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CHAPTER Il -

NADA, SRUTI AND SVARA

3.1 Nada

Nada - sruti - svara is an important topic in music. Hence all the treatises first
mention about these three. This has been discussed in detail with reference to
Pundarika Vittala and also writers before and after him.

The word Nada means pure sound. This word is composed of "na' means
vital force, and "da' represents fire, the interaction between these two creates
Nada or sound. Nada or sound is divided into two: Ahata (produced) and Anahata
(not produced). Anahata nada pervades throughout the universe. Yogis and
Mahatmas only can hear this nada and they do upasana for the liberation from this
world to get moksha.

Ahata nada is again divided into two, one is ordinary speech, cries, noise,
syllabic articulation, etc. The other one is musical sound. The musical sound is
based on the melody or rakthi. Our ancient writers praised this musical sound and
say that even by upasana of this musical sound one can get the blessings of all
three gods-Brahma, Vishnu and Mahadeva.
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This Nada has been discussed in various works of authors such as Sarangadeva,

« Pundarika Vithala and others.

Pundarika Vithala after the introduction of his patrons in all his three works
(Sadraga Chandrodaya, Ragamala and Ragamanjari) discussed about nada. In
Sadraga Chandrodaya, he says that nada is residing in the Brahmagranti in the
human body. When a human being desires to speak, this vital air rises upwards
and passes through, the various channels. After leaving the Brahmagranti the
vital air reaches the navel (nabhi). Here it is said to be in an extremely subtie

(ﬁ%ﬁ&ﬂ) stage, when it reaches the heart it is still in subtle (f[&H) form. And

when it passes through the throat it is pushta (loud), then when it rises to the
head, it is not so loud (apushta), and finally when it reaches the mouth it becomes
artificial (kritrima). ‘

However in actual practice or in actual singing process only three - fold
nada, called Mandra, Madhyﬁ and Tara come into play. In Ragamanjari one more
sthana has been mentioned, namely, Anumandra used in instrumental music.‘

FTHET ATer
(Ragamanjan P 3)
Moreover, the sound of mandra, madhya and tara get successively doubled in
pitch. It means, that, if the nada p’roducéd in the heart is taken as 1, then the
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3.2 Sruti

The nada is distinguished into 22 varieties, produced by the twenty two upward
Nadis situated in different parts of the body, such as, heart, throat and head.
These 22 grades are called as Srutis, because of their audibility and these are in
the increasing order of pitch.

In Ragamala, Pundarika Vittala clearly says
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(Ragamala o 1)

Thus in each part of the body. heart, throat, and head there are 22 nadis
obliquely situated and when sound passes through them they produce or create
22 srutis. These srutis are successively higher and higher in pitch. So in each
sthayi - mandra, madhya, and tara - 22 srutis can be produced.

Pundarika Vithala follows his predecessor Sarangadeva in explaining the
nada and sruti. Even the names of these srutis and numbers are very similar to
those given by Sarangadeva.

Some of the other authors, like Subhankara, the author of Sangita
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Damodara (15th C) and Narada, author of Sangita Makaranda, give different
names. In Sangita Makaranda not only names but also the number of srutis are
more. The names of the srutis as given by Sarangadeva, Pundarika Vittala,
Subhankara and Narada are given in Table 3.1.

Table 3.1: Names of Srutis as given by Different Authors

Sruti No. Sarangadeva, Subhankara Naradi {Sangita Makaranda)
Pundanka Vittala

1 Tivra Nandi Sidhha

2 Kumudavati Calianika Prabhavat

3 Manda Rasa Kinata

4 Chandovati Sumukhi Suprabhi, Manohari

5 Dayavati Citra Shikha

6 Ranjani Vicitra Diptimati

7 Ratika Ghana - - Ugra

8 Raudri Matangi Hiadi

9 Krodha Sarsa Nirvari

10 Vajri Amrta Dara

11 Prasarini Madhukari Sarpasaha

12 Priti Maitri Kshant!

13 Mruja .| Siva Vibuti

14 Kshiti Madhavi Mahni

15 Raktha Bala Chapala

16 Sandhipin Sarigaravi Bala

17 Alapini Kala Sarva ratni, Prabhavat

18 Madanti Kalarava Shanta

19 Rohini Mala Vikalini

20 Ramya Visila Hrudaya malini

21 Ugra Jayi Visarini

22 Kshobini Matra Prasuna

Narada gives five srutis to Sa .and Pa. Hence the total number of srutis
become 24 instead of 22 srutis as mentioned by others. The five srutis of Sa are
(1) siddha (2) prabhavati (3) kanta (4) suprabha (5) manohara, and for Pa (1)
malini (2) chapala (3) bala (4) sarvarathna (5) prabhavati. Here, the name
prabhavati repeats in Sa as well as in Pa. But in another place while describing
the distribution of svaras on the srutis, Narada mentions just as in other treatises,
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the ratio being 4:3:2:4:4:3:2 which accounts for 22 srutis only.

In the later period in the 18th century, a treatise called Meladhikara
Lakshana considered 24 srutis instead of 22 srutis. The two extra srutis were
situated one between sadharana Ga and antra Ga and the other between kaisiki
Ni and kakali Ni. '

So, apart from these exceptions all other treatises from Bharata to modern
age accepted the existence of 22 srutis.

3.3 Svara

Punadarika Vithala has not described like his predecessors the relationship
between svara and sruti in detail.

Sarangadeva defines svaras as
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(SR -RK Shringy 324 -p 134, vol )

In Sadraga Chandrodaya, Pundarika Vithala refers this same line as given above

with a slight modification.
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{S.C-p5v 24)

Pundarika Vithala says that when a string of the vina is plucked, the very first
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sound produced is considered to be sruti, and the next sound following it which is
the resounding of the sruti is called as svara. It is also said to be pleasing to the

ear and mind. In Ragamala and Ragamanjari, Pundarika Vithala had not

mentioned this line, but, he simply says that these srutis are only heard Zd4

FTEQHTAC:; but, for the real practical purposes, only svaras, are used. He éays

that these svaras are Sa, Ri, Ga, Ma, Pa. Dha, Ni.

TR BRI dld did T

{Ragamala-p 1)
3.3.1 The other aspects of svara:

Like Sarangadeva, Pundarika Vithala in Sadraga Chandrodaya and in
Ragamanijari identified the svaras with the sounds of particular animals and birds.
These are Sa with peacock, Ri with chataka, Ga with goat, Ma with heron, Pa with
cuckoo, Dha with frog and Ni with elephant.

Further, the seven svaras were described in terms of sruti distribution on
the 22 srutis. Sadja has four srutis (on the 4th sruti position), three srutis for
Rishabha, (on the 7th sruti position), two srutis for Gandhara (on the 9th sruti
position), four srutis for Madhyana (on the 13th sruti position), four srutis to
Panchama, (on the 17th sruti position) three srutis for Dhaivata (on the 20th sruti
position) and finally, two srutis for Nishada (on the 22nd sruti position).

JErEeTE Y AR o ad: |
et ¥ el = gidedt = oar FEE |

{Ragamala p 2)
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In Ragamala, Pundarika Vittala mentions about the distribution of srutis.
During the 13th century, there was an important question, before the
musicologists, whether the intervals make svaras or particular points on the scale
make svaras. The answer was, that, though only 7 srutis were invoived in the
svaras, the rest of the srutis also contributed to making the svaras. This could
have happened because of the éhange in the playing style of veena, from a multi-
stringed (22 string) instrument to an instrument with fewer (4th) strings.

3.3.2 Suddha and Vikruta Svaras:

. 'The.prakruta and vikruta or suddha-vikruta svara classification was a post Jati
development. Inthe post Samagadeva period the term “suddha’ was referred to
the svaras of Sa Grama. But this concept of suddha was not there during the time
of Bharata and Dattila. The svaras were called as prakruta, meaning naturally
evolved, and the vikruta svaras were modified form of the prakruta. Dr. N.
Ramanathan in his thesis A Critical study of the treatment of gitis in Sangita
Ratnakara' says "Sangita Ratnakara does not clearly state what suddha svaras
are or which seven are the suddha svaras or what make them suddha? From the
context one has to infer that the suddha svaras are Sa, Ri, Ga, Ma, Pa, Dha, and
Ni, tuned in druva and chala veenas. It is only with reference to this svara
arrangement that Sarangadeva seems to have made all his subsequent
..statements. This arrangement of svaras belong to the Sadja grama and so it can
be inferred that the suddha svaras mentioned by Sarangadeva were the svaras
found in the Sa grama arrangement”. No earfier text(designated svaras as
suddha. This line of thinking is found only in the Abinavabharati, quoting his
teacher (guru) Utpaladeva, Abhinava mentions the formation of svaras in the ratio
4:3:2:4:4:3:2 described as Sa grama is actually termed as natura!l (prakruta) form
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compared to other forms termed as unnatural. So Sarangadeva was influenced
by this thinking to characterize the prakruta form of svaras i.e. Sa grama svaras

as suddha svaras.

Hence the concept of suddha started to come into existence only from
Sarangadeva's time. Further writers of post Ratnakara period called the sadja
grama svaras which are in the ratio of 4:3:2:4:4:3:2 on the 22 srutis, as suddha
svaras. These svaras increased or decreased their sruti value or modified form
of these svaras were called as Vikruta svaras. Pundarka Vithala, only in his
Sadraga Chandrodaya mentions seven suddha svaras and seven vikruta svara.

YT W I Al §9 JeelrahRryaaniy | |

{S.C -p5,v26)

But he had not mentioned this in his other works. In Ragamala and Raga-
manjari, Pundarika Vithala explains the vikruta svara in a different way.

3.3.3 The Development of Vikruta Svaras before Pundarika Vittala

The very first vikruta svara considered as the reduced panchama of Ma grama.
The panchama which stands on the 17th sruti position in Sa grama, and if
panchama was reduced to 16th sruti from 17th, then that panchama was called
as Madhyama grama panchama in the ancient days and later it was called by
many other names, such as, chyuta panchama by Sarnagadeva, chyuta
madhyama panchama by Ramamatya, lagu panchama by Pundarika Vithala, and
in the modern days as prati madhyama in Carnatic music and teevra Ma in
Hindustani music.
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Then during the time of Bharata two more vikruta svaras, called as kakali
Ni, and antra Ga were evolved. Moreover, the interval be{ween the two svaras
was the main cause for the vikrutava of svaras. For instance, Dha and Ri never
moved from their respective sruti positions. But in Ma grama when Pa came
down from its place (17th sruti position to 16th) then without moving from its
place, Dha got one more sruti (4 sruti) meaning that the interval between the
reduced panchama (16th sruti position) and Dha (20th sruti position) increased.
Hénce Dha also was considered as vikruta svara. This was the main feature of
Ma grama in the ancient period. In the same way Ri also became chatusruti when
Sa reduced from 4 sruti to 3 sruti.

Until Sarangadeva these vikruta svaras were worked out by a way of
sadharana vidi. Sadharana vidi was broadly divided into 2, one was svara
sadharana and the second was jati sadharana. Then again this svara sadharana
was divided into 4. (1) kakali (2) antra (3) sadja and (4) madhyama sadharana.

3.3.3a Kakali and Antra Sddharana

The kakali sadharana was conceived in between gandhara and madhyama. The
gandhara was situated on the Sth sruti position and madhyama on the 13th sruti
_position. When Ga takes two srutis from madhyama and situated on tﬁe 11th sruti
position, it was called as antra sadharana or antra Ga. Similarly Ni is situated on
the 22nd sruti position and Sa on the 4th sruti position, when Ni takes 2 sruti from

Sa, then it moves from 22nd to 2nd sruti position, then it was called as kakali
nishada.
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3.3.3b Sadja Sadharana

This kind of sadharana occurs only in sadja grama. When nishada takes one sruti
from sadja (now it is situated on the 1st sruti position of Sa) and when rishabha
takes the last sruti of Sa, meaning the 4th sruti of Sa, rishabha becomes 4 sruti
and now sadja gets reduced to 2 sruti, and this means it has now on!y 2nd and 3rd
srutis. Tﬁis was called as sadia sadharana.

3.3.3c Madhyama Grama Sadharana

In the same way in madhyama grama, panchama is already situated on the 16th
sruti position when madhyama gives its iast sruti to panchama, that is, (13th sruti
to Pa), the difference between Ma and Pa becomes 4 srutis. Similarly, Ga takes
one sruti from Ma (it means that Ga moves ub one sruti from Sth to 10th sruti
position). Now Ma has only 11th and 12th sruti positions. This was called as
Madhyama Sadharana. This will occur only in madhyama grama.

3.3.4 Jati Sadharana

The second type of sadharana was called as Jati Sadharana. Sarangadeva
defines it as the same grama having the same tone as the fundamental note, the
identical melodic presentation that obtains between them is called as overlapping
of jati by the noble one (Sangita Ratnakara - R.K. Shringy - p.233).

3.3.5 .Sarangadeva's Vikruta Svaras

Sarangadeva gives 12 Qikruta svaras.- These are (1) kaisika Ni (2) kakali Ni (3)
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chyuta sadja sadharana when Sa gives its last sruti to Ri and stands on the 3rd
sruti) (4) achyuta-sadja (Sa stands on the 4th sruti itself, but gives its 1st sruti to
Ni) (5) chatusruti Ri (when Sa comes down and stands on the 3rd sruti position,
then the last sruti of Sa goes to Ri then it becomes chatusruti) (6) sadharana Ga
(when Ga moves one sruti up\':vard) (7) antra Ga, (on 11th sruti position) (8) chyuta
Ma (when in the madhyama sadharana Ma gives its last sruti to madhyama grama
panchama and stands on the 12th sruti) (9) achyuta Ma (Ma gives its 1st sruti to
Ga, it stands on the 13th sruti position, but because Ga takes its first sruti, then
Ma gets reduced to 3 sruti) (10) chyuta Pa (Ma grama Pa on the 16th sruti
position) (11) chatusruti Dha (in madhyama grama Ma stands on the 16th sruti
‘then Dha gets its last sruti and becomes chatusruti (12) achyuta Pa (in Ma grama
Pa stands on the 16th sruti, but Ma stands on the 12th sruti position, then the
interval between Ma and Pa becomes 4 sruti)

3.3.6 The use of kakali Ni and antra Ga

Sarangadeva describes how to use the kakali Ni and antra Ga

YISl SR el gad! FAE |
Ud FEHTEr - GgeE s | 1Y | |
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(S R - RK Shnangy - Vol | - p 231}
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After singing sadja, kakali foliowed by dhaivata may be employed. Inthe
same way after singing madhyama one should practise antara and rishabha.
Alternatively, having sung sadja and kakali one may return to sadja and after that
move on to any succeeding note. Similarly, after employing madhyama and
antara, madhyama should be taken before resorting to any succeeding note.
Everywhere the notes kakali and antra should be sparingly used.

Bharata's statement about the usage of kakali and antra was that they
should be in the ascending scale (arohin) and be made specially weak (alpa).

The above description, shows that the kakali Ni and antra Ga were not
taken independently, they were taken in between Sa and Sa, like Sa Ni Sa, or Ma
Ga Ma. Kakali Ni had to be taken with Sa and in the same way antra Ga with Ma.
It can also be taken as Sa, Ni, Dha, and Ma, Ga, Ri. But this is, in the descending
order. In Natya Sastra it has been mentioned that kakali Ni and antra Ga had to
be taken in the ascending order only like Dha, Ni, Sa. Triis was the difference
between Bharata and Sarangadeva.

Even in the later period (16th century), Pundarika Vithala had mentioned in
Ragamanijari ‘

TIEIGINT: §a9 FlEel] g &

- ALY Aegeh: S AT R 1% | |
' (RM -p8)
He says that the svaras are to be taken sparingly (alpa), but had not mentioned

about descending or ascending order.

Bharata lived in the 2nd - 4th century AD and Sarangadeva in the 13th
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-

century. During this inter\/ening period the main develobment in music was the
evolution of Desi Ragas and the introduction of vikruta svara in them. Though
Sarangadeva said that antara and kékali were td be taken sparingly, in all the desi
ragas mentioned in the “aduna prasidha' (modern) Raganga ragas and their
deriva;tives, out of 13 ragas 8 ragas have used kakali Ni, and 4 had kakali and
antara Ga, only in one raga Malava Kaisika, Sarangadeva says that Ni is weak.
But he used the word ‘weak' even to the other svaras, other than kakali Ni and
antara Ga.

3.3.7 The development of Vikruta Svara after Sarangadeva

in the development of svaras in the third stage started after Sarangadeva (13th
century). From 13th to 17th century many musical treatises were written. Among
them, Kallinatha's commentary on Sangita Ratnakara, Ramamatya's Svaramela
Kalanidhi, Pundarika Vithala's 4 books (a) Sadraga Chandrodaya, (b) Ragamala
(c) Ragamanjari (d) Nartana Nirmaya, Ahobala's Sangita Parijata, Sangita Darpan
by Damodara etc were important contributions.

Sarangadeva was followed by Rana Kumbha the last one who mentioned
Gramé—Murchama-Jati system. But after him this system was discarded.
Upto Sarangadevé Ma was the important svara which was not alterable. But
- slowly Pa took the place of Ma and became unalterable svara. There was no
vikruta variety to Pa and Sa. Kallinatha also mentions about how the Madhyama
grama ragas, madhyamadi and Todi were not starting from madhyama but from
sadja. He also says that on the veena the indicator of graha svara which
helped to start the grama ragas was absent during his time. So this shows

that a remarkable change was taking place during his time.
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{Kallinatha N.S.R -p. 36)

The first important development during the post Sarangadeva period was
the reduction in the number of svaras. Both Ramamatya and Pundarika Vithala
accept only seven suddha svaras and seven vikruta svaras. The five vikruta
svaras of Sarangadeva was rejected by Pundarika Vithala and Ramanatya were
(1) achyuta sadja (2) achyuta madhyama (3) vikruta rishabha (4) vikruta Dha and
(5) grama sadharana Ma.

These were rejected because

(1)  achyuta sadja and suddha sadja were identical in pitch. Similarly the
others svaras are giveh below,

(2) achyuta madhyama and suddha madhyama,

(3) vikruta rishabha and suddha rishabha,

(4) ~madhyama grama panchama in grama sadharana and madhyama
grama panchama, '

(5) vikruta dhaivata and suddha dhaivata.
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Again the names of these svaras (i) chyuta sadja, (2) chyuta madhyama, and (3)

chyuta panchama were redesignated by Ramamatya and Pundarika Vithala as

given below

Sarangadeva Ramamatya Pundarika Vittala
Chyuta sadja Chyuta sadja nishada Lagu sadja
Chyuta madhyama Chyuta madhyama gandhara Lagu madhyama
Chyuta panchama Chyuta panchama madhyama Lagu panchama

According to Ramamatya, besides these changes, some varieties of

gandhara and nishada in some context were regarded as varieties of rishabha and

dhaivata. These were
suddha gandhara regarded as pancha sruti Ri,
sadharana Ga regarded as satsruti Ri,
suddha nisada regarded as pancha sruti Dha, and
kaisiki nisada regarded as satsruti Dha.

3.3.8 Ramamatya's Vikruta Svaras

These were (1) chyuta sadja Ni (2) chyuta madhyama Ga, (3) chyuta panchama
madhyama (4) sadharana Ga, (5) antara Ga (6) kaisika Ni and (7) kakali Ni.

3.3.9 Pundarika Vittala's Vikruta Svaras
3.3.9a Sadraga Chandrodaya:

As mentioned earlier Pundarika Vithala accepted 7 suddha svaras and 7 vikruta
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svaras. His vikruta svaras were (1) lagu sadja (3rd sruti) (2) sadharana Ga (10th
sruti) (3) antara Ga (11th sruti) (4) lagu Ma (12th sruti) (5) lagu Pa (16th sruti) (6)
kaisiki ni (1st sruti) and (7) kakali Ni 2nd sruti.

Sadraga Chandrodaya 126.
LElRIINE S R B CIR ARSI ESI R SIS RS S
Td WO &T HIRE YAl QEROn T Yo R | IRE |
e fed g Misae Wi sseess gud giien |
ar R i e B A weh A i Re

{(SC-p 5v.2728)
Pundarika Vithala also says that those svaras which moved from its own position

were called as vikruta

TR ALY AT TRy Wal fager g 1 1R

{SCp 5,v 28)
He also says that Sarangadeva did not mention Dha's vikruta variety even in

koota tana.
e g G 7 FeegR: e wear

(SC p 6,V 29)

-Further, Pundarika Vittala says that Ri and Dha in practice occupy the first
sruti of Ga and Ni. So it becomes in laksya 4 sruti. Similarly, Ma also takes first

sruti of panchama and becomes 5 sruti.

3T Remarenmiagfied aedy dexfde! 9aam, | |
H: GEARIT A ey wieres Sefdd g
(SC p6v 30)
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Usually, Ma is on the 13th sruti position, according to theory, but in practice,
the suddha Ma (13th sruti) occupies the 1st sruti of panchama, that is, 14th sruti
position. Some ragas, take this 14th sruti Ma instead of 13th sruti Ma (suddha
Ma). Such ragas have been discussed in a later chapter. This is what Pundarika
Vittala indicates in the above sloka.

Pundarika Vittala was the first one who mentioned ahout the sruti
‘ replacément of suddha Ri, from 3 sruti to 4 sruti. (In Hindustani music, catusruti
Ri is considered as suddha Ri. This might have started form Pundarika Vittala's
time). |

But if the suddha position had shifted form 3 to 4 sruti then there would be

‘a wide gap between Sa and Ri. So it is possible to create a new position below

the old 3 sruti Ri and hence a second sruti Ri (6th sruti position) was established
and was called as kaisiki Ri. (This has been explained in Ragamanjari)

"Pundarika Vittala shifted the traditional suddha sthanas of Ri, Ga, Ni, Dha
to one svara-sthara below, and named them as suddha svaras while he called the
6riginai (suddha) ones as vikruta of respective notes. and he says "The ragas
(lakshya) and their features (lakshana) before and after Thyagaraja" by Sangita
Sastra Visarada Hulugur Krishnachar in the Journal of Music Academy Madras
Vol XIX p.116. '

In Sadraga Chandrodaya Pundarika Vittala only mentions about the
increase of Ri, Dha and Ma by one sruti but not about the reduction of Ri, Dha, Ga

and Ni. (refer to sloka in this section above) (37‘23112%1 AT
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U}

In veenaprakarana, Pundarika Vittala also mentions about the permutation
of svaras and he calls it paryaya vriti. He also mentions in this chapter that for
antra Ga and kakali Ni there are no frets, for these on the veena one has to inflate
the string to get these svaras. Mereover, in Sadraga Chandredaya, Pundarika
'Vittala mentions that lagu Ma, (12th sruti position) acts as pratinidhi to antra Ga
(11th sruti position). Paryayauvriti has been mentioned in detail in the chapter on
Mela classification in this thesis. Similarly, lagu Sa (3rd position) can represent
kakali Ni (2nd position).

In Sadraga Chandrodaya, he did not recognise a svara sthara as a variety
~-of -another svara; for example, in Kedara mela the following svara occur, suddha -
Sa, suddha Ga, lagu Ma, suddha Ma, suddha Pa, suddha Ni and tri-sruti Ni. Now,
suddha Ga is actually functioning as Ri, but Pundarika Vittala says it as variety of
Ga, and not as a variety of Ri. Similarly, suddha Ni is referred to as Ni and not as
Dha. This is a slight difference in the approaches of Pundarika Vittala and that of
Ramamatya. Even now, in Hindustani music, they use the Gas, but not as Ri and
Ga.

While mentioning about the paryavriti of Sa, Ga, Ma, Pa, Ni in their 3 vikruta
forms, in many ragas vivadhi dhosha occurs. For this he says that the vivadi
‘notes have to be taken in vakra gathi, then it will not spoil the beauty of the raga.

gy B I e g gWai 96 4|
- fag = ¥ Rgara ot s geesEg vy

(SC p.13, v. 45)

H. Krishnamachari in the above referred article also confirms "Pundarika Vittala
mentions the usage of vivadi notes in vakra prayoga.”
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3.3.10 Ragamala

This is the second book of Pundarika Vittala. In Ragamala instead of using the
usual names such as kéisiki, kakali, he used a new nomenciature movement of
the svaras from one sruti to another and calls it as "gathi'. ~Sthithi', meaning has
been defined as standing on the original position or can be called as suddha
sthithi and the gathi was the movement of the svaras. First gathi means going
. forward one sruti, and second gathi means two steps forward etc.

In the same way all the svaras except Sa and Pa move forward. The
svaras Ri, Ma, Dha,» Ni have 3 gathis, and Ga has one more gathi, that is, four
gathis, or it moves upto 13th sruti position, that is, upto the suddha Ma. He aiso
says that the sruti positions 5th, 6th, 18th, 19th were not taken as svaras. So, out
of the total 22 srutis, 4 srutis were not taken as svaras. But in the 18 other svaras
7 were suddha svaras and the remaining 11 srutis were taken as the vikruta form.
In Ragamala while explaining the svara positions, he explains, for example, Ri on
the 2nd gathi shows that Ri is on the gth srufi position, (originally Ri was standing
on the 7th sruti). But on the 9th sruti suddha Ga also stands. But in Ragamala,
iust like Ramamatya he explains that when Ri moves 2 gathis, standing on the Sth
sruti, Ri was called as Sth sruti Ri or, not as suddha Ga. So even though 11 srutis
~were taken as vikruta forms, but there were 16 forms of vikruta varieties of svaras
~ were created. This is in variance with the explanation given in Sadraga
. Cr;ahdrodaya. ” ‘

in Ragamala he classifies ragas into ragas, raginis and sons. (Raga,

Ragini Parivara system). This has been dealt with in detail in a Iater chapter.
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3.3.11 Ragamanjari

In Ragamanjari, Pundarika Vittala describes his own views. Just like in Ragamala
he says that except Sa, Pa a!i the évaras Ri, Ma, Dha, Ni meve 3 gathis and Ga
moves 4 gathi, upto suddha Ma on the 13th sruti position and also classifies ;'agas
under Mela system. In Ragamanjari he did not mention that 5th, 6th, 18th, 19th
srutis were not used as svaras.

TEROT: PR =AY HIhioHT aar |
TR, DR B SRR T | |

{Ragamanjari - p.4, v. 25)

Pundarika Vittala says that first sadharana and kaisiki, meaning sadharana
Ga on the 10th sruti position and the kaisiki Ni on the 1st sruti position. Then next
antra and kakali meaning that Ga on the 11th sruti and Ni on the 2nd sruti
position. In the next line he again sayé that apart from these two, sadharana and
kaisiki, there are another “kramath gathi Ga, Ni', which means another one more
movement, apart from the sadharana and antra. This means that antara Ga (11th
sruti and after movement 12th sruti); similarly, kaisiki Ni (1st sruti) kakoli (2nd sruti
and after movement comes to 3rd sruti).

Then in the next line he says
JeEeE] TR Ao GRe: | |
el Sere 7 v B T
" Ragamanin- .29

The gandhara which was moving upwards goes upto the sthana of suddha
madhyama. Next he describes about the madhyama which also moves 3 gathis.
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Originally it was on the 13th sruti bosition, now it moves from 13th to 14th 15th
and 16th.

After this he described the Ri and Dha which were reduced from 3 sruti to
2 sruti, and 20th to 19th sruti positions. He says

s B TaTEgE T Rl |
FegSEeT AT o aen! RET 11

(Ragamanjan - p 4, v 27)

. First the kaisiki Ri means the reduced 2 sruti Ri and then nava and adhya
mean new and old. it means that old Ri was on the 3rd sruti from Sa, now this old
suddha Ri shifted to 4th (new Ri) sruti from Sa. Hence after the 3rd, 4th sruti Ri's
comes the 2nd gathi, which means the pancasruti Ri on the 5th from Sa. He uses
the word (uksha) meaning sprinkling. So he must be meaning that just like the
sprinkling of water, Ri is sprinkled over 6th to 10th sruti position. Then he says
uccankala means unbridled movement of Ri, over the range, implying the next
gathi, that is, the 10th sruti position or on the 6th sruti from Sa, which would mean
satsruti Ri (third gathi). ' |

.The period of Pundarika Vittala was the transitional period. - He himself says
in Ragamanjari that the old svaras were not used in his days

qEITRER W fhg AFF AT |

{Ragamanyari - p 8, v. 67)

He also says that just as in Sadraga Chandrodaya, where the 3 gathi Ga and Ni
represent (pratinidhi) the old antra Ga and kakali Ni. Similarly, he refers to
suddha Ri, which probably can be taken as either 6th or 7th sruti position.
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FEFeTaRAT WA g T B |
T T TR R dweid
{Ragamanjan - p 8, v 60)

In the same manner for sudhha Dha, one can take the 19th or 20th sruti position.
This, he has not explicitly mentioned in Ragamanjari, but he was the first one
to mention in the reduction of one sruti of Ri and Dha. In Sadraga
Chandrodaya and Ragamanjari while explaining Sri Raga he clearly says
chatusruit Ri and Dha but the reduction of the sruti value of Ri and Dha was not
clearly mentioned by Pundarika Vittala.

But in the 16th century in Raga Tarangini by Lochana Kavi it was clearly

mentioned as:

eI Teear TaT R Badt |
Mod R gdwEr @ S "Wl

) (RT -p2)

If Ri and Dha leaves their respective positions (come down) they were called as
komal. Hence the Ri and Dha which were mentioned as kaisiki became komal
during the time of Locanakauvi.

rrom Raga- Tarangini onwards the komal Ri (2nd sruti) was fully
. recognized. Accordingly first komal (2nd sruti. Ri) then comes suddha Ri, the sruti.
value of suddha Ri is original 3 sruti. While explaining Bhairavi, Locana Kavi says
that all svaras are suddha, Dha is komal. So only Ri and Dha svaras were called
komal and suddha, and all other svaras Ga, Ma, Ni suddha means original Sth
sruti for Ga, 13th sruti for Ma, 20th sruti position for Ni. When those svaras

acquire one sruti from the next svara they were called as d1d, if 2 sruti were

A

70



Nada, Sruti and Svara

acquired TIaX etc.

Then, during the time of Sangita Parijata by Ahobala, and in Raga Vibhodha
by Somanatha, all the 22 srutis were considered as svaras. The suddha vikruta

svara on the 22 srutis of the varies authors are given in Table 3.2.

Ta_._glg : SUDHA AND VIKRUTA SVARAS
112131451617 1818(10j11112]13}114115(16117]18119]j20]j21{22
Sudha Svara Sa Ri Ga Ma Pa Dha N
S Sa Ri Ga Ma Ch|Pa Dhal Ni
Pa
Sangita Kaij Ka]|Ch] Ac v Sal A |Ch MV] Ac Vv
Ratnakara V] Ni} Ni | Sa] Sa Ri . {|GajGa|Ma PalPa Dha
S Sa N Ri Ga X Ma Pa Dhal Ni
Svaramela Kai Sd
Kalanidi Ni . Ga
*=another’ St*|Ka]Ch P*}1 St A|Chl Pa pP*
name \ADha Ni{ Sa Ri| Ri { GajMa Ma Dhaj
Ni Ga
S Sa Ri Ga Ma Pa Dhaj Nt
Sadraga™ "M Kai]|Kal L Sdl Al L L
Chandrodaya | Ni | Ni | Sa : Gal Gal|Ma Pa
= 8a Ri Ga Ma Pa Dha Ni
- iRagamala Nif Ni | Ni Ga
M3 &)
ViDhal RijRi| Ri|Ga|Ga|{GajMajMalMa DhalDha
(3) M@ M21(3) (1)1(2)
S Sa Ri Ga Ma Pa Dha Ni
RagamanjariVi Ni Ga|Ga|Ga|Ga|Ma|MalMa Kai DhajDha
1) MIAIS@OIO]E2163) Dhal Mm@
Dha] Ni | Ni Kat RiJRiI] Ri
(O E)] Ri M) 3 -
S Sa Ri Ga Ma Pa Dha Ni
Raga Vibhuda Ko Ko : Ro
Ri Ga . N1
MTITT|T™ Pul TP TITTIT]TT{Tm TiTT{Tm PulKoj P TTT
Ni | Ni | Ni Ri{ Ri|Ga| Ri} Ri|GajGa|Ga Ma|MalMa DhalDhal Ni |DhalDha
iR BN Ri Ga ) Ma Pa |Dhal Ni
Raga TITT{T™ Ko TITTITMIALL T{TT|Tm Ko
Tarangini M Ni } Ni | Ni Ri Ga|Ga| Ga] TM|Ma|Ma|Ma Dhal
i Ga
Kal = Kastki Ch = Chyuta A = Antara P* = Panchsrut
Pr = Prati 8d = Sadarana Ko = Komal MV = Madhyama Grama Viruta
Na = Kakali V = Viruta St* = Satsrut L = Lagu (1), (2), (3)=gathi
T =Tavra At=Ati TT = Tavratara Tm = Tavratama

Then Tulaja (1728 AD) explains that there were 7 suddha svaras and 5

vikruta svaras, in all 12 svaras. Vikruta svaras, sadharana Ga, antra Ga, (16th
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sruti), vikruta panchama madhyama, kaisiki nishada, and kakali nishada. Then
suddha gandhara and pancasruti Ri are on the same sruti, sadharana Ga and
satsruti Ri are on the same sruti. Similarly suddha Ni and pancasruti Dha, kaisika
Ni and satsruti Dha, are on the same sruti.

In the same way Chaturdandi Prakasika (17th century) mentions only 7
suddha svaras and 5 vikruta svaras. Hence from 17th century onwards the vikruta

svaras were reduced to 5. These are given in below, as given by venkatamakhi

(1) Sa (7) Pratima

(2) Suddha Ri (8) Pancana

(3) Chatusruti Ri and Suddha Ga (9) Suddha Dha

(4) Sadharana Ga and Sat sruti Ri (10) Chatusruti Dha and Suddha Ni
(5) Antra Ga (11) Kaisiki and Sat sruti Dha

(6) Suddha Ma (12) Kakali Ni
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