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1. INTRODUCTION Symbol Nomenclature
. —— . Sa Sadia
Over the last century iKarnatik - music, the method of . 2
understandingagahas been to break it down into its vari- Ril Squha' I?abha : _
ous componentsyarg scalegamakaand phrases. In this Ri2/Gal Cf“%““' RszbhaiSuddha @ndtara
' Ga2/Ri3 Sadharana Gandhara/Satchruti Rsabha

paper, an attempt is made to define the abstract concept of

raga in its entirety within the aesthetics of Katik mu- Ga3 Antara Gandrara

sic considering the various components and their symbi- Mal Sud_dha Madhyama

otic relationship. This paper also attempts to prove that th Ma2 Pra}' Madhyama

identity of a mga exists as a whole. Section 2 explains the Pa Pancama .

concept of a fundamental musical note or svara. Section 3 Dhal , Sudc,iha Pha""_”‘ta , ,_

illustrates the concept of gamaka or inflections. Section 4 D l_m2/ Nil Ca_t,L?S,rUt,' 9 halvataBUtha'Nllada

delves into the concept odga in detail and then flows into N?Q/Dha:% Ka|S|I§| N'-Sfda/-&mhru“ Dhaivata
Ni3 Kakali Nisada

Section 5 which enunciates the identity ofaga in terms

of svara, gamaka, and phraseology. The paper concludes

in Section 6, and Section 7 gives the references.

2. SVARA

Table 1. Svarasthnas

Rsabha (Ri3) These pitch positions are increasing semi-
Usually, in common parlance, a musical note within the tones within an octave. Therefore as the Tablghows,
context of Indian classical music is called a svara. A svara there are 12 possible manifestations within an octave with
is considered a definite pitch which relates to and gets its SaandPa being fixed positions. There also occur overlaps
identity from the fixed tonic. There are seven svaras within with the same pitch position being shared by svarastfanas
an octave,Sadia, Rsabha, Gandrara, Madhyama, Paii- For example, théatchruti Rsabha (Ri3)shares the same
cama, Dhaivata, and Néla, rendered aSa Ri Ga Ma Pa  pitch position asSadharana Gandhara (Ga2) Therefore
Dha Ni. TheSa(Sada) (Table 1) is the tonic svara. The this pitch position can be interpreted only as one of these
Pa (Paficamy, its fifth, is also fixed with respect to the two, within a context.
Sa The svarafRi Ga Ma Dha Nihave defined variability,

meaning they could take two or three pitch positions while | Symbol Nomenclature

SaandPado not. These pitch positions are collectively Ri2/Gal Catussruti RsabhaSuddha Gndhara

defined asvarasttanas Ga2/Ri3 | Sadharana Gandrara/Satchruti Rsabha
Dha2/Nil | Catussruti DhaivataSuddha Niada

2.1 Variability with respect to svarasttfana and Ni2/Dha3 | Kaisiki Nisada/Sitchruti Dhaivata

Nomenclature

Every svara has a fixed number of manifestations which
are definite pitch positions. For example, as shown in the
Table 1, the svar®i has three manifestations viSud-
dha Rsabha (Ri1) Catwssruti Rsabha (Ri2) andSatchruti

1 The expression Kaaik music is used in common parlance, the
correct expression for this is Kaaaka music. Karataka here does not
refer to the southern state in India

Copyright: ©2012 T. M. Krishna et al. This is an open-access article distributed
under the terms of th€reative Commons Attribution 3.0 Unported Licenatich

permits unrestricted use, distribution, and reproduction in aredimm, provided
the original author and source are credited.
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Table 2. Shared svarastinas

Table2 shows just the four sharexvarastlanas

Another important point is that when these svaras are
mentioned in the context of a melodic identity, the follow-

ing is understood:

e The occurrence dBalmust be preceded by the oc-

currence oRil

e The occurrence oRi3 must be followed by the oc-

currence ofGa3
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e The occurrence dflil must be preceded by the oc-  The permissible limit of the movement of the svara is de-
currence oDhal fined in the context of other svaras and at the macrolevel,
on the melodic identity that they represent in phraseology
e The occurrence obha3 must be followed by the  and the melody. Any movement of a svara within the per-
occurrence oNi3. missible limit in a given context and melodic identity, cog-
nitively refers only to one specifi&varastfana For exam-
Therefore, when the following successive pitch positions ple, when thesvarasttana Sdharana Gandhara is con-
Sa Ri3/Ga2 Matome together, the shared position can be stantly moving within a range, touching upon even other
only understood a&a2, sinceGa3does not occur afterit.  svarastlanas it is still cognitively recognized a&a due
Whereas, if the following pitch positiorsa Ri3/Ga2 Ga3  to its identity within the context of the phrase and melodic
Maloccur together, then the shared position is understoodidentity. This concept where a svara is used to create a
Ri3. Thus, as seen in Table we have 16 names given to  variability of movement in relation to the phraseology and
the 12 definite pitch positions representingsi/arasttanas melodic identity, creating a cognitive understanding @f th
svarasttana is defined as a gamaka.

2.2 Variability with respect to movement of a single

svara 3. GAMAKA

Even though a svara is referred to as a definite pitch posi-. . . ) . . . .
g P P Historically, the idea of gamaka is found in treatises right

tion, it does not manifest itself as a contributing factor to o P
the music unless the svara is a range rather than a point].crom the Sengita Ratrakara by Sarhgadeva(1] [2] (12th

Thus, the said svara is not perceived as a single point butcentury) whfere tS.gamakas are destcnﬁed. tr? ne cannotkbe
as a small range of pitch values. In fact, it is in this vari- VEery sure - Tor bvious reasons - as 1o how Iese gamaxas
ability that the identity of the svara lies. This does not V¢'® rendered, since this rglates_ to ancient music. Thgre
imply that the same svara can be rendered at the differ-2re many other treatises which discuss gamakas including

ent absolute pitch values comprising that range but meangQaga Vibodha of Somartha- 1609 and a much later trea-

that the svara perceived is actually its movement within tise caIIedMaheTbharatfl GJgiama.n.— 18th-19th c. AD §].

this range. This range is cognitively defined based on theTh(,a Mghébharata @idaman mentions the concept of the
melodic identity and the way in which it is rendered, and it Dgsawdhagamakas (10 types Of_ gamakag]_. [ Thqugh

is not governed by any specific rule. The Figdris a his- this is often quot_ed by many mu5|C|ans/mu5|coIog|sts, one
togram of the seven svaras in the melodic solstalyari. does notsee a dwept connection between many qf the types
The svarastianascorresponding talyari are in red. It of gamakas described above and the gamakas in use over

can be seen that all the svaras are a range of pitch values.the I?St century. Many of the gamakas described in th|§
treatise appear to be phrase movements rather than artic-

ulation on a single svara, for exampkEroharae (upward
melodic movement) andvarohara (downward melodic
T movement). The closest detailed descriptions of the gasjaka
| - as rendered today, are given in tBehgita Sampradya
j_ KALYAN' - Pradarsni (SSP), a treatise b$ubbaama Dksta pub-
: \ L lished in 1904. 5] The gamakas described in the S&P [
) Lo are described with respect to their rendition on the instru-

e

; mentVina. The gamakas given in the SSP are listed in the

g,r\ ] Table3.

{ Though, most of the gamakas sung today are similar to

’\ P ‘ f\ the ones described in the SSP, they have evolved in form
o Lo if\ | and context. Gamaka nomenclatures have also undergone

' ‘\ o Co a change. The Figurésand3illustrate the pitch contours

} 3 | L ’ \ for some of the gamakas in vogue today. The most impor-

L Lo tant gamaka, thEampitagamaka, is dealt with in isolation

’ Y in this paper. Some of the gamakas in vogue today are de-

| M R scribed below.

hif e Jartai: When the same svara is rendered in suc-

P b N\ g cession, with a stress on the second. This leads to
o oY the touching upon of the immediately lower svara
: S % » 2 inbetween the two svaras. See Fig@rsubplot 1
% RLR2 G G Ml Me2 P Dl Db N3 % (Jartai).

e Jaru: A sliding movement between two svaras is
Figure 1. lllustration of svaras as a range called &ru. This is of two types, ascending and de-
scending. See Figu&subplot 2 (3ru).
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Gamaka Variations
Kampita Lina
Andoita
Plavita
Sphurita
Pratyaghata
Nokku
Ahata RaVa.i 0 i 0 150 n el 0
Khandippu
Va.ll — pp Khandippu
. I
Ullasita Etra Jaru
Irakka Jaru
Humpita
Kurula Odukkal
Orikai ! ! \
Tribhinna 150 0N el 0
Mudrita e
Namita
Misrita
Table 3. Gamakas in the SSP
1;0 Z‘UD 25‘0 n
Janta
% | n ‘Pa | | Figure 3. lllustration ofOrikai, Khardippu and Sphuritam

traversed upon. See Figu2esubplot 3 (Odukkal)

e Orikai: This gamaka is a movement from a svara to
the next higher svara, and then descending below the
- svara with which this movement began. See Figure
3 subplot 1 (Orikai).

< Desenting J e Khandippu: This gamaka is a descent from a svara,
G | briefly touching upon the next lower svara and land-
8 1 ing on the subsequent svara. This movement is ex-
0 0 m m & aoa 8 pressed as one svara which is the final svara on which
ot this movement ends. See Fig@subplot 2 (Khadippu).

; Dhe 1 e Sphuritam Starting on a svara higher than its own
1 n 1 position and quickly descending to its position which
o | is repeated. See FiguBssubplot 3 (Sphuritam).

1

| | | | \ All the above movements, though traversing multiple svyaras
' ! . o o A o 8 are musically expressed as only one svara.

_ _ o 3.1 Kampita- The Sound of the Karnatik Music
Figure 2. lllustration ofJartai, Jaru and Odukkal Aesthetics

The gamaka which defines the sound of the Kékrmusic
aesthetics is thEampitagamaka.

e Odukkal In vocal music, this gamaka is similartoa  This gamaka is the meandering of a svara between the
Jaru. The gamaka indicates a shift from one svara to adjacent svaras, before and after the svara with which this
the next higher svara and back. The difference be- gamaka is expressed. The peculiarity of this gamaka is
tween Odukkal andatu is in the technique of play- that the pitch value or frequency of the svarasth is not
ing it on the instrumen¥ina. In the Vina, if the specifically sounded, but the svara is sung as an oscillation
string is pulled over a single fret indicating a shift, between the notes adjacent to it, before and after the svara
it is Odukkal. For playing aaru, multiple frets are  [7] (See Figured). For example, the musician, sometimes,
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Variety of Kampita Gamakas
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Figure 4. Illustration of theKampitaGamaka

when rendering the svaBuddha Madhyam@al) 2 within
a melodic context witiKampitagamaka does not empha-
size the absolute frequency of teearastana Malbut is

and svara, which represents a melodic atom within Egin
music. Therefore, the initial definition given in this pa-
per for svara is redefined. Even svaras that are not articu-
lated are not necessarily sung at the exact frequency of the
svarastlana Yet, to the cognitive ear, it still sounds as that
svara. Though the svar&aandPaare referred to in gen-
eral as svaras with no gamaka variability, in reality, withi
the context of many melodic identiti€aandPa are also
articulated within a range.

Another very important point to note with respect to gamakas
is that the articulated svaras are generally followed by a
svara which is less articulated or not articulated at allesen
svaras emphasize and highlight the articulated svarass, Thu
the interrelation between these two forms the basis for a
melodic phrase.

4. RAGA

uttering the syllableMa while at the same time singing A raga is a collective melodic expression that consists of
Ga3 Pa Ga3 This does not mean that the svara, in itself, phraseology which is part of the identifiable macro-melodic
does not have any identity when sung with tempita ~ movement. These phrases are collections of expressive
gamaka because the identity of the svara itself lies in this svaras. Therefore, it would be impossible to break down
movement, within this context. The absolute pitch position the mga into its various components. While various phrases
of Suddha Madhyam@vial) is one of the frequencies that  within a raga can be studied and understood independently
is sounded during the movement within the gamaka. An- for theoretical analysis, théga exists as a whole. Aga
other facet of this gamaka that makes it so important for the js not static. Every composition and every performance of
sound of the aesthetics of Katik music is that the begin-  the rmga is part of its evolution.

ning or end of this gamaka need not be on an absolute pitch

position Evarastlana). Yet, to the cognitive ear, it is still

the svara. During many ascending melodic phrases with 4 4 Cognitively Inherited/Phrase-Based Rgas

the Kampitagamaka, the next svara is touched upon be-
fore the gamaka of this svara ends osvarastfana It is
also found that thevarastlanas @dharana Gandtara or
Kaisiki Nisada are almost always rendered wikampita
gamaka. Similarly, thesvarasttanas Kakali Nisada and
Prati Madhyamaare rendered witKampitagamaka very
close to thesadia or Paficamaespectively. This would not
be seen in melodic identities which do not h&®aficama

or in phrases that lackaor Pa. When the permissible
range of theKampitagamaka of a svara within a phrase
in a melodic identity is exceeded, it either begins to re-
flect another melodic identity or sounds out of tune. The
Kampitagamaka today includes many varieties of oscil-
lations within its spectrum. This is what makes Kaiik
music difficult for the untrained ear.

The concept of aaga is not formulated by choosing the
svaras, placing them in the required order, retrofitting the
gamakas, formulating the phraseology, and defining it. A
raga has multiple identifiers. It can be identified by a sin-
gle svara, a single phrase or motif, or a collection of mo-
tifs, as every movement within @ga is an expression of
the whole. Most of the olderagas existed even before
the analysis of their components was attempted. This is
analogous with literature wherein it is said that the lan-
guage came first, and the grammar came after. "Cognition
of phraseology" is what defines the oldagas, and this

is passed on to us through the compositions in thagas.
These agas are based on the cognition of the phraseologies
and the recognition of the aesthetics that their forms and

As you can see from above, the understanding of svarastryctures give them through compositions and renditions.

as only pitch positions, within the context of Kaitikk mu-

These agas expand with newer phrases and interpretations

sic, does not have any relevance. In fact, when asked toas |ong as their defining aesthetics is within the realm of

render theAntara Gandhara (Ga3) of the rmgaKalyani,
any student of Karatik music would naturally sing it with
Kampitagamaka. Similarly, if asked to rendéakali Nisada
(Ni3) of the mgaKalyant, they would render it very close to
the position ofSawith another manifestation dampita
gamaka. We need to differentiate betwesarastlanas
which are technical semitonal positions within an octave

2 The mention of svaraséimas (egNil, Ga2), are only to indicate the
reference to the svarasiha, but does not indicate the form of the svara
as explained in sectia®.1

their identities. The aesthetics of thesgas are largely
defined by the usage of the gamakas. In general parlance,
most karmtik musicians refer to certainagas as heavy
ragas and certairagas as lightagas. A study ofagas that

are commonly classified into these two catagories reveals
that all mgas referred to as heavy have a high usage of the
Kampitagamaka whereas the lightexgas have lesser us-
age of theKampitagamaka. It is also found that most of
the ragas referred to as heavy are traditional phrase based
ragas.

15
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4.2 Classification of Ragas: TheMela system and its
influence on perception of Raga as we see it today

The efforts to classifyagas in theMela Era (16th to 19th
century) play a very important role in the perception of
ragas as seen today. The idea afiel can be traced to the
Svaramedkalanidhi of Ramamatya 1550 thoughSangita
Sudfa by Govinda Dkgta refers to a treatise call€stgita
Sara by Vidyaranrya having been the first treatise to re-
fer to the idea of aneh. Mela refers to a collection of
sevensvarastlnas Ragas that contain a specific set of
svaras are grouped in tmeh that comprises that set of
svarastlanas Themeh was named after the most popular
raga from the group. Even though the name of itieha
was that of the most populaaga, it did not imply that the
other mgas in thamehl were ajanya (derivative) of the
raga that held the title of thmel. All the ragas in aneh,
including the aga after which thenelh was named, were
janyasof the seversvarastlanasthat themek comprised
of. At this stage theaga that held the title for thmeh did
not need to possess all the seven svaras. The intention o
themek system was to organise existiragas that were in
practice.

During the later stages of tHdela Era, scholars began
computing the maximum number of permutations and com-
binations possible with thevarasttanas This is called
mek prastra (mek expansion). Each scholar/author com-
puted his own number ahelsdepending on the number
of svarastfanasthey had theorized. One sunfek system
was first formulated byenkaamakhinin his Caturdardi
Prakasika- 1620 B] in which he calculated the possibility
of 72 mehsfrom 12 svarasttanaswith 16 svara names.

At this stage, only 18nebswere in existence out of which
18 already hadagas. However, onega,Simtarava, was
the brainchild ofVenkaamakhinhimself. Therefore, this
seems the first time thatraebh was converted artificially
into a @aga. Vehkatamakhinleft open the rest of the 53
mekhs since there were noagas in that period that pos-
sessed those collectionsafarastianas TheRagalaksana
(early 18th century)d] attributed toMuddu Vaékatmakhin
lists artificially createdanyaragas using thevarastfanas
available in each of the remaining 5%hs It is here that
the concept o@rohara andavarohara was used as a defin-
ing aspect of aaga. Ameh was called araganga [6]
raga, and it was a rule that thaga which held the title
for the me must contain the sevesvarastianasof the
mek, irrespective of whether it appears completely in the
arohare, avarohara, or both combined. The first treatise
that hints at this condition iSahgita Sudla by Govinda
Dikshita- 1614. Muttus\ami Diksta followed theraganga
raga classification in his compositions. The later system
of mebs which is in vogue today was described in the
Sangraha Gudaman [10] attributed toGovinda No his-
torical detail of this author is available. In this schoad?, 7
mebs were formulated with twelvevarastianasand 16
names. Out of 72nelhs 6 mehswere already functional
since there existed old janyagas in them. 6éhebswere
made functional by synthetically creatinggas that con-

3 There is a difference in nomenclature between the ones usée in
Caturdaxi and ones used today

16

tained thosevarastlanas Thismeh system uses the term
mehldhikara (equivalent ofraganga raga) and states that
the mekdhikara the raga after which thenek is named,
must have all seven svaras in #mehara andavaroharain
linear order.Tyagaraja is said to have given form to many
of the ragas in theneh system formulated by Govind4.

4.3 Scale-Based Rgas

Themeh system opens up avenues to an entirely different
type of rmgas which are defined solely by the scale which
was used to formulate them. Until about the 15th century,
the ragas were mostly born out of phraseology. However,
the obvious existence of defined numbersgérastianas

and a defined number of names (these varied from treatise
to treatise based on how they were described) and the pos-
sibility of creating structures within an octave with thepe
fnutations and combinations of the above started being ex-
plored. This automatically led to each author formulating
many rgas purely on the basis of svarasths and their
combinations. Suchagas are referred to as scale-based
ragas. The phraseology of thesgas is also synthetically
formulated. As a result, many phrases among thagas

are the same, and therefore, no cleaga cognition oc-
curs because of phraseology. Thega cognition occurs
because of the svaras that appear in the phraseology. In
contrast, in the phrase-baseabas, theaga cognition is

a result of the identity of the phrase. Even if twagas
share the same svaras, the distinctive phraseology is a dis-
tinguishing factor between the twagas. Another ramifi-
cation of the latemeh system and the evolution of syn-
thetic mgas is that the already existing phrase-baagds
were retrofitted into this scalular structure, thus redeini
their identity. This led to artificial changes in the exist-
ing ragas of organic phraseology in the sense that some
of the phrases which were inherited were removed since
they did not fit in the new scale-based definition of the old
raga. An example is that of thagaBegad. This mga was
retrofitted to the following scale:

A_\roha_na: Sa Ga3 Ri2 Ga3 Mal Pa Dha2 Pa Sa
Avarohara: Sa Ni3 Dha2 Pa Mal Ga3 Ri2 Sa

According to the rule stated above, theham does not
allow for aNisada But there are inherited ascending phrases
of this raga which contain thé&lisada They are today
considered wrong, as they do not fit into ti@hara and
avarohara of Begad.

An example of phrase containinyi2 in the arohare:
Ni2 Sa Ri2 Ga3 Ri2 Sa Ni3 Dha2 Pa

Another example is one that occurs in the Begadrna
Inta Calamuby Vina Kuppayyarin which the phrase

Dha2 Ni2 Sa Ri%ccurs even though it does not follow
thearohara rule imposed on theaga.

4 Tyagaraja, Muttus\ami Diksta and Syama Sastri were the musical
trinity who lived between the 18th and 19th century.
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5. RAGA IDENTIFICATION: TONIC, SVARA,
GAMAKA, PHRASEOLOGY

5.1 Tonic and Raga

It is important to note that aaga cannot be identified with-
out the tonic. Therefore, the fixed toriadia defines, at a
basic level, theaga that is rendered. Many times, when a
line of music is sung without a referred tonic, two individ-
uals would perceive it as two differerdgas based on the
svara in the melody which they consider the tonic. This
is completely cognitive. For example, in the phr&aza2
Ri2 Ni2in the agaSanmukhapriyaif one identifies thé&Sa
(Sadiastonic) atNi2 in that phrase, one will hedlal Ga3
Sainstead ofGa2 Ri2 Ni2 andMal Ga2 San this context

has developed over time through different compositions
and performances @arkarabhararam emphasizing it.

5.3 Identification of a Raga with a gamaka

A gamaka expression on a svara in different ways can be
used as a cue for identifyin@gas. This concept under-
lines the fact that the expression of the gamaka in the con-
text of the mga gives theaga an identity. An example

is the Kampitagamaka which, when expressed in differ-
ent ways with théNisada, differentiates theagasTod and
Dhanyasi. Figure6 shows the difference in théampita
gamakas of theseagas. TheKampitagamaka also gives

is the mgaNatakurafiji.

5.2 Identification of a Raga by a Svara

A svara which immediately gives away the identity of that

Kamia n i n Raga T

-y

o J

|

particular aga and occurs a maximum number of times ? L a A
in its exposition is called @va svara of thataga (svara T !\f'\l A
that gives life to theaga). In someagas, thigiva svara, ! \} VvV
even when rendered without a gamaka, can bring out the 0 ¥ ® E o B o &
identity of a mga in its entirety. An example of aga
being absolutely discernable by the rendition of a svara
alone isSankarabhararam The agaSakarabhararam
can be immediately identified by the elongated usage of o
its Antara Gandhara (Ga3. The Figure5 below shows
the emphasis on and the usage of Atstara Gandtara

(Ga3). This information is completely cognitive. Phrase- ZU”;,_..‘,\/'\‘.(/Pa

<
L

St Sheea

\ \ \ \ \
A M —~ _
b g v‘," Figure 6. lllustration of theKampitaGamaka inagas Tod
o ] and Dhangsi

multiple identities to the same svara in the context of the
e raga in which it is sung. This depends on what comes be-
w\ \ f \ fore or after the phrase under consideration. The phrase
o pgl”

Pa Ni2 Sain Madhyanavat andPa Dha2 San Kambhoji
sound exactly the same, but tNésadain Madhyanavai
gets its identity as Alisadabased on what comes before it,
in the context of theaga. TheDhaivatain Kambhoji gets
its identity in a similar way. Thus, in that context while
rendering the phrasea Dha2 Seor Pa Ni2 Saas svaras,
the utterance of th®ha or Ni gives away the identity of
the rmgaKambhoji or Madhyanavat even thoughDha2
andNi2 are rendered exactly the same way.

This shows that identification of aga calls for some
amount of habituated listening or learning because of the
nature of the music. Thus, cognition is an unavoidable re-
guirement for recognition ofagas.

A, [PV
G -

=1

) . . 5.4 Identification of a Raga with phraseology
Figure 5. lllustration of the usage ofGa3 in
Sakarabhararam A phrase is an interrelation between articulated and unar-
' ticulated svaras in aga. For organically inheritedgas,
the phraseology has already existed as an intrinsic part and
ology which encompasses such a usage of thad@ra has been passed on in the form of compositions. Many
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compositions in a singleaga by different composers con-

the role of cognition. This cognition is a result of serious

tain common phrases which are characteristic of that par-listening or training. For a musician, thaga form is in
ticular raga. These characteristic phrases are those whichits entirety, and the phrases, gamakas, and svaras are not

have existed through the times. The identification cger
using these phrases requires listening to tgarat least

understood in isolation. The later entry of the synthetic
raga influenced the relationship between svara, gamaka,

one time in a performance, either in the form of an impro- and phraseology. Nevertheless, as seen above, the symbi-

visational piece or within a composition. It is very difficul

otic relationship between these variables and the cudtilat

to break phrases, and the beginning and ending of phrases;ognition of aga is what givesaga in Karmatik music its
even the common ones, are based on the context of thdorm and establishes its uniqueness.

raga they are sung in and the context of their usage within
the raga. Every phrase is therefore closely knit with the
phrases that appear before and after it, creating a seamless
melodic movement. [1]
There are many phrases which could be common between
two ragas. However, the _extension before and after thes?z]
phrases would define thaga. Therefore, extrapolating
only the common part of these phrases to identify #uar
would be erroneous. Also, a small change in the gamakag3]
of these phrases can reflect a differemaga. For exam-
ple, the phras®a Dhal Ni2 Dhal Pa Malith an elon-
gatedNisadais common to agasTod and Bhairav, but
a gamaka on the svafda changes the aesthetic of the
phrase, making it sound likg@hairav. The samévia when
sung without gamaka makes the phrase sound like that o
Tod. These associations are entirely cognitive. Similarly,

[4]

2
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the position of that svara and its importance within the con-
text of the phrase andiga determines the identity of the
raga. For example, if a musician begins with the phrasel’]
Ni2 Ni2 Ni2 ( Kaisiki Nisada) with a minimal Kampita
gamaka, all cognitively aware listeners would associate it
with the mgaSurati though the same phrase with exactly
the same gamaka can appear in thgaRitigaula. There-

fore the relative importance and context of the same phras?S]
in the two agas determines the cognitive association be-
tween the svara, phrase and thga.

It is also important to note that the same phrase may be
sung at a slower pace at one point in a performance and
at a faster pace at another point. However, some phrasep)]
cannot be sung at all speeds. If the phrase is sung at a speed
beyond a certain cognitive range defined for the phrase, the
identity of the &ga is lost. The primary reason for this [10]
is that an increase in speed constricts the inflection of the
svaras. For example, certain phrases of &gaNilambai
cannot be rendered at speeds faster than permitted by the
aesthetic of theaga because the phrase, thus rendered, will
sound like that of an entirely differenaga.

6. CONCLUSION

It is very clear that the traditional concept @fga did not
include a logical hierarchical sequence of its various com-
ponents, rather thahgas evolved more organically. The
raga form is dependent on svara, gamaka, and phraseology
collectively. None of these components can exist in iso-
lation within Karratik music. Therefore, the usage of any

of these terms refers automatically to the collective sound
that they create. This is why aga is identifiable from as
little as a single svara, to the largest collection of phsase

A very important component of theaga identity is also
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