 1
Ni is on the GmP, N, P, m mG, R,
sthana of ’ni‘’ S R, S R, S(Twilight
zone Kédaram
& Nilambari 2)

1}:.'
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Nilambari
_ SGR mGm P,SN ¥
Ardhana :t 8 R G m P N s
SNS nbn mGm GR ' GRG G,;,S

Avardhana : S N P D n P m G R G s

Nilambari
Nilambari raga is also one which is very well
defined, but limits itself to just a few phrases. Also,
each svara does noé lend itself to manipulation in many
ways. There are definite ways of handling each svara, and
éombiniﬁg 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 § microtone.
a) As a microtone: |
GmPNP, mnGRPPGM, , ,
Ni is the on sthana of ni. ( Ref. Twilight
zone Ké&daram & Nilambairi )
b) As a gvara in the phrase

P,,,Dn D,, nP which figures occasionally.

* It has to be admitted that the raga is (most ragas are)

only partially conveyed, even through an arohana-avarchana with
descriptive notation.

n



149

Nilambari
;VARA MOVEQENT PA ;;3:;; ——————— Re;;rence Phra;;s )
sa  ayes ay 2,7
b) S G b) 3
c) SN S c) 6
l;Z ------- ayser ;;—;;;—phr;ses exce;);:_;---
T ;; GRG o ay 7
Ga (In RGmP,PG could also
be expressed as R=8G &
G= GRG)
b) ¢Gm G b) 2
ma a)Gm/mGm a) 1, 4,5,7
b) Gm G b) 1, 2, 3, 4, 6
¢) n,m c) 2
d) G PG d) 7
Pa ) a) S_P a) 3 T
b) GP b) 3
C) RPG c) 4
d) PGP d)e
Dha a) PSD ) a) st—i:— o
T a) SN s ay1, 4,5 6
b) PS N b) 5
Ni c) SGESNS c) 3
d) on Sthana of S d) 7

- ——
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Kalyani
_ S,GR GRPG MGPM P,SD SDSN
Archana : 8 R G M P D N 8
. SNS 8D PM, P GR,

Avarohana : s N D P M G R ]

Kalyani
Kalyani is an endless raga offering unlimited
scope for creatiﬁity. The raga could be stretched --
exploring every possible facet encompassing mandra, madhya
and tdra sthayi-s*.

**Ni is a very good fulcrum around which many
phrases could be created. Such exploration of a raga around
nisada could at a point create an illusion of nisada itself
being the tonic --- finally resolving in ’‘Sa’. Expectations
and other emotional upsurges become very 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 t&ra sthayi pafcama.
Beyond these svara-s, the saficara-s are very rare, rendered
more for technical fulfillment, not in anyway contributing
to ragatva.

**The sthana of this Ni is slightly higher than that of
Kdkali Nisada. 1In spite of the interval between ‘Ni’ and
‘Sa’ being so small, the final resolving to ’Sa’ would

154

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 mnmicrotones. Being
samplirnpa, with each svara admitting of elongation, it
provides immense scope for elaboration. The rdga is, in a
wide sense, elastic --- as the microtone, and the Gamaka-s
could bé varied contextually, and according to the
a.esthetic conception of the performer, unlike many other

raga-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,,R" is a very important
ending phrase in the first phase of &ldpana.
Gandhara, in Kalyani is more a starting point than a
holding svar;. * 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 éaﬁkarébharanam, 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 El'épané-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 - 85D - NP - DM - PG - MR is another important

sequence.

Pancama & Sadja varja phrases highlight the
ragatva of Kalyani and bring out an emotionally and
aesthetically appealing dalapana.

The Sadija Paficana varja phrases in many
contemporary Vrenditions pervade the alapana ~-~ especially
when nisada is the fulcrum. The varpam "Vanajaksi" is an
outstanding example. Another example is the cittasvaram
conposed by Karaikudi vina Subbarama Iyer for Ghanam

Krishna Iyer’s padam "Azhaitfuva podi".
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However, analysis of some of the recordings of

15%

nmusicians of a decade ago reveals that the sadija Paficama

varja phrases figured towards the end of the &ldpana 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 composiéions also.
Example: Etavunara
. Nidhitsala

Bhajana séyave

Observations
The descriptive notation reveals that although
conceptually we do not visualise a ‘ma’, ’‘ni’ or ‘’‘ga’ in
Kalydni, they figure as microtones, but go unnbticed as a
raga 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 ;@abha\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’.



Phrase 18 illustrates the different ways in which

Pha is manifest.

Cittasvaram for "Azhaittuva podi" reveals

excellent perception of Kalyani through highly

creative Paflcama - Sadja

varja phrases.

Kalyani

SVARA MOVEMENT PATTERN REFERENCE PHRASES
Sa l a) SNS 1,7,10

b) RSNS b) 8
o a) GR a) 2,3,4,9

b) SDGR b) 8
Ri

c) GRg c) 12,13

d) SGR d) 14

a) GRPG/GRMG a) 1,5,14

b) Gm/mG/GmG/mGm

Ga c) MG

d) GRG

e) PG

a) PGPM T
Ma b) PMP/PM/MP

c) MGPM

b) 2,4,9,11,15,17
c) 7
d) 1o

e) 16

a) 5
b) 5,6,10,11

c) 14

- —— -
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SVARA MOVEMENT

T T S GO W Wl S SO0 U e W AN SO S G TR WS W N SIS SRR T SIS Sl Wt A (A ST T s R . S . S

PATTERN REFERENCE PHRASES
) a) GRP a) 3 T
Pa b) DPP/DPMP b) 6,17
c) PMD c) 11
a) ndh/bnD/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

A o o o S SO T W S . VS S S W




V 9 NV H V S

Vv © V d



PR A | e e o A . . ¢ .6%
.O+6.»4,.> .q)ae,é....oa Paarspvanr ....m \ d.zmﬂ« s s ¢ T t 3 d
S'e'd ¢ a 91A
< Qg \ (o) § asvind
« vV » ~ v . . . oh . - b7 RV | ' dg.
d ¢ N TN S ¥ N S m. 1)
‘dd ST YN SN : . .
.szq N*S¢ s N 3 s S B*¥Y
k-3302Hd
» . > . . ¢ . 6,&
s Cw 9y . Y
8'avyvw @ "W ‘Yw ‘IJ9  B'yL‘y8 ‘Y6
K
£ -ISVIHI
. M * . .IQ( a . ~0 . N0 . . )0
—e
¢ .uamﬂ&QVm.a.Q «ZQQ z ﬁhﬂu .z.b\n.h. Q c Q N.s Mw z g} Q Z
didd I ‘s .ﬂc\\/l\m.z csd Wds
- ISVYAHY :
* * » 0 R . . a . . . Us ] 6$ n * 6?
, P 2
Ot Wd d @ Wd S d S
W W dWdldy dN JNd TWd gN d S S WYY
T-7SV¥HJ Y nvAY S




i

< g; M/ . Hu\d 1?3.1(.04\ 7} o¢|v %3 Q

.‘Q/\».QMZM MaMQ

4 . T
INGIJ WY "YW [dd 5 IS INCIW d T $ N S ¥ N Y 95|
.ac.a.wza% M% o qnz.ﬁzm VSN s

N QT dWYYIT | NdSYWMYY d | U9y dWd TN ¢d N C SNI S|

9 - FIVdWYY



Saranga
- S,GR P,,M P,SD SN .
Arohana : s R G M P D N s

. SN D,SD PM, PMR RnG nR,

Avarohana : S N b , P M R G m R S

Saranga

Saranga is a raga with restricted scope for

creativity.

Sa~Pa relationship plays a vital role in bestowing
ragatva to Sarahga.

Ri, even 1in 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, Gm 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 Sarahga.

In Sarahga althouéh the Arbhapa reads as SRGMPDNS, the
seguence genera;ly 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 varnpam Intamodi, the sequence is split aé
follows.

| S D,P MRG m|R S-R GMPDN
M§ - r‘é.-ga. - dU“Sa-.-.mi

Phrases could descend as SND,PM, but more frequently as
SD, P (Refer example 6 illustrat different ways in which
8D, P is rendered)

Ni is not a powerful svara in Saranga.

Important end phrases

pMDP M , , ,

DN S
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




A ———— . " " A U W 2> O T . W T G S S S S WIS R e i Y WA U G W Sy oS S S R SR W W M W W e G S B S B O Sui A SRR S S O N e M W S S

—

. - " - - _— W - - > ] — - W T . G Y o o D S U T o T S U . B e, s gl Y A

a) gr a) 3
b) mRGrg b) 3
Ri c) SNR c) 4
d) SDSN d) 4
e) Vib e) 5
—8; a) mG T a) g— ----------
a) PMP/MP/PM a) 1,2
Ma b) GPM b) 1
c) SPM c) 2
ma m, ,D T 3 - o
a) sp a) 1 ) )
Pa b) MP b) 1
c) DppP, c) 4
------------- a) PMD ) o a) 1,2,3,5 T
b) PSD/SD b) 2
Dha
c) DPSD c) 5
d) SNSDnD d) 6
_Ni *a) NS/SNS/SN a),;, 4 -
b) SDSN b) 4
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Kharaharapriya
_ R,mR DSD |
Arohana :S R g m P D n 8
Snn DPD mggRg RSR
Avarohana : S n D P m g R S
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 ‘technical’ elaboration--using

sphurita, akara and fast passages.

Svara passages such as PPm - mg -~ gR S
nnD-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
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.

*%

(whether considering or not considering ragatva).

In most raga-s, Sa and Pa are used as a convention
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2) A slower, dynamically more powerful glide with a
strong trace of Ga. (Ref. Phrases 2,14)
3) As mm {(Ref. Phrases 6,12)

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

Important end phrases

1) mgg, R
2) Snn, D
3) R, , S

4) pD, , 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) nD'S - a) 1
"b) S.. D b) 3
Sa
¢) RS c) 4, 12, 13
d) Sbs/s d) .9, 10.

* In Sahdna, (reference phrase 8) it 1is essentially
expressed as Dha .
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) m R a) 2, 11, 14
b) R.. 8 b) 4, 8, 11
Ri c) RmR c) 6
d) gR 4) 7, 11
e) RS R e) 9, 10
a) Rm R a) 1, 5, 12
b) mgg /ng b) 2, 4, 11, 14
ga
¢) gRg ¢c) 3, 5, 8, 9, 12, 15
d) bg/S D g d) 8, 9, 15, 16
a)mmormn a) 2, 11, 13
b) gRm 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
¢) 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
b) DnD b) 4, 7, 9
ni
c) bnD c) 6, 12
d) sp/DsSh d) 10, 15
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Sahéna
_ SGR nGm DSD |
Ardhana : S R G m P m b, n s
. D,5D,S8 m,,G mGm, m,GR mRm
Avardhana : S n, D P m G, m R G R S
Sahana

Sahand is a raga comprising of just a few phrases and
it is defined by them. Each phrase is pregnant with ragatva.
Almost ail compositions in Sahana have similar tunes or
‘vVarnamettu’. 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 8, P, m, D could be the end phrase, also

a germinating phrase for succeeding phrases.

P,m Gm, R GGR, - SP, mD

R GmPm Gm RGGR - SP, mD

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

In Sahana, phrases proceed as
PmbnS, mPmD,

mPmGmR, mPDm GmR

Descending phrases figure as

[

7~y
SnDP -~ (RGm Phocc..)



1%6
DPm -~ GmRGRS
PnGm - RGRS
n,DPmGm -~ RGRS
The phrase RGmPDn, DPm (Ex.Phrase 10) figures at least
once, and at the most twice in every &l&pana. 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)
nm,G R S D (Reference Phrase 12)
End phrases
RGG RS
RG, R R; R,
PmD
nDP... R

RSns .
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) S...D a) 1,6,11
Sa b) SD SD b) 9
c) 8DS c) 14
a) GR 1,2,6,11,
b)GRgR b) 2
Ri !
¢) SGR c) 6,
d) SDR d) 12 |
a) mG/mGm a) 1,2,3,6,9,10,11
Ga b) GR m b) 1,6,11,
c) on the sthana c) 7
> of ma
a) mGnm a) 1,6,10,11
b) Vvib b) 3
Ma
c) Pmm ¢) 4
d) Dm da) 5
a) mRP a) 1
b) P - - m "b) 3
Pa c) P.D c) 4
d) nGP d) 6,11
e) P . .R e} 9
) a) DS/nds a) 8
Dha
b) DmD b) Phrase 9 could also be

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



SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) DsSD/SD a) 1,5,7,9,12,13,14
ni b) nbn b) 8,9

- €) SnS/SDSnS c) 10,13
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Natakuranji
s,GR mGm mn nDn PD PD DSD
Ardhana I R G . nm n D n P D n 8
SDS nDn e mGm nGP GR,

Avarbhana : S n P m G m P G R S
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 exémple
Sa, is rendefed as SDRS even in fast tempo restraining
possibilities of mathematical combinations.

Mandrasthayi sdncara-s are important, and have a fair
place even at the very outset*. ﬁitigau}ai and Natakuranji
share many phrases. The 'Xrb'har}a Avarohana of Natakuranji
does not adequately communicate the possible ways in which
phrases ascend or descend.

Possible wgys of ascent
1) SRGm nDn PDn$
2) RGm nDn S

*3) mDnS (RGmGS)

In most vocal styles, the initial phase of alapana (in many
ragas) shows only a small propotion of mandrasthdyi phrases.

Mandrasthayi phrases are relatively more towards the
conclusion of the alapana. But 1nstrumenta1 renditions seem
to allot a phase for mandrasthayi sahcara-s even at the
outset.
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4) GmDnS (very occasionally)
Example. "Karunaitandennai"

Gm Dn S

Am m ma (Amma inidana un)

Possible ways of descent
1) 5 n Dm Gm PGRS
2) mGS/mmGS/PDnDmGS
3) mPGRS/PGRS

4) SnDPDnDm

Prohibited patterns of phrases

Ascent Descent
Gm PDnS SnDPm/nDPm
PDS PmG
Observations
Phrase 1
It is a good beginning phrase for an aldpana.
Phrase 2
mG m n D could also be expressed as G mn D.
Phrase 3

SnSR , , 5 is a good end phrase suggesting

completion of the madhyasthayi phase. -
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Phrase 4
PGG,,, mR (is also expressd as PG m,,,R) and
is a phrase used sparingly, perhaps Jjust once in

a whole alapana.

Major end Phrases
1) RGM,,,
2 RGmGnm,,,

3) sn sR ,,,S or SR,,,S

Minor end phrases

4) Gm PG RS

sSnDn , ,

Twilight Zone

Natakuranji and Ritigaulei

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 RGnGm,,,
itigaula

5DRS SPS nD - m

Ta ma Sa mu ("Séyakane brovumu')

2) PDnDmn
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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
R'ftigau;ai is also illustrated through a phrase
from the composition "Dvaitamu.”
The interval, duration and dynamics between svaras.
nDn,,, g, ¥ (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 voga:
{light Zone
atakuranii & Nilambari

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 Nilambari.

Natakuranji
SVARA MOVEMENT . PATTERN REFERENCE PHRASES
Sa a) S LA .G - . 1
b) DS b) 1

c) SDRS c) 4
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
) ;‘)MSGR ----- a) 1.,“2 ———————————————
_ b) GRg b) 3, 5
R1
c) GR c} 5
d) GmR d) 5
Ga ;-)- nG a) 3
""""""""""" a) sM_ a) 1,2
na
b) GmG b) 1,2
Pa a) DP a) 2,4
ay b a) 1,4,5 N
Dha b) DPD b) 2
c) PSD c) 3
a) SDS ) T a) 1,4,5 )
ni b) DSD b) 1,3,4,5
clnd c) 3
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Ritigau;ai
- ng,m R,mR mn nD mn nbn ,
Arohana : S g R g m n D m n n S
, SDS nDn RmR P,nP Pm,P mg,m RgRg,Rgs
Avarohana : S n Dm g m P m g R S
ﬁitigau%ai

A raga offering adequate scope for creativity.
There are many plain svara-s figuring in many phrases,
and ragatva is bestowed by émployment of proper dynamics and
proper end phrases. There are many nminor end phrases, but
the important end phrases are few. The important end
phrases have to figure frequently ---- succeeding the nminor

ones at least in the next or following phrase.

Important end phrases

1) 8 ,,, (Rg Rg,, RS)

2) 9Rg ,.,
3y s ,, n
Minor end phrases
, n,g,R
gg,m
gm n,n

Phrase 1

Good beginning phrase.



Phrase 2
A good phrase, brimming with ragatva, but mmGRS
cannot be rendered as svara. Similarly gm ﬁ, $
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 varpam. This usage is,
perhaps, obsolete now.

Pbrase 4
é,,,ﬁ could be rendered S if succeeding nn and as
R if succeeding S.

Ex:gmnn, S,,, R, n,, (R=,,,, g R )
Ritigaulai and Anandabhairavi
Manifestation of Sadja.
Ritigaulai
'S= Rg,,RS,,, gRg,, R S ,,,
: or
(Ref. Phrase 1) (Phrase 7)
;-—-_;;-;;I;;;;-;;;;;:-;;;;; passages in compositions.

1879
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Enéndabhairavi

1) S=RgRg ,,, 9 R ,,, 98
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®.

Ritigau}ai
SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) Rg,,Rs a) 1, 7
or
gRg,,,Rs
b) SR or SgR b) 4
Sa
C) SDRS c) 5, 8
d) Sbs d) 3
a) Rm a) 1, 7
Ri b) gR/SgR b) 4
c) gRg . c) 6

e -———n — - — S o WS o W -

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 Lakgya. At a later point, a
knowledge of Laksana might help ‘understand’ Laksya, but
cannot ‘create’ art.



—— - -

SVARA MOVEMENT PATTERN REFERENCE PHRASES
"""""""""" a) mgm a1,
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 cym .. D c) 3

d) Slight vib d) 6

e) Pm e) 7
SVAI;;&—- WAY-IN W;i;;m MANIF;QT REFERENCE P;II-;ASES -----
Pa a) DP a) 6
- a) nD a) 6,8,;_— ) )
Dha

b) DPD b) 6
) a) mn a) 1,4 -

b) nDn b) 2,4
ni ¢) on the Sthana ofD c¢) 2

d) gR DSD d) 3, 5

e) S8DS e) 6, 8

191
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Anandabhairavi

_ Smg,m R,mR p,n nP PS
Arohana : S g R g m P D P 8

SDS nD nP Pn,P mg,m R,gR,m RgRg,,,9r,,gs
Avarchana : S n D P 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
sthana-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 alapana and kalpana svara.

Observations

Phrase 1
This is a good beginping phrase for alapana.
There are many vibrato movements, especially on ma
and Pa in this raga.
Dha is on the sthiina of ni in many phrases, and
representing such phrases through svara-s is
complex.

Example: ' Phrase 2, Phrase 12, Phrase 13 (Svara

19%



sahityam) P,,,g Png.
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 1is expressed as Ri in
ZEnandabhairavi®.
The movement
a) mRPm is expressed as ma.
(Ref. Phrase 3, example 13 ~ Svara Sahityam)
Pmg m,qg,R.
b) mRP is expressed as Pa.
example 13, (Svarasahityam) P,,, DP mg Pm
Phrase 15 P,m,q,R
c) The movement mRP is also expressed as ma.
Ref. Example 13 Svara sahityam
P,,, DPmg Pm gm g R
ma is often hit, and lower than its sthana. The
exact sthana of such ’mals cannot be indicated.it
could range between S and m.
Example: Phrase 1 PP ,,, m PnP
‘Phrase 4 g m“P gg?.

Phrase 5 nP m P

* ﬁitigau}ai, SDRS is expressed as Sa.
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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.
Phrase 7 dha could also be used in the place of Dha ing, m
PDP.
Phras 8 & 16
These phrases tllustrate the context in which ’Ni’
figures.
Phrase 17
This phrase (llustrates the context in which ‘dha‘
figures.
Phrase 13
This phrase {llustrates the manifestation of ’Ga’
in the phrasal context. Two different ways of
rendering GG have been demonstrated
1) GG ('R’ from which the second ‘Ga’ is hit
is no% obvious)
2) ¢
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.
l) R' mR’ mR) le



Important

The

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

2) Rm Rm Rm Rm
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.
end phrases
a) P, m
b) g,Rg ,,, *
c) 8 ,, n
d) s,,, (R Rg ,,, R. S)

movenmnent 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)
Pmgnm,qg,R

2)  mRP = P: Phrase 13 - (Svarasadhityam P ,,,
DP mg P m), Phrase 15 P,m,q,R.

3) Pand m = m R, P (Phrase 13 Svarasahityam)
P,, ,DPM||gPmgngR||

:*Similgr to Ritigaulai
In Ritigaulai S D R S is expressed as Sa)

200
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Twilight Zone
ZAnandabhairavi and Ritigaulai

1) The phrase m, gRS is common to both raga-s but a

small difference in the movement patterns is perceived.

Znandabhairavi 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,,9R 8.

For other differences in the manifestaion of ’Sa’ in

these two raga-s, also refer analysis under Ritigaulai.

ZAnandabhairavi
SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) Rg Rg S a) 2,3,6,8,12
or
Rg Rg RS
b) S R b) 4
Sa ’
c) PS/PSR c) 5,15
d) RS/gs @) 11,13(Svaras3hityan)
a) gR g a) 16
Ri b) R,m b) 3,6,12

c) SDR c) 11




———— -

SVARA MOVEMENT PATTERN
a) RmR a) 2,4,7,8
b) mgm b) 2,4,10,14
c¢) PR/mR c) 4,13(Svarasahityam), 17
ga
d) mgg da) 5
e) Rg e} 7
a) Vib a) 2,4,9,13
b) mRPm/mRP b) 3,13(Svarasahityam)
na .
¢) Pm or SPm or c) 4,5,10,15
P(x)
d) PmP/Pm P d) 13 (Svaras‘éhityam,)'
14,15
e) m e) 13 (Svarasahityam),17
a)} Plain a) 1,2,3,5,7,8,9,10,
11,12,13
b) Vib b) 1
Pa c) PmP c) 7,8,12
d4) p,,4/p,,.D 4) 1,9,17
e) mRP e) 13 (Svarasahityam)
a) Pnn a) 2
'b) nDn b) 11
Dha :
c) Sthana of ni c) 12,13 Svarasahityam
d) DND d) 16
a)” §D/SRSD a) 4,7,9,11
ni
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
B g Rg rSr g Rg PM dpd SN )
Arohana : s g r g M P d N S
. SNS dpd PM R,gRg rs
Avardhana : S N d P M g ’ r s

Varali
Although a Samplirna 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 1limiting 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)Yg, .,

2) 9, + ., T

9 rs

4) rSN

5) dPM, 4 ,,

6) S, , N

7) s, r N

oL Db



ga in Varali is manifest in the following ways.
* _1) Most hrsva ga-s are generally rendered as gR,q.
2) thrga 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’ (dﬁzrga), 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 8, ¥ N (=N).

Varali . Reference Phrase -
M Phrase 5
N Phrase 7

Hoﬁever,'a small difference in the placement of
this'varietyﬁof 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. 1In
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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) rs a) 3, 4, 9
by P S b) 8
a) rsr a) 2
ri

b) r S8 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)y 2, 8

a) PdM a) 5

Ma )

b) PMP/PM b) In all other contexts
except the one cited
above

Pa Plain In all phrases
a) drd : a) 4,7,11,12
dha )
b) PMd b) 12
a) S N s/Ns a) 2,6,7,8,10,11,12
i b) Suggestion ' by 1, 5
Ni ’ .
’ c) SrN c) 7

d) PMN d) 4
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Pantuvarali
_ rSr MG, PM dp,d SNS
ArShapa : S r G M P D N S
. SNS sp,d PMP MG, GSr
Avarahapa : S N d P M G r s
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 intevpretation 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. 1In
Pantuvarali and Pirvikalyani these svara-s, even if rendered
és 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, dha ,
PMd, PM etc., === the manifestation being subject to the
performer’s aesthetic vision.
Ga in Pantuvard@li 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 Pantuvafﬁ}i, Ga is not the

fulcrum. This fact has been illustrated in the cassette

Examples Pantuvarali
Composition N** g*** Fulcrum
/ -

1) Sambho v Vv , S
[Sambh®O, Surabrnda]

2) sSarasaksa v s
[sarasaksal.

3) Aparama o v P_
[Laksmidevi]

" GOV - T - S - - > S W - - - - - A W V. o W - -

Phrases such as Ssr ¢, , , , s Map PM Gr G , , ,; YGMm , ,
, G, etc., are sung in many @alapana-s. But G seems to be
ideal as a ’‘sustained’ ending svara more for Purvikalyani (
GP Samvaditva).
N - Niraval

g*** ~-Kalpana Svara
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Purvikalyani
Composition N * S * % Fulcrum
1) "Ghanamo" _/ -/ g’
[Paramatmudy]
2) "Minaksi® _/ e G’
' [Madhurdpuri ]
3) "Rasin _/ 7 rGr

[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 intevpretation).

Important End phrases

1)
2)
3)

4)

5).

6)
7)
8)

dPM Gr

NSTG rSN

aPM, /dPP,
P,,,dHM(

a, d,

NSrsN , , 7,

rSN,

s, , N

i

M) ..



Phrase 1

Phrase 2

Phrase 4

Phrase 5

Phrases

Observations$

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 preceeding ones is

frequent in Pantuvarali.

This is a good phrase in Pantuvarali, for which it

not possible to designate svara-s.

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

9, 14 & 18

In these phrases there is suggestion of ri & Ga.
. In most fasfﬂphrases, these svaras are ‘suggested’
rather than reached. (They, however, lend
thenselves to be considered as ‘plain’ svara-s).

Pantuvara}i

W - -

MOVEMENT PATTERN REFERENCE PHRASES

] —— - o S G 2000 - Do - A - - 2 D - - —

a) rss a) 3, 12

b) Gs b) 8

114

is
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) rSr a) 2, 5, 11,16
ri b) Gr/GrG/rG b) 4
¢c) Vvib c) 10
a) PMPG a) 2
b) GRPG b}y 3, 17
c) PG/rPG c) 5, 8
Ga
d) Vib d) 8, 18
e) Suggestion e) 9, 10, 13
f) SN G £) 12
a) PMP/PM 1,3,6,8,11,12,14,
15,16,18
Ma b) PaM b) 1, 3
c) MGPM/PGPM c) 2, 16,17
a) PMdp a) 2
Pa
b) dpp, b) 3, 5
a) dpPd/Pd/dP a) 1,2,6,12,14,15,18
dha b) PGNd/PGSd b) 3, 5
c) PM dPd/PMAdP c) 6,16,17
a) SNS/SN/NS a) 6,8,9,10,12,13
b) SrN b) 7,11,12
Ni
c) Suggestion c) 15
" d) NdsNs a) 17

——— e o i ——

- ——— T > T " oo T

217



INY ATV XIAYNd

'Y D v d



18

S- ISyIHd

(B BV s . x é\? -, - e ~NO
T SSAY AL v WIQ N 9. A
. ASA o , , 4y
4 -9SudH{
I ~w . RV AV IQD.‘
¢ - ‘S A 't ¢ ¢ <
T L A Y
o y ASA 9ve
¢~ ISVIHJ
Y R N O R
v & e WM..&- P TS S (0 A w Qv
K ) - ASa ‘v
P- 3S9YHd
' . o - 2V B - oM
2 g+ + ‘SS4 “©weasa , oo .42,.6_2
. v . ) )
VEESEDT INYAYUNIAYO 4

{

-~



219

i . ) . . oA oo 6#
. d&.‘, N . )

¢ a‘wne
bwdl N . ¢

ﬁa‘ a;@:‘ RQ)&AGS
e
Q- ISYIHJ - | ‘ —
L . ,.,‘...‘Z nrm I
~0 ¢ -
I ¥ . ; — QJ | o
2 4 a < SHd RdWn YR4Y ALY
[ 3 Lo Z ql. - y
~N d &-3593nd | -
* L4 ~6|» _. 0,“w‘ b Q\
N ~0, i — .* m/ |
o ‘ .Y A ) —
SA LYy N Y H . =3
) - & d N g |
5msﬁf\n&
8- 35WdHd
_ 222 R 3

T - ow e Y%
CeOA K

_ . “.o..a.M. QJI
T J%Pf€>_\f

3 - 3ISUBHg’



L2C

. 61* um ,. 6“\
T NSA LA S W Y
s S bl \d .
- SN B YN
> : ) ¢
i S - 0
w 3¢ N 5 4 2
o | A Q)
A1~ 3ISYYHJ -
' 6s,“,_ O
“W 9C N. T N Y9
_ , , ‘Y
"€~ ISVAAd v
. 6& . d<
‘KN .ns.Q.,‘Qw. N L A.M (X
Pi-259YHd
A 9w W d ¢ T NN
- dH - sC s ()
ASA | QI\,F QM od S M.
TRERTT R



L1

LI # RV | e v O

L. h‘... .6&

A

v NI

N FA

N

Or- 3 SYIHJ

0 W v oM

‘ ~0

{

NS 49

PN ©e S

b(- ISVIHd

s é( D .. 10.>,
2 oee

T e ST A
* Mo v

Al-3SV¥Hd

L o

@ ‘NS4

——————

Y

% - ISYAHI



oL Ao

«@J ,n | Ww Z...N.N 6

“TSNd O NYWN M4 Wd

Y- ysyIHd Ay C

... ~0 A ,”. * s _.,_...,._ LA ‘6&\

¢ Q.. o« -.-., e < ¢ kt

. _n , a, n‘ _u
C 334 RIAFRS AT 4K

Ar- 3y sudHd .

£~ Yy SYIHI

MM s VA e e T .. . 0

Ctw aw Na WY A O

¥r-YSsYIHI

Tr- dSUPHD



Ll S

S ‘A

-

s ¢ ¢ wN.

‘PIA MU
.

] s .. W 44T

18-359¥Hd

T

K

. ,A\
Y

TTSNG

~NdYKN

&faré

Cr0) =



X

Purvikalyani
_ rSr MG, PM $D, .
Arohana : S r G M P D | S
. SNS  BD, PMP MG  GSr
Avarohana : S N D P M G 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 compositioﬁs show a style and approach very
distinct and different from all other styles. Our analysis

on the conceptualisation has been arrived based only on

the existing versions of the compositions.

In general, in the compositions of Diksitar there

are more of gliding movements.

The 1language 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/édditiéns 1étg: interpretations) as found in the

bulk-of other compostions. -
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Two compositions, viz. "GRanamosagarada" and
"Mindksi mémudam déhi" have been taken up for analysis. Aan
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

"Ghinamosaga rada" "Mindksimémudam"
DSr GPM GrS(brisk phrase) $,,8,,rDS,rG,,
GMP, PPMND PMGr, ¢rG,M, P,,,M DM Cr
G,,,~MP DP SS SDGr SND S,,,r D SN PD,,P
DGGr SND NDPM S,. PMGr GD P,,,M
GM DM Gr S, GMDS, N DPM Gr,,S.

Observations

1) * Quick movenments. 1.Gliding Phrases encompassing

An out time covering mainly mandra sthayi, and

all the sthayi-s. - going up to ﬁéfa-§agjé.
'2)‘There.is“wide scope for 2) Only slight variations and

interpretation and ° .~ ~ not a strict Saﬁéati package.

Saﬁgatis.
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Phrase extract

Anupallavi Anupallavi

P,DP 88 Sré rSSrD P,,,MGM DN DPM,

DP SS S£G MG SND DM Gr G,,,-DMGrsD-
DGr SND NDPM SrGMDM Gr, - G,M,D,,
GM DSN DPM Gr DSN PD,P-5,,,r D § -

Sré rsS, SNDNDPM

GrG,, ~-GNDMG

GMDMGTr
Observations
1) 8 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 tarasthayi (8 r G
¥é$,) and desqeﬁdwtd.;hé
fulcrum.

- Phrases ascend generally aé
MDS and there are many

pahicama varja phrases =---
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portraying a different
facet of the raga, and
these phrases influence

more gliding movements.
Phrase Extract

"Ghanamosagarada™

PMGrs,, ,rGrSsh-
P,P,P, M NDP GrG -

srG¢,,,, -P,MGMDM
PMG, r Sr G, M P -

GMP,,  MDM Gr - Y 6GMDM

G Y, &§.. .
similar to Anupallavi. GMD, Dt S$SN PDP,, -

PDP éé - other phrases -
DP S ,,, rG RSND
DSr G¥G - G r$S N D -
NDP, P,M-G,M,D,M
Gr ,,, S~
An outline of the raga-
is given in the

Madhyamakala Sahitya, “madu mab.”

Observations
1) ’p’ is' the fulcrum, and the 1) Commencing on  Pafcana,
.caranam is ideal for Niraval/ - phrases initially have long

Kalpanasvaré - . both musically ©pauses. The first 1line of_

>énd poetically. the caranam has been
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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) "ﬁ§n5k§i“, on the other hand, proceeds 1like an

elaborate @dlapana. There are many long svara-s and the

'_ pauses lend themselves to be effectively filled and enriched

with ragatva.
iii) An Qldpana for "Ghanamo" should ideally be brisk

:;and spontaneous -~- a brief outline as a prelude.

- iv) an Elﬁbaﬁa;for "Minaksi®" should be ideally slow,
- and gréduai. ,A:planned alapana, ekploring each facet

B unhurried1§,xwdﬁ1d be'ideal for a prelude.

— —-—

As in Ragam -- Tanam - Pallavi.



Observations

Phrases 1 -~ 26

' All the phrases cited as exanmples have been
conceived to illustrate the numerous ways of
creating specific end phrases, due to which many
examples may sound repetitive. Also, o rexy
special attention. has been paid to
illustrate the designation of svara-s to phrases,
which in turn influence the embellishments
enployed even while rendering as svara-s (be it in
cittasvara/Kalpana svara). It is this phrasal
conception that bestows ragatva 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
with a slight shake or ‘vibrato’. *x

Ex. Phrases 2 & 3

— <

“:*The desériptivehnotation.wilg revealjthe'small prbportiqn.pf
‘microtones. ’ » I o

“**This fact is -could be observed in some svara-s in 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 Pirvikalyani

1) 8, r D .
2) rss, D or rsSN,D
3ysr¢G, ,,
4)reM,, 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 t&ra sthayi. End phrases
too repeat themselves in each sthayi.

Ex. S, r D - $'? D
rss, D - rsSs, D

Pirvikalyani
. SVARA MOVEMENT PATTERN ~ REFERENCE PHRASES
Sa ] rss o 26 ’
- a) rsr a) 4, 11
PYGr . .. ... by, o
ri . ' N . e
c) br or (x) r c) 14. x L
d) rsrG d) 26

e) r,s,r,s,r,G e) 24

- - —— - - —




T o o - —— - - G U S S o U s SIS e U S SO G W Y S S S SR WM. RS D P WO T W B R S N S T S T T D U S S S . SO B W . S -

- — - — -

a) nG a) 8
b) GrMGc b) 9, 25
Ga
c) MG c) 13, 15
d) SbG a) 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
a) SD a) 8, 26 "
b) PMSD b) 9
c) nD c) 10
Dha
d) PD d) 11
e} SDG e) 19
£f) rss, D £) 24, 26
a) Suggestion a) 10, 13
Ni b) (x)S/DS/SS. b) 11, 21
c) NS/SN c) 12, 14, 15, 16, 17,

—— - —— -

20,26 ..
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Saurastram
_ rsr rmG Pm PmSD SDSN |
Arohana : S r G m P m D N S5
NS nbDn  nD mG rsr

Avarchana :8 N D n D P m 66 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 Archana-Avardhana.

.

Ex. SnS, rSnSND; DNS, *rSnSND

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 Saurastranm.
G, m G S f‘, .  -figure in Ahiri also. (Callave

Ya . . = m al
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Phrase 4 & 5

fall in the twilight zone of Deévagandhari.

SAURASTRAM
svara MOVEMENT PATTERN  REFERENCE PHRASES
sa Plain  1In all contexts
i s.rrSr Inall contexts
o T aysme .=z
blrmgG b) 3
Ga
c)mGormgG c) 6
d) ¢ SG a) 7
ma n i,z
pa mee e
o aypnp a)1, 4,5
b} PmD b) 2
Dha " .¢ynbornbD o c)y 1, 4, 5,
'd)_I?mSD ‘ -d) 1
. a) on the sthEna of S ays
ni . - : . .
b) D S D. b) 4, 5,
)Ni . ) : . ?“S N:é - [fﬁ ‘ . . In all contexts.

—— - o i —— ———— il WA WO - - - - S o
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Dévagandhari
- gR, Rp,m nD, .
Afﬁhapa : 8 R m P D S
. SNS D,nDn,D mG mR,gR
Avorgchana : S N D P m G R S
Dévagandhari

It is a raga with almost no scope for creativity.
The r&ga shares some phrases with Sauf§§§ram,abmutaﬂ

svarasthana-s with Arabhi.

COMPOSITIONS IN DEVAGANDHARI

a) Compositions in Déevagandhari often have a phase
encompassing tarasthayi Sa & Pa--each svara in it reached
almost dramatically.*

Ex. a) ‘Tarakanama’ ("Kgira sagara")

b) Anupallavi in "Karuna samudra"

'Karuﬁé sanudra’ has many Sangati~s - not found in
any other composition. The sangati progressioﬁ seems quite
different from the conception of raga Dévagandhari, as in
present times.

This technique of Sangati progression is adopted
inﬂ»a very small propoftién nowadays. The Sangati
progression currently in vogue tends to be 'smalléf‘
variationé of the first 1ipe accenting on_rﬁgatva,:féther“

than a technical variation.

*Many of our compﬁéitionsr and even raga-s, have phrases
reaching only upto Ga - beyond that it is rather suggestion
of svara-s than ’‘reaching’ or ’‘sustaining’.
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Observations
Phrase 1
DR S , » o could be expressed also as h é
Phrase 2
(vib) D ,,, could also be rendered as nD, nD, S.
Phrase 3 ~

In SR, S, Ricould be rendered as mR,m
or g R,qg.

n R r '+ + » S,~ Ricould 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.
Pwilight Zone Dévagandhari and Sama
Indicates how a small variation could lead to a

distinctively different raga.

Important end phrases
1) Dn, DP

2R, , , 8

e
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Dévagandhari
SVARA  MOVEMENT PATTERN REFERENCE PHRASES
Sa S NS ) -1 -----
Ri a) g R ) a) 2,_3, 4, 6, 7, 9, 10
b) suggestion of R - b) 8
lower than its sthana
ga a) RmG a) 2, 4, 7,
b) mGorm6eG b) 4, 6, 7, 9, 10
ma a) SPG / R P G a) 2, 6
b) P G b) 5,
, c) Pm Gm c) o
Pa o a) PGP ) ay 2
b) D P b) 2
c) P..D c) 9
a) 8D - ----a) l,—6 --------
Dha
by Dnd b) 1, 3, 5, 7
c) Vib . ¢) 2, 5,
d) PGSD - d) 5
eynbhD e) 8
~a) DS D a) 2 T
ni o bi ;ﬁ the sthana of S b) 6

Ni S N S In all contexts.
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Bilahari
_ SGR SD ,
Archana : S R G P D s
_ . SNS SD,N DP mG,m GR,GR
Avarohaya s S N D P m G R S
Bilahari

Bilahari offers mﬁderate scope for creativity.
Bilahari has the svarasthana-s of M&hanam in ascent, and
éaﬁkafabharapam in descent. This might be logically true,
but the raga does ndt 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.

.~ Kaidiki nisada is generally accepted as part of
Bilahari, and phrases such as

GPDSnnDP mGR RGPDSnNnDPMGR.
figure in most dldpana-s (twice or thrice in a whole dlapana
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
Phrasesl & 2

These are good beginning phrases.

Phrases 3 to§

These are examples for some saficara-s.

Phrase 6
This ends on ND, indicating further progression.

One phase of Elépana ;thus gets completed -~

leading to the next.

Phase II
Phrases7 to 14
These are examples of phrases ending on mGR. The
technique of creating phrases in a raga has been

represented in this phase.

Phrases15 & 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
Phrases18 to 23
These are examples of those phrases which could be
created with SND as end phrase. This phase has
sahcara-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 dlapana 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.



Bilahari does not take Ni (as a svara) in ascent.
However, phrases as GPDégéDN—PDé v+ N DP mGR,,, do figure
in alapana-s, the Ni{ . astenit === being more of a ‘karn
svara’® in a phrase. The same phrase is never rendered as
svara.

The varpnam in Bilahari ‘Inta Cauka~5é?of ‘has phrases
as éNDPﬁ,,NéDNP,MG DD NN etc.. Such phrases do not figure
at all in any Conlenpomyalapana. Such obvious ‘nisada’ in
ascent is best avoided as it is far from the contemporary

conception of the Yaga.

SVARA MOVEMENT PATTERN REFERENCE PHRASES
a) SNS a) 1,24
b) RS NS b) 2
Sa
c) SDS c) 6
d) GS/mG,mS da) 7

*

In Hindustani music, although a raga might be said to
comprise of a set of svara-s (Eg. S D P G R S), the phrases
descending might show a trace of nisadagwadiyawa--known as
*karn svara’ or ‘what is heard’. Such microtones occur in
almost every potential raga.

Svara which is ‘heard’ rather than deliberately sung-.

52
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SVARA MOVEMENT PATTERN REFERENCE PHRASES
--------------- ;; RGR -:;; 1,8,;:10,11,12:13,-‘
14,24
b)GR b) 3,15,23,21,18
. c) gRg or GRg c) 6,12,17b,25
a d) SNR d) 6,25
e) SGR e) 7,14,12
£) SDR £) 27
o - a) mG T ;;-2,77;:9,12,14,16:17a,b
Ga b) GRG b) 3,4,19
c) SDG c) 20
;;—5;—'“~ a) 11,12 T
ma
b) Pmm b) 11
a) DP a) 2,5,8,11,13,15,24
e b) nDnP b) 7,12,14
a) s ‘;;_1,5,9,167;4
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
£) PSD £) 6
g)nDn - g) 1o
Ni NS/SNS All contex;; ________

-~ ——— - - von o —

ni Plain & Dn : 28
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Surati
_ RPm DSD |
Archana t+S R m P n D n S8
$DS nDn mG  mGP nGR

Avarghana L n D P m G P m R 8
Surati

This is a raga with limited scope for creativity.
Some combinations may be perfectly within the scale
structure, but in this raga, phrases are not just permuted
or combined. The’éréhapa 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 may.
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 4ardhana-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 archana-avarchana concept totally

fails to convey many of fhese details especially in Vakra

raga-s.
End Phrases
mGPnmR
SR, S/RS
maGR

n,b P
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SUARA MOVEMENT PATTERN REFERENCE PHRASES
sa aynps a s
B amkR a2
] b) gRg/ b) 2, 6, 10
R1
¢) RgR/gR c) 1, 2, 8, 9
d) PR d) 5
ca " mG/mem  In all contexts.
a) Vib a) optional in som‘em;)arases-
b) mm/Pmm b) 2,9 ”
ma
c) m c) 3
d) Dm Pm d) 5
"""""""""" aymce a3 -
Pa b) P..R b) 4, 7
c) P..D c) 9
Dha T a;-nD - o In.-;;]t contexts
) -“;) Pm n a) 3 )
b) nDn b) 4
ni "¢) Vib c) 4, 7
d) PD/Pn d) 5‘
e) Sh/sn e) 6, 7




