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Book 1 — RAGALAKSHANAM - P. 130, 132.

#..1-1 - (Suddha) Mukhari -

1.. SRL (Ragalakshanam by Sahaji) — (112,114) melakarta, sm, all svaras $uddha ; rgdn sound
sharper in madhyamélavina and should be therefore tempered ; excerpts from ayitta, thaya,
prabandha, suladi.

2.. TSM (Tanjore as a Seat of Music - by S. Seetha) — (10 : 105, 106) as in SRL (Shahaji
Réagalakhshanam) ; excerpts from svaragati, ayitta, thaya, gita, prabadha, sGOladi (with word text)

#..1-2 - Suddhasaveéri —

SRL - (: 56, 58) Malavagaulaméla ; - g-n ; ad ; free flow of melodic movement ; excerpts from
udgraha, thaya in sthayi ; javada excerpts from MV's (Mudduvenkatamakhin) gita (vide infra) is
extracted.

#.. (GANA) Samavarali (sa ra ga ma pa dha nu)

1.. SRL - (: 118) Mélakarta - with 'nu’, the others are Suddha notes :ar. leaps over G, other notes
are straight ; excerpts ; udgraha, thaya.

2.. TSM (Tulaja's Sangita Saramrta) - (10: 107, 108) : as in SRL :sm, s.-3, rv - evening ; excerpts
as in SRL.

(likewise Thaya for other ragas mentioned in SRL given in this book are given below)
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(Dhuni) Bhinnashadja, Bhapéla, Udayaravichandrika, (Géya) Hejjajji, (Vati) Vasantabhairavi,
Sélanganata, Chayéagaula, Mégharanjani, Mé&cabauli, Nadaramakriya, Padi, Révagupti,
Karnatabangala, Gaula, Lalita, Gurjari, Gundakriya, Malahari, Bauli, Ardradést, Saurastra,
Végavahini, Nariritigaula, Anandabhairavi, Ghatéarava, Hinddlavasanta, Abhéri, Bhairavi, Ahiri,
Dhanyasi/Dhanyasi, Mukahari, Srirdga, Salagabhairavi, Shuddhadhanyési, Kannadagaula,
Suddha dési, Dévagandhari, Malavasri, Madhavamanoéhari, Dévamanohari, Gaurivélavali,
Harikédaragaula, Balahamsa, Dévakriya, Andhali, Narayanagaula, Natanarayani, Kambhoj,
Dhirashankarabharana, Kuraiji, Narayani, Arabhi, Suddhavasanta, Nayayanadésaksi, Sama,
Pdrvagaula, Nagadhvani, Sarasvatimandhari, Samanta, Sailadésaksi Calanata, Dhalivarali,
Saivapantuvarali, Kéasiramakriya, Dipaka.

Book 2 —
CATURDANDIPRAKASIKA PART - 1

#..P. 50,51 -

Venkatamakhin (VM) lived in an age in which cultural change and stability coexisted in dynamic
equilibrium in South India with an underlying historical continuity The changes were intense and
had yielded new firm frames, which have in music remained uncorroded till today. Grama was
transformed into mela and was thus stabilised. New criteria of raga classification, both musical
and extramusical, were developed. Raga scales were objectively determined and described in
terms of intervallic content. Fundamental melodic concepts of homophonic music such as tonicity,
key and sonance were realigned. Musical intervals were reorganised and redetermined.
Acoustical and musical methods were developed to determine them exactly and objectively on
keyboards, Alternative contextual values of the svara and the principle of representation were
developed. The keyboard was subjected to wide and systematic experimentation in respect of
range, variety and scope.

Alapa in the svasthana-catustaya method had yielded place to the ayitta - yedupu etc. method
and was systematised into a uniform dandi. Rapakalapti varieties became latent. Melodic
topography of alapa was reduced from dasalaksana to the functionality of the graha-amsa-nyasa
triad. The expressive potential of raga came to be evaluated in terms of its fithess for alapa, thaya,
gita and prabandha. Thaya underwent both a conceptual and functional transformation, lost its
huge variety but gained formal uniformity.

Many ragas were added to the composers' and performers' repertoire from desi sources, viz. folk
and alien or exotic cultures, normalised and brought within the ambit of art music. This is true of
musical instruments also. Examples of the innovations of this age are gotti(gottu-)vadya,
svaramandala, tipiri, upanga, ottu, pillangdvi, Sesanada, candravalaya etc., some of which were
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diffusions from neighbouring or distant cultures and some from folk music. The largest harvest
came from the area of musical forms. Many of the musical forms, including the kriti, emerged from
the hariddsa movement in Karnataka had already become popular in Tanjore. Shahaji as well as
the music composers within and without his royal court had proliferated the kriti form with their
numerous compositions. Ksetrayya from Andhra, intoxicated with love for Lord Muvva Gopala,
roved from royal court to royal court, enriching each with hundreds of his lilting love songs, called
pada, which were not only, encyclopaedic in every shade and every nuance of vipralambha
sringara (love in separation) but in ragalaksana too. His contribution of padas to the royal courts
of Raghunatha nayaka and Vijayaraghava nayaka is perhaps the largest. Contemporary
compeers of the pada emerged in the royal court of Raja Wadiyar and Cikadevaraya Wadiyar.
The operas Gitagopala and Cikadevaraya Saptapadi of Tirumalarya were important milestones
in its evolution.

A significant addition to the musical repertoire of the time is yaksagana, which was inaugurated
with Sugrivavijayamu of Kundakdru Rudrakavi in Andhra, but developed into a mature, stable
form at the hands of Raghunatha nayaka and Vijayaraghava nayaka, who not only themselves
composed excellent yaksagana prabandhas but promoted their proliferation through their court
poets. A significant innovation in yaksagana during this period proved to be the daru, an entirely
new experiment in telugu (and tamil), a throwback from the ancient dhruva of the sanskrit drama
which effectively replaced the conventional ardhacandra, dhavala, ragada etc.

Similarly, the prolific haridasa composer saint Vadirajasvami was the first in Karnataka to write a
koravaniji play, the Narada Koravafiji, and the first opera, the Bhramaragita. They inspired
extensive experimentation and earned the favour of numerous composers, performers and
rasikas in telugu and tamil in Tanjore. The seeds of modern Karnataka music were sown in yet
another way in Tanjore: Linganamakhi Tirukamayya, court poet of Vijayaraghava nayaka,
describes himself in his Satyabhama santvanamu yaksagana as 'varpagitadi gandharva
sarvanavina kalpanapravina, vallakivadana dhurina’. It is no coincidence that Tanjore reaped
a rich harvest of varnas and gitas in the subsequent generations.

#.. page. 42 —

7. Thaya - prakaranam (i) first and only description of thdya in sangitasastra ; (ii) thdya format
standardised in sdmanyalaksana on the basis of thdya models composed by Tanappéacarya for
all the rdgés in contemporary usage.

#.. p. 45 (v) in CDP methodology —.CDP has for its goal the elucidation of four musical dandis
viz. alapa, thaya, gita and prabandha, and not the delineation of Sangita, i.e. gita, vadya, and
nrtta. Only gita is sought to be covered by the chaturdandi ; therefore vadya and nrtta are omitted
from its purview (notwithstanding the vina - dandi 88,and natya dandi in CDP 3.87, 88,97).
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CHAPTER VIl. Thaya

1..In this way the theory of alapa is expounded in the sixth chapter. Now in the seventh chapter,
the theory of thaya will be described.

2 -4ab — Resting on any note (whatsoever) in accordance with (the structure of) the given
(relevant) raga and making it the sthayi, four tanas (in all) should be rendered on the next four
(higher) notes in accordance with the (structure of that) raga in the ascending order in the manner
described above. Four tanas (are rendered on the same four notes) in the descending order (also)
in the prescribed manner.

4cd - 5ab — Having sung [these] eight tanas in order, commencing afterwards (again) on the
sthayr note arbitrarily chosen as described above, medial conclusion should be made on mandra-
sadja.
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5cd - 6ab — This selfsame yadupu (=ragavardhani) residing in the sthayr is popularly named
makarini. After this, muktayr is performed.

6cd —This general theory of thaya is thus expounded by Venkatadhvarin.

7abcdef — Our parama-guru Tanappacaryasekhara has composed thaya for all ragas in
accordance with this theory. The practical illustrations of this (thaya) are these (compositions)
alone.

Colophon

Thus ends the seventh chapter, Thaya - Prakarana in the Chaturdandiprakasika [which is] the
work composed at the instance of the King Acyuta-Vijayaraghava by in the Venkatesvara-diksita
who is the immediate younger brother of Yajnanarayana-diksita, the sagnicitya performer of
sarvakratu sacrifice and who is the excellent second son of Nagamambika and Govinda-Diksita,
the preceptor of advaita-vidya and sagnicitya performer of sarvatomukha, atirdtra and vajapeya
sacrifices.

#.. P. 25 — (iii) Tanappéacéarya

Venkatamakhin (VM) refers to Tanappa on five occasions in the Chaturdandiprakashika : as one
who knows the sampradaya in music (1.129), as his paramacarya who established ragas in
laksyamarga (5.24), who promulgated fifty-five ragas which were fit for composing gita, thaya and
prabandha (5.105), as the composer of alapa models for fifty ragas (6.32), as the sole composer
of thayas for all prevalent ragas and his paramacarya (7.7). Subbarama Diksita (SSP = Sangita
Sampradaya Pradarshini -V: 5) states that VM had learnt sangitasastra thoroughly from Tanappa,
along with both theory and performance, with the permission of his father.

#.. P. 26, 27 — V.M venerated and was influenced by Tanappa so deeply that he composed the
CDP as a second gurudaksina - now in sastra —to expound and propagate the special and
enduring contribution of Tanappa viz. the concept of caturdandi as a classificatory criterion, or his
creation of comprehensive, empirical models for each dandi or both. Even though his father
Govinda Diksita inspired or influenced employ the terms é&lépa, thaya, gita and prabandha in
juxtaposition in Sangitasudh&, he mentions neither Tanappa nor Caturdandi. However, it is for
the fifty rdgas (and 15 melas) which he ascribes to the systematisation and popularisation by the
sage Vidyaranya, that he has described the alapa - dandi in the format created or stabilised by
Téanappa, which forms the bulk of the Sangitasudha. Further, Govinda Diksita leaves out the thaya
- dandi, and gitadandi but instead, simply copies the sthaya in toto from Sarngadeva, even though
the thaya was well established and popular in his days.

#..P. 62,63 -
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Tanappa is VM's paramaguru i.e. guru's guru and is mentioned by him five times with great
veneration (CDP.1.129; 5.24, 105; 6.32; 7.7). Itis to illuminate and illustrate the special and signal
contribution of Tanappa to music in the form of caturdandi that VM wrote the appropriately named
CDP. Tanappa is cited on the following occasions in the CDP.

“Tanappacarya and other teachers who are well versed in musical tradition reject the use of
intervals, however sparing, in gita and prabandha, below and above the 17 reckoned in the sarant
marga of the vina (1.129). If these 17 are employed only in the madhya and tara registers in all
four dandis the mandra register becomes wasted. In order to vitiate this wastefulness, vina
players evolved the pakkasarani method (CDP. 1.130-131).

Ragas described by Sarngadeva (in the Sangitaratnakara) have now become obsolete. Therefore
| shall omit them here but shall delineate only those ragas in agreement with both theory and
usage, exactly as expounded by our paramacarya Tanappa, which are now exclusively prevalent
everywhere." (CDP. 5.24)

'| have thus clearly elucidated the 55 ragas. These are established as fit for use in gita, thaya and
prabandha by Tanappacarya in current usage.' (CDP. 5, 105).

‘May the musicians stabilise in usage the alapa-laksana which | have elucidated here on the basis
of the alapas of fifty ragas expounded by Tanappa.' (CDP. 6.32)

‘Our paramaguru Tanappacaryasekhara has composed thayas in all ragas in accordance with
this (foregoing) laksana. His compositions are the sole practical examples of the thayas.' (CDP.
7.7)

From the foregoing, it becomes evident that Tanappa was the guru of VM's guru in Music
(Govinda Dikshita or Yagnanarayana Dikshita) and had organised all contemporary music under
the comprehensive four foundational formal modes—alapa, thaya, gita and Prabandha. He
regulated the number of intervals and their range in registers for use in these four dandis to
accord with traditional usage (sampradaya). He had defined the laksanas of fifty-five ragas which
were current during his time, in which the four dandis were composed. He had then composed
the illustrations for the first dandi viz. alapa in fifty of the prevalent ragas. It is these fifty ragalapas
which Govinda Diksita probably explains in detail in the Sangrtasudha, without acknowledging the
role of Tanappa in stabilising them in current practice. Tanappa also had composed his own
illustrations for thayas , which were the only models available. This information is a substantial
new contribution of CDP to our knowledge of the music of the times, since Govinda Diksita also
does not mention them. It is not known whether Tanappa had also composed models in the other
two dandis viz., gita and prabandha. VM does not say so in the gita-prakaranam; he does not
mention Tanappa in the available, incomplete prabandha-prakaranam. The fact that Tanappa's
compositions of alapas remained the sole examples even after two generations suggests that the
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caturdandi were not fully accepted by all musicians of the time, especially the alapas. This is
because a musician is naturally averse to surrender to any kind of formal rigidity his right to
freedom in inventive imaginativeness, individuality or originality, especially in the alapa which
among all the dandis offers the most scope for these. This may have led VM to appeal to his
musician colleagues ‘matkrtam alapalaksanam idam laksyatam laksyakovidaih' (CDP. 6.32).

Tanappa is not known from any other reference in Indian music. The TMSSM Library, Tanjore
have published a work entitled “Raga Alapanams and Thayams which contains the alapa-dandi
and thaya-dandi for nine ragas to be rendered both on the voice and the vina. Several MSS. of
the same library contain actual thayas by illustrious musicians of the 17th and 18th century A.D.
e.g. Nos. B 11547, 11549, 11553, 11557, 11559, 11573, 11577, 11582, 11583, 11586, 11620
etc., testifying to the popularity of the thaya-dandi in subsequent generations. This is discussed
at some length in Makhi-hrdaya in the commentary of the Thaya-prakaranam (ch. 6). Tanappa's
models of alapa-dandi and thaya-dandi may have been copied and preserved by VM, MV(Muddu
Venkatamakhin) and others of the time and may still survive incognito in anonymous MSS. in the
TMSSM Library. A diligent search for these may yet reward the music historian. It is interesting
tha Govinda Diksita mentions gita and prabandha and describes the alapa-dandi for ragas, but
not the thaya. Nor does he mention Tanappacarya by name.

Tanappa is discussed again elsewhere in this Introduction (in the section Impress of Inner Circle:
3. Tanappacarya and in Higher Textual Criticism: Debt and Deviation, :25-28; 79).

#.P.39-41—
(i) 'Caturdandi' in CDP

VM does not offer an explanation or justification for the title of his treatise. He employs the term
caturdandi some seven times (CDP 1.119, 121, 122, 126, 130, 142; 9.5) without a definition or
explanation and leaves its meaning to be inferred. Inserting technical terms (into a sastra works
like CDP) without adequately defining or explaining them is a disciplinal failing of which he is guilty
elsewhere also. It may be therefore, not out of place to examine briefly the contribution of this
qualifying term in the title of the treatise.

Classification of the content of a musical system into formal genres is not only a methodological
convenience but a necessity. Such an endeavour has been undertaken in Indian music theory
from time to time intradisciplinally and in perspective. One such classificatory concept is
caturdandr, a term which is explicitly mentioned for the first time by VM (vide supra: 37) which
means the community of alapa, thaya, gita and prabandha. It derives from the polysemantic word
danda, which among many others, has the following lexical and popular meanings: staff, insignia
of authority of a king or preceptor, flagstaff, staff of an umbrella, fourfold division of a king's army,
control, regulation, a measure of the earth, configuration (vydha), collection, corpus, luminous,
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sustaining (royal) dharma etc. which acquire appropriate shades when extrapolated to the context
of music. Dandin means possessor of danda. Each of alapa, thaya, gita and prabandha is a
sangitadandi; hence the title of the treatise is CDP. Nevertheless, caturdandi is commonly
understood as the four foundational pillars of music.

Even though the word caturdandi is not found applied to the total corpus of alapa, thaya, gita and
prabandha before the early 16th century in musical parlance or literary reference, these
components were already established in musical practice of the 12th-13th century A.D.
Parsvadeva is familiar with both these terms and forms, as is Sarngadeva, though he sanskritises
thaya into sthaya. It may be noted that Sarngadeva does not use the word gita at all as describing
the salagasida Prabandha ; nor do his commentators. These componental forms are however,
not lumped together in music literature.

VM ascribes the exposition of caturdandi to Gopalanayaka; this is the earliest reference to him
(CDP.3.57;9.5). Kallinatha also refers to him (under Sangitaratnakara, 4.253-256: 305) but not in
connection with caturdandi. Gopalanayaka may have organised the musical content of his times
into these four, though sthaya had by no means attained at this time (14th century A.D.) the
limited, fixed format of the thaya which VM describes in CDP (ch. 7). There is some justification
for according the status of a separate dandi to the salagasidas, because they were well-known
as a special group of grtas to which the generic name stida was applied. It is to be noted that they
were a distinct class of prabandhas called salagasidas; suda is a word of folk or exotic origin
(desi) :

suda iti gitaviSesasamuhavacr desisabdah (Kallinatha, Sangitakalanidhi, under Sangitaratnakara
4.22:213)

suda ity-esa sabdo gitakavacakah (VM, CDP. 8.5)

sGdasabdo’tra deSiya-qgitaly-arthaprakirtitah (Tulaja, Sangitasaramfta, 12:143).

It may be noted that the word 'gita’ is used in each definition, and that Tulaja transposes desitva
from the term to the gitas themselves. Even though thaya was well-known in kannada, telugu and
maratht during Gopalanayaka’s time, they were segments or organs of raga and were classified
in many ways. Prabandhas were certainly known at the time. Even if Gopalanayaka had
collocated all four into a generic concept and corpus, it is still possible that it may be VM who is
applying the word caturdandi to this musical body from his own time. This applies to Tanappa
also. For, while VM mentions Tanappa in connection with each (gana) dandi and even in
connection with vina-dandi, as having composed models of alapa dandi and thaya dandi, he is
depicted as (only) one, (if only the most significant) among the experts who were well versed in
the sampradaya of caturdandi (CDP. 1.128,129):

kvacid gitaprabandhadau drSyante te svarah khalu /
tat punah sampradayajnaih tdnappadyair anadrtam //
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It may be therefore prudent or safe to think of Tanappa, in the absence of further evidence, as
one who promoted sampradaya and revived and rejuvenated alapa, thaya, gita and prabandha
by emphasizing their unity and resurrecting or stabilising them in current music practice by
creating profuse empirical exemplars, rather than as the originator of the word caturdandi. It may
be remembered that alapa, thaya, gita and prabandha are already juxtaposed in this or different
order both by RGmamatya and literary sources without using the word cattrdandi. There are
numerous literary references in kannada and telugu in which all these four are mentioned together
as if implying their being parts to the (caturdandi) whole, even though the latter is left
unmentioned.

Further references to caturdandi may now be mentioned. Raghunatha nayaka himself is said to
mention the term in his Valmiki-caritramu on the occasion of Urvasr's vina-playing (Seetha, S.,
TSM:40). Vijayaraghava nayaka's bhogapatni (=concubine) Rangajamma also says in her
Usaparinayam (2.4:29) that the caturdandi was performed on the vina. More than a century
before this (1509 A.D.), Mangarasa lll uses the expression 'tristhanopaya-svarada caturvidha-
dandiya gayaki padidal' in his kannada poem Jayanrpakavya (14.42) referring to the performance
of caturdandi on gatradandi. These literary references relate to alapa, thaya, gita and prabandha.
There is however a different connotation of caturdandi, viz. the community of the four
varnalamkaras sthayi, arohi, avarohi and saficari. This definition is extracted from
Laksminarayana by Ramakrishna Kavi in his Bharatakosa (:199) :

sthayy-arohy-avarohi ca saficariti krama imah /
caturdandi ca sa prokta naradadimunisvaraih I/

The available impressi typis of Laksminarayana's Sangitasuryodaya offers a different reading for
this passage (3.97:290):

sthayyarohyavarohi ca saricariti kramadime /
caturdha te ca samprokta naradadimunisvaraih I/

Narada does mention the four varnas in his Sangitamakaranda (1.25), but Laksminarayana's
invoking his authority has no special significance because the subject is common and treated by
every authority on Indian music. However, Narada is an apocryphal authority on caturdandr,
though the idea of varnas (entirety of melodic kinesis) constituting the cattrdandi is not
implausible.

#..p.61, 62 —

Gopalanayaka is mentioned in CDP on two occasions: he was an expert on $rutis (3.57). He
expounded the caturdandi (9.5) viz. alapa, thaya, gita and prabandha. Tulaja extracts this part of
the CDP exactly (TSS.12:153) in the Sangitasaramrtam. Gopalanayaka is not mentioned in these
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contexts elsewhere in the whole range of musical works in India. The only other reference to
Gopalanayaka is by Kallinatha in his commentary Sangitakalanidhi on the ragakadamba
prabandha in the Sangitaratnakara (4.253-256:305). Here Gopalanayaka is mentioned as the
composer of a svastika variety of ragakadamba called bhramara which was set to 32 ragas and
32 talas. It cannot be said whether the two Gopalandyakas are identical. Legend makes
Gopalanayaka a great musician in the royal court of Devagiri during the rule of Ramacandra in
the early 14th century and says that he had a retinue of 16,000 disciples, that he was reverently
carried by them in a palanquin, and that he was coveted and taken by Mallik Kafur to the court of
Allauddin Khilji. A popular legend invents contest between Gopalanayaka and Amirkhusrau in
Allauddin's court and the nayaka's defeat. Both legends are refuted by historians. VM's authority
for making these assertions about Gopalanayaka is not known. If Gopalanayaka a historical
person, he lived just about a century before Kallinatha and it ould not be unnatural for Kallinatha
to know about him and his musical composition, which must have been well known in his time. If
he is also credited with the caturdandi classification of the melodic entirety of Karnataka music,
then Tanappa, VM's paramacarya, is not the inaugurator of the caturdandr, but reorganised and
systematised it and gave it substance with his own model in each dandi.

#..P.82 —

Ragalakshanam and Sangitasaramrtam —

Shahaji composed SRL (Shahaji's Raga Lakshanam) with the sole purpose of describing
laksanas of ragas which were in vogue in the musical practice of his time. He does so in two ways:
(a) Descriptive details are furnished of the respective melakarta (and therefore intervallic
character), omissible and curved note/s, characteristics of melodic kinesis, classification into
raganga-bhasanga-upanga-kriyanga, Ghana - naya (=rakti)-desya, sampurna-sadava-auduva-
vakra, appropriate time for formance etc. (b) He seeks to illustrate these laksanas with excerpts
from caturdandi and saladis which were well known at the time. Both SRL (:4) and TSS ( Tulaja's
Sangitasaramrta :72) assert that the illustrations are ancient; but they actually include excerpts
from Purandaradasa and even Mudduvenkata-makhin himself. While SRL (loc. cit.) simply
mentions “caturdandi' TSS amplifies it into ‘gitaprabandhathayalaparapa-caturdani.’ (loc. cit.)
and both mention siladi as a distinct, independent entity. This is interesting because VM
designates the salagasidas as gitas (CDP. 8.4). SRL gives excerpts from both gitas and saladis.
Hence it would seem that the salagasidas were no longer called gitas and were held to be
different from the sdladis in the self-same Tanjore just some two generations after VM. Further,
the gita had evolved into two very different, alternative forms: i. a three-segment song which was
profusely composed by VM, Mudduvenkatamakhin and by a host of others, ii. the laksana gitas
found in GSC( Govindacharya's Sangrahacudamani), the saficari- and pillari gitas of
Purandaradasa and other haridasas.

TSS was composed by Tulajendra, younger brother of Sahaji, who succeeded the latter in the
next generation to the throne of Tanjore. It is the last systematic, full-fledged sanskrit treatise on
Karnataka music now available.
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#.. Book - 3
CHATURDANDI PRAKASHIKA - VOL - 2.

CHAPTER VIII THAYA
1. Contents

The seventh chapter delineates the third dandi, viz. thaya. It consists of seven verses which have
the following content : declaration-1, description of thaya 2-6, reference to Tanappacarya as
composer of thaya paradigms 7 abcdef. Content density of CDP is not uniform: &l&pa dandi - 739
verses (of which alapa proper is described in thirty-two verses, while the remaining bulk is devoted
to a common infrastructure, viz. vina (keyboards) (179), $ruti (57), svara (154), mela (209) and
raga (108); thaya-dandi -7 verses, gita-dandi-61 verses and prabandha dandi-420 verses (in-
complete); tala relates to the third and fourth dandis, VM devotes the final chapter of CDP to fala,
which is not available. Thus the treatment of thaya is the shortest and of prabandha, the largest.

2. Sthaya

The term thaya may be a vernacularisation of the Sanskrit ‘sthaya’ or, more probably, 'sthaya’
may be a Sanskrtisation of the dési word thaya. The latter term also refers to a conceptual and
pragmatic evolution of sthaya. So it is appropriate to study both in a historical perspective,
however briefly.

The etymology of sthaya is not clear. No musicological authority who defines or describes it offers
a derivation. It does not seem to be related to the verbal stem 'stha’ (parasmaipadi, intransitive,
anit, bhvadi gana ; Panini, Dhatupéatha, 22.30) which means to stand firmly on, to take up a
position on etc. It assumes the forms stheyat (benedictive), sthata (1st future), stasyati (2nd or
simple future) and asthasyat (conditional) but no nominal forms such as sthaya. In this case
sthaya would mean that on which the raga stands firmly on but would not accord with the definition
'ragasyavayavah' (organ or limb of raga). On the other hand, Monier Williams (A Sanskrit-English
Dictionary: 1264) relates it to 'sthaman’ according to lexicographers; sthaya means receptacle (of
raga; or raga is receptacle of sthaya). Sthaman means station, place, seat, etc.

Original sources for sthaya in Indian music are Parsvadeva (2:5-15) and Sarngadéva (3.97-
189ab) ; secondary sources are Moksadéva (Sangitarasakalika, extr. Ramakrishna Kavi: 974),
Kumbhakarna (3.1.1.132: 555-567), Govinda Diksita (3.163-286 : 264-273), Tulaja (:179-183)
who borrow entirely from Sarngadéva, with or without acknowledgement. However, Tulaja claims
Bharata as authority which is manifestly apocryphal. At the beginning of the (second) chapter (on
thayas) Parsvadéva states that he follows Bhoja and Somes$vara, etc. in some details of the theory
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of singing enunciated in bhandika language (2.1:5). It is not clear if this extends to thayas also
described later in the same chapter or refers to alapti which is contiguously taken up. In any case,
neither Somes$vara Ill nor Somarajadeva have described the sthaya/ thaya in the Manasollasa or
Sangitaratnavali respectively. Nor is it found described in any available work of Bhoja. The
version of Parsvadeva, who flourished probably one or two generations before Sarngadeva
represents a vernacular stream of professional parlance and that of the latter, a Sanskritic,
‘classical' tradition. Both reveal a high state of development and virtuosity. They have admitted
within the perimeter of $astra for the first time an empirical practice of sthayas which must have
been in vogue since about the 11th cent. A.D. if not earlier.

Parsvadeva uses the form sthaya (fem.). Sarngadeva gives the term as sthaya (masc). The
former also gives thaya as synonym, popularly employed (2.33pr. 34,60,62,66,68,71,80,83 etc.).
He offers a very adequate and brilliant definition of sthaya (2.34:8):

evam uktasthayasabdena kim abhidhiyate?
gatya gamakayogena ragenanyena kena va/
svarair vrttih svaravyttis thaya ity-abhidhiyatel/

[Thaya is said to be the vrtti of svaras and recurrence of svara which is formed by kinesis,
application of gamaka, by different raga or otherwise.]

The terms vrtti, avrtti and raga in this definition are possessed of multiple semantic ramifications,
which together give a comprehensive concept of sthaya. | have emended ‘svaravrtti’ of the
impressi typis of Sangitasamayasara (2.34c:8) to 'svaravrtti’ on the basis of a consensus reading
of the collative sources used by me in preparing a critical edition of the text. This definition should
be studied together the four karanas (operational factors) of sthaya enunciated by Parsvadeva
(2.35:8):

sthayanam karanany-ahus catvari, sthanatanake /
gamako manam etesam, laksanany-abhidadhmahe //

The four karanas of sthaya are sthana, tana, gamaka and mana. Sthana is the territory or orbit
(svaramandala) described by melodic figures (sthayi, etc. varnas); tana is the extension of a note,
disposition of musical notes such as Suddha-tana and kita-tana. Gamaka is beautiful curvature
of a note with an aesthetic appeal such as kampita. Mana is measure of a note intime, i.e. duration
(ibid . 2.35-37:8,9). By varying one or more of these operational factors, a single sthaya yields
many beautiful variations, even as the multicoloured neck of a peacock (2.33:8):

sthaya vidheya na tu saikardpa bahuprakarair vikrta vibhati /
vicitraripo 'pi maydrakantho jagaj-jana-pritikaro yatha sah I/
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Variability of these four operational factors should be added to the following semantic
ramifications the terms vrtti, avrtti and raga in the foregoing definition of sthaya due to Parsvadeva:

‘rolling' of svaras (cf. & dhala sthaya), 'course of action' of musical notes (varna = ganakriya),
‘treatment’ of karanas in a given sthaya; 'general usage, common practice' of a raga delineated
by sthayas, 'mode of being, nature, character, disposition' of notes in the sthayas establish the
raga; 'practice’ i.e. lakSya of raga is established by svaravrtti ; raga 'subsists' by disposition of its
tonal material; flow of raga is 'maintained by svaravrtti ; raga 'lives on' or 'lives by 'the svarauvrtti,
i.e. sthaya ; 'svaravrtti' is the essential 'function' of sthaya; svaravrtti involves the 'mode or
measurement’ of rendering the svaras in a sthaya, i.e. 'vilambita, madhya and druta’; svaravrtti
expands by exegesis or commentary the aphoristic statement of a raga as its scale or mdrchana;
the sthaya engenders the 'style' of presentation of a raga to bring out its affective character or
rasa such as Srngéra, vira, karuna etc. (cf. kaiiki, arabhati, etc. vrttis); sthaya or svaravrtti
sometimes involves, 'frequent repetitions of the same' svara (cf. svaravriti). The passages in
guotation marks in the foregoing are taken from Monier Williams (:1010). vrtti also means the
semantic forces, viz. abhidha, laksana and vyafijana; here it corresponds to the significatory,
denotative and connotative aspects of svara in sthaya. Vrtti also means a mental state; the svara
Vrtti of a sthaya brings about the aesthetic state of mind in reaction to réga. These meanings of
vrtti are given by Chakravarti Srinivasa Gopalacharya (:2490). Raga in the above definition
means, besides the conventional meaning of

'yo sau' dhvanivisesas tu svaravarnavibhugitah/
rafijakah janacittanam sa ragah kathito budhaih I/
Svaravarna-visiStena dhanibhedena va punah/
rajyate yena sac-cittam sa ragah sammatam satam |/

(as stated by Matanga (3.4,5:76), also rakti, rafijakatva, i.e. aesthetic appeal; it basically means
colouration of the mind). A further variable operational factor of sthaya is indicated by anyaragena’
in the definition of Parsvadeva (2.34d:8): A sthaya becomes entirely transformed into a different
one if its svara content is changed to that of a different raga. Sarngadeva's definition of sthaya is
terse : it is the organ or limb of raga (3.97cd: 171): ragasyavayavah sthayah. Simhabhidpala does
not offer an explication of this, but Kallinatha comments thus (under SR loc. cit.: 171) :

avayava ekadesSah | so' py-atra nyasapanyasasanyasavinyasesu-anyatama svara visrantatvena
prayukto’'m$adi katipayasvarasandarbho veditavyah /

Thus sthaya is a portion or passage of a raga, consisting of a passage or melodic situation resting
on any one of nyasa, apanyasa, sanyasa or vinyasa (but not am$a, graha, mandra, tara, alpatva
and bahutva which are not final rest notes or medial terminal notes) but comprising other notes
such as the arisa. This corresponds beyond any trace of doubt to any naturally resting segment
in ragalapti or rdpakalapti (in &lapana or song) in contemporary practice in Karnataka music or



SRTT 23536—5635#08\@6{;35 NoNBEOF (| 2321- 2519 ISSN NO)
Rodhe3 15 ; Bowd 6; XF 0wc® —BXoWT® 2021 ; OFLH- LIVIT3HT

Hindustani music. | must emphasize this because the sthaya is held in modern Indian
musicological thought to be an archaic/ or obsolete musical element or technique. Such thought
has resulted probably from, i) the bewildering largeness of the number of sthayas and the
specificity as well as minuteness of detail, and ii) the fact that musicologists these days are
scarcely performing, musicians and are therefore by and large unable to recognise the various
sthayas in modern musical practice. Some specific sthayas may be scarce or absent today; but
then what musical practice - or for that matter, any manifestation of individual or collective
consciousness - is passed on in its entirety to the next generation? The concept of sthaya,
however, is general and permanent, integral to raga. It is found under the name sangati', 'birka’,
etc. in Karnataka music in alapana and song. Any natural segment in song, e.g. pallavi, anupallavi,
carana, madhyama-kala, cittasvara, ettugade svara, etc. is a sthaya of the respective raga, this
may be extended, mutatis mutandis, to Hindustani musical forms also. Pandarika Vitthala
(Nartananirnaya, 3.1.138cd) is very clear on this:

alapa eva thayah syat prthagbhdta-vidarikah /

i.e. a separate, segmented alapa itself is thaya. This is a conceptual bridge between the sthaya
of Sarngadeva and the thaya of VM as will be discussed presently.

Another thought relating to sthdya prevailing in modern Indian musicology relates to its close
connection with gamaka. This is valid on three counts :

i. Sarngadeva juxtaposes gamaka and sthaya and is explicit about this (3.97, 98:171)

ragasyavayavah sthayo vago gamaka ucyate /
tatroktam laksma vaganam, sthayanam ticyate 'dhuna //

i. Sarngadeva indicates conceptual cohesion between sthaya and vaga (3.98cd:171):
vaganam api kesamcit prasangad vacmi lakshanam/

'Prasanga’ means union, connection, subsidiary, applicability or affiliation. The relevance of
gamaka to sthaya is clearly brought out by both commentators.

According to Simbabhdpala (under SR. loc. cit.: 174) this relevance lies in the treatment of
gamaka again immediately after sthayas in the context of, i.e. as used in, sthayas.

sthayaprasangat vaganam gamakanam api kesam cil-laksanam vacmi kathayami/

Kallinatha offers a more specific comment (SR loc. cit.: 171) : gamaka will be dealt with again
while describing miSrasthayas because they employ varieties of misragamakas.
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kesamcit vaganam miSrabhedanam laksanam api prasangat sthaya laksananantaram tan-
miSrabheda-prastavad ity-arthah/

Under the heading miSrasthayah sarngadeva mentions (3.178-182ab: 187) the following sthayas,
named after the chief gamakas employed: 1. tiripandolita 2. linakampita 3. kampitahata 4.
tiripasphurita 5. [linasphurita 6. sphuritahata 7. linakampitalina 8. ftribhinnakurulahata 9.
plavitollasitavali 10. valihumpitamudrita 11. namitandolitavali 12. valinamitakampita 13. andolita
plavitollasitanamita 14. tiripandolitavalitribhinnakurula 15. tribhinnalina sphuritaplavitandolita.
They contain combinations of two, three, four and five gamakas. If (7) is an error in the SR
impressi typis, it is given by Kumbhakarna as linakampita nédmita (3.4.2.115b:466) ; however
Govinda Diksita (3.266:271) and Tulaja (14:183) who borrow faithfully from SR retain the same
name. iii. According to Parsvadeva, gamaka is one of the four karanas of sthayas which determine
its character and specificity.

3. Sthaya Classification

Parsvadeva describes, without any classification, the following ninety-three sthayas (2.33pr-
123:8-15):

1. vena 2.gati 3. jayi 4. anujayi 5. oy(y)ara 6. vahani (alapti and sitasita each of two varieties, viz.
khutta, utpbulla) 7. vali (-do-) 8. dhala 9. pasara 10. lalitagadha 11. poccagadha 12. apakhalla 13.
nissarad (-n)a 14. langhita 15. svaralanghita 16. petthopetthi 17. phellophelli 18. modamodi 19.
gunthagunthi (gumphagumphi) 20. khacara 21. gana ce thaya 22. tarahara 23. tattavana 24. vidari
25. durvasa 26. bhramaralila 27. kala ce thaya 28. citta ce thaya 29. jodane (jodiya ce thaya ) 30.
karuna 31. gita ce thaya 32. Sarira ce thaya 33. sadéa ce thaya 34. kartari 35. ardhakartari 36.
nakhakartari 37. kuruleya (kurula) 38. mutteya 39. mukulita 40. uccanica 41. nikkhayi 42. ukkhayi
43. nirata 44. nirgiti 45. vattuda 46. parivadi (parividi) 47. esrta 48. uttundula 49. handupayi
(helayapi? belayi?) 50. vahila 51. adhika 52 ankhuda (unkhuda) 53. napayi 54. bharana 55.
harana 56. sanagida 57. nikkarada 58. bhajavane 59. subhava 60. bolava 61. rangarakti 62. riti
63. anukarane 64 dharani 65. dharimella(-/lj) 66. vivandhayi 67. mithayi 68. gitajyoji 69. hombbe
(hompha) 70. kala 71. chavi 72. chaya ( = kaku; six varieties) of i. raga ii. ksetra iii. yantra iv. svara
v. desa vi, anya-raga, also popularly called thaya ) 73. svasthana 74.. apasthana* 75. apasthana*
76. navani 77. amsa (seven varieties, viz. i. kdrana ii. kérya iii. sajatiya iv. sadr$a-raga v.visadr$a-
raga vi. madhyastha-raga vii.amsamsa) 78. ghatana 79. dkramane 80. vakrata 81. kandharane
(kédndarana)* 32. kalarava 83.vedadhvani 84. ghanatva* 85. &hata 86.avatirna 87. bokkala 88.
Sukurabhasa* 89. duskarabhasa 90. asadharana (apasvara) 91. ucita 92.buddayi 93. baisike.

Some of the foregoing bear correspondence in name and some in description with those given in
SR (vide infra); some names are in Sanskrit, some in Kannada, some in Marathi, and some,
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indeterminate; some relate to vocal and some to instrumental techniques. Some thayas refer to
alapti and some to gita and a few to gamaka. Descriptions of those marked '*' are missing in the
text. The text suffers from many transmissional errors of omission and corruption, but
unequivocally establishes the occurrence of a parallel, professional, terminological stream in
Karnataka and Maharashtra of the 11th-12th centuries A.D. This is corroborated by other
independent, literary sources, as will be evident presently, Sarngadeva describes (3.112cd-
189ah:174-188) ninety-six sthaya under the following categories.

A. Vyaktasamkirna (clear, distinct): sthayas of 1. $abda 2. dhala 3. lavani 4. vahani (gita, alapti
each divided into sthira, vegadhya, each of these four again subdivided into hrdya, kanthy, and
Sirasya/ dehastha, hrdayodbhava; again subdivided into khutta and utphulla); sthayas named 5.
vali 6. vadyasSabda 7. yantraja 8. chaya or kaku (of 6 varieties, viz. i. Svara- ii. rdga- iil. anyaraga-
iv. de$a- v. kgetra- vi. yantra-) 8. svaralarghita 9. prerita 10. tiksna.

B. Prasiddhasthéayas relating to the following gunas (qualities): 1. bhajana 2. sthapana 3. gati 4.
nada 5. dhvani 6. chavi 7. rakti 8. druta 9. $abda 10. bhrta 11. am$a 12. avadhana 13. apasthana
14. nikrti 15. karuna 16. vividhatva 17. gatra 18. upaSama 19. kdndarana 20. nirjavana 21. gadha
22. lalitagadha 23. lalita 24. lulita 25. sama 26. komala 27. prasrta 28. snigdha 29. coksocita 30.
sudesika 31. apeksita 32. ghosa 33. svara.

C. Asamkirna 1. vaha 2. aksara 3. adambara 4. ullasita 5. tarangita 6. pralambita 7. avaskhalita
8. trotita 9. sampravigstaka 10. utpravista 11. nihsarana 12. bhramita 13. dirghakampita 14.
pratigrahyollasita 15. alambavilamba 16. trotitapratista. 17. prasytakuricita 18. sthira 19. sthdyuka
20. ksiptasiiksmanta

D. Misra (complex) sthayas relating to i. prakrtistha 2. sabda 3. kalakrama 4.

ghatanéa 5. sukha 6. cala 7. jivasvara 8. vedadhvani 9. ghanatva 10. Sithila 11. avaghata 12. pluta
13. ragesta 14. apasvarabhasa 15. baddha 16. kalarava 17. chandas 18. sukurabhasa 19.
sarnhita 20. laghu 21. antara 22. vakra 23. diiptaprasanna 24. prasannamrdu 25. guru 26. hrasva
27. sithilagadha 28. dirgha 29. asadharana 30. sadharana 31. niradhara 32. duskarabhasa 33.
misra.

D. 33 miSra has the following varieties 1-15 relating to the combination of 2,3,4 and 5 gamakas
as mentioned above. Twenty-one other varieties relate to the combination of 2.3,4 and 5 simple
sthayas as follows: 16. vahani-dhala 17. dhala-vahani 18. sabda-dhala 19. vahani-yantra 20.
chaya-yantra 21. sabda 22. vahani -chdyad 23. yantra-vadya-sabda 24. tiksna-prerita 25.
svaralanghita 26. dhala-Sabda-yantra, vadya-Sabda 27. dhala-chaya-yantra-vadya-Sabda-Sabda
28. pralambita-avaskhalita-trofita-ullasita 29. sampravista-utpravista 30. sampravista-tarangita
31. pratigrahya-ullasita 32. utkgipta-alamba-vilambita 33. trotita-pratigta-utpratista-nihsarana 34.
dirghakampita-alamba-vilambitd 35. vahéa-aksara-adambara 36. prasrta-akuricita-sthira-
bhramita-ksipta-sdksmanta-tarangita-vilambita.
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The foregoing scheme of classification is neither systematic nor comprehensive and is not based
on a uniform or constant criterion. | propose a less arbitrary scheme as follows:

sequential characteristics e.g. sabda, vakra, ullasita
kinetic characteristics e.g. dhéla, ghatana, baddha, sthapana
melodic dynamics e.g. lavani, bhrta, komala, siksmanta, ghanatva
oscillatory characteristics e.g. vahani and its varieties, kampita, sthira
raga characteristics e.g. kakus, jivasvara, ragesta, apasvarabhasa
pitch characteristics e.g. tikspa, avaskhalita, ksipta, prasannamrdu, hrdya, kanthastha,
Sirastha
tempo characteristics e.g. druta, sama, pluta
taut or slack structuring e.g. gadha, lalitagadha, Sithila, Sithila-gadha
aesthetic characteristics e.g. bhajana, chavi, karuna, snigdha, sukha
instrumental characteristics e.g. vadya-sabda, yantrakaku
tone quality characteristics e.g. ksetrakaku
provincial characteristics e.q. désakaku

. analogy e.g. vedadhvani, dhéla
miscellaneous e.g. chandasa, sukarabhasa, vicitra, asadharana.

~0 o0 oW
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The sthayas are indeed countless, as Sarngadeva notes: anantydnaiva sakyante bheda
migritasya laksitum (SR 3.173cd: 286). The analytical skill, ear for detail, powers of observation,
descriptive capacity, organisation of material and genius for conceptualisation of Parsvadeva and
Sarngadeva in the matter of sthayas deserve admiration.

4. Thaya: Antiquity

Parsvadeva uses 'sthdya’and ‘thaya' interchangeably. Thaya is known in Kannada, Telugu and
Marathi. In Kannada it assumes the forms thaya, thaye, and thayi. It is used as ‘thayi' and ‘thaya’
in Telugu and ‘thay!" in Marathi. It has a uniform musical connotation of sthaya in all these
languages while it also means the art of wrestling in Kannada, and stability or establishment
(thand) in Telugu. In the sense of sthaya (lexical works in Kannada and Telugu wrongly derive
‘thaya' from the Sanskrit 'sthayi’, which in the context of music means register, base note of a
raga etc.)

Kannada and Telugu poets have very frequently used the word thaya to mean sthaya from the
12th cent. A.D. to modern times e.g.—

Aggala, Candraprabhaapuranam 7.97
Kamalabhava, Santisvarapuranam 7.93 pr.
Janna, Anantanathapurédnam 6.71; Yasodharacarite 2.28
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Nagaraja, Punyasrava 7.52 pr.

Devakavi, Kusumavali kdvyam 1.78

Kumaravyasa, Bharata 5 (Udyogaparvan). 3.96.

Mangarasa, Jayanrpa kdvyam 14.43.

Padmakavi, Vardhamaéanacaritre 12.32

Raghavanka, Hariscandrakavyam 12.30

Kanakadasa, Mohanatarangini 22.31

Ratnakaravarni, Bharatesavaibhavam 5.56

Sadaksari, Rajasekharavilasam 10.42; Vrsabhendravijayam 11.9 Bommarasa-pandita,
Saundarapuranam 17.12

Prasanna-Venkatadasa, song 'Tande Purandaradasara smarisuve'

Bahubali Pandita, Dharmanathapuranam, 9.1 pr, 16.249 pr. Ambikatanayadatta, Aralumaralu:
416-11

Padmananka, Padmargjapuranam 3.62, 63

Astabhasakavi Candrasekhara, Pampasthanavarnanam 74:26

Bhimakavi, Basavapuranam 18. 10-16

Singiraja, Singirgjapuranam 36.12

Virapaksapandita, Cennabasavapuranam 7.97

The following Telugu works among others mention thaya:

Palkuriki Somanatha, Panditaradhyacaritramu, Parvata prakarapamu:456; Basavapuranamu,
Sakalesvaru Madirajayya katha: 209

Puspagiri Timmana, Samirakumaravijayam, 3.242, 6.200

Bammera Potana, Mahabhagavatapuranamu 10.109

Kankanti Paparaja, Uttararamayanamu 6.135

Cedalavada Mallayya, Vipranarayanacaritramu 1.6

The early musical practice of thaya is corroborated not only by the general mention of the term
by the foregoing poets but also by the mention of several specific thayas by some of them. Some
of these are:

Pampa (941 A.D.), Vikramarjunavijayam 7.88 : konku, naya, impu

Rudrabhatta (c.1180 A.D.) Jagannatha vijayam 5.3:
e Dbhanite, bedagu, kaku, khacara, gamaka, tirupu, nunpu, nevane, kane, banna, oddavane
kalasi, baisike, patti, kanti, konku, anu, anujayi, riti, jati, joke, naya, babulayi desi, pellane
(cf. phellaphelli), kale.

Devakavi (c.1200 A.D.) Kusuméavalikavyam. 1.37:
e lali, luli, dhatu, riti, gati, oje, bajavane, thaya, sufthi, komala, vali, lagu, nogd (? nevani),
pasara, bedagu, bhangi
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Janna (1209 A.D.), YaSodharacarite, 2.28:
e gahagabhike, vahani, suhahe, baisike, rangarakti, bajavane

idhem.(1231 A.D.), Anantanathapuranam 2.22pr. :
e rekhe, komalike, konku, luli, navane, vividha, vahani, gati

ibid. 4.88,
e vali, vahani, pasara, dala, jayi, anujayi

Kamalabhava (c.120 A.D.), Santisvarapuranam 16.67pr. :
e thaye, bagu (=konku), vali, vahani, tiripu, gati, gamaka, gahagahike, bahata, lalangi (-
lavalanghita), nevane, nissarade, rangarakti, tarahara, suthi, talavala, konku, kammane,
pasara, bedagu

Somaraja (1222 A.D.) Udbhatakavyam 4.3: bhajavane

Raghavanka (c. 1225-1300 A.D.). Hariscandrakavyam 7.6
e gati, gamaka, gahagahike, tirupu, céleya, konku, jati, joke, margavane, vahani, tarahara,
kampita, hompu (cf. hompha), bagu, dokkara, vivara, kalasa, kammavane, lavulangita.

Bahubali Pandita (1352 A.D.), Dharmanathapuranam, 9.1.:
e vali, vahani

Bhimakavi (1369 A.D.), Basavapuranam, 18.13,14:

e pafjala, khacara, visaya, kramavimokga, bhajavane, thavani, bharani, mithayi, nijavani,
vali, muriciya (cf. mutteya), vaivasa (cf. vivasa), suthayi, samagita (-da), grahatritaya,
amsika (cf. amsa), lalitagahba, lali, ragakaku, poccagadha, luli, désakaku, bindu, lulisara,
karunakaku, kartari, haluvayi, gundagundi (cf. gunthagnthi), bhramaraliila, kuruti,
modamodi, tikkayi (cf. dikkhayi), hayila, rakti, vaidha(?-kha?)ri, ranga, cokkhayi.

Padmanarka (c.1420 A.D.), Padmarajapuranam, 3.60:
e vahani, vaikhari, lolangita (=lavulangita) cali, baisike.

Astabhasakavi Candrasekhara (c. 1440 A.D.), Pampéasthanavarnanam 174:27:
e Sabda, dhala, lavani, vahani, bhajadvane, avadhana, banna, bisara, bokkada, sarvangi,
kaku, rangu, rati (=rakti), kosaru, naya, nevane.

Singiraja (c. 1440 A.D.), Singirgjapuréanam 38.12:
e gati, gamaka, vali, vahani, sarali , suthi, marga, kampita, impu, sompu, laya, supari,
mdrchane, langhita, thadya, thavane, ranga, rasala.
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Mangaraja (1509 A.D.), Jayanrpakavyam 14.13:
e bhajavane, thaya, lavani, vahani, dala.

Ratnakaravarni (1557 A.D.) Bharatesavaibhavam 5.56:
e fhaya, bhajavane, gamaka.

Madanna (16th cent. A.D.), Nannayyagala caritra 4.14 pr.:
e gati, gamaka, vahani, gahagahike, cali.

Prabhuga (1520 A.D.), Vaibhogarajasthanam (MS. No. 1473, Institute for Kannada Studies,
Bangalore University),
e sufthasutthi, jayi, anujayi, vahani, dhéla, thaya, bhajavane.

Sadaksari (1657 A.D.), Rajasekharavilasam 5.21 pr:
e rdpu, neru, lavani, edupu, sa (?su)bhéva), gamaka, bedagu, oyyara.

Palkurike Somanatha (c.1300 A.D.) is most detailed among Telugu poets in the matter of thayas.
In his Panditaradhyacaritramu (Parvataprakaranamu) he lists (:456, 457) the following : 'visuddha'
thayas:

e jaya, ujjaya, suhayi, ganayi, gadhayi, gadhayi, denayi, bahulayi, dhrti, budiyayi, nibidayi,
coksayi, diksayi, satsvadu, saptasvadu, astavali, navasvadu, kanthavali, vali, sakkata,
sarivaga, vahani (with eleven subvarieties, viz. udara, unkuta, kaksa, kantha, kanthikapali,
deha, nabhi, vahani, sarivaga, sarihari muduva), udupa, lalitagddha, gadhalalita,
poccalalita, nevana, lavulangita, gubhaguhaka (gahagabhike), poccagadha, vivarana,
mahima, gamaka, kampita, vivasa, impu, gosthagosthi, dinakaku, pellépelli, svabhava
kaku, anuku, tarahara, anutayi, oja, mottayitamu (mutteya), nevana, ranga, kalli, konku, a

Again, in his Basavapuranamu (Sakalesvaru-Madirajayya-katha,: 208),
the same author mentions the following thayas:

e alita, tala, pellapelli, jayi, anujayi, ucita, oyyéra, panjala, khacara, visama, grahamoksa,
bhajavane, thavani, bharani, mithayi, nijavani , nevala, vali, vahani, gadha, suhayi, nagiti,
sanagida, miSra, ankuSa (amS$a ?), lalitagadha, lali, rAgakaku, poccagadha, de$akaku,
sindhu, karunad kaku, nakhakartari, haluvayi, tarahara, samavayi, gundagundi,
bhramaralila , gurudi, modamodi, poriravala (?), tikkhayi, hoyilu, rikkila,cokkayi.

The foregoing names of thayas mentioned by Kannada and Telugu poets allow the following
inferences: i. Many names correspond to those mentioned by Sarngadeva and Parsvadeva. ii.
Many names occur with minor variations indicating their popular, provincial usage. iii. Many
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names are not found in treatises on music, indicating so wide a prevalence, variation and prolificity
that Sastra could not comprehend them all (cf. Sarngadeva 3.176cd: 186: 'Anantyan-naiva
sakyante bheda migrasya laksitum' could be as well read as '..... sthayasya laksitum’). iv.
Vernacular or provincial (dési) nomenclature of sthayas coexisted with classical/Sanskritic
nomenclature. Since these works were edited by scholars who were not familiar with technical
terms in music and dance, re-examination of the original collative sources may be useful in

restoring many mislections to their correct forms.
5. Thayas of CDP

VM's definition or description of thaya may be summarised thus: select any note appropriate to
the given raga as sthayin i.e. a base for melodic operation through tanas. Then consider four
notes lying above it with due attention to the nature of the raga i.e. vakrata (scalar curvature) and
varjyata (scalar gap i.e. omissible notes). Execute one tana on each of these four notes in the
ascent in the same order in which these notes occur in the raga (yathakramam). Then execute
one tana each on each of these selfsame four notes in descent in the reverse order. Then,
reaching the above mentioned sthayi note, perform a litttle melodic elaboration (a tana ?
karicidakalpya) to rest on mandra sadja which is a vinyasa for this performance. Finally, perform
a concluding passage, muktayi.

The differences of thaya from the scheme of algpa according to VM may be noted: i. alapa
consists of an initial &ksiptika followed by two or (optionally) three ragavardhinis (called yadupu),
each concluded with a respective vidari. After the yadupu-s, alapa is continued in terms of sthayi
notes, the number of sthayi notes depending on whether the raga has 7, 6 or 5 notes. The number
of tanas executed on each (and all) sthayin again depends on this. The tanas follow certain rules
of not exceeding a given note in ascent and descent,as noted in the last chapter. Thaya has only
one yadupu; this is called makarini. ii. Alapa has several sthayins - as many as the raga has
svaras. Thaya has only one sthayin note; any note occurring in the raga may be made sthayin. iii.
Each stayin note of the raga has 2n tanas, where n is the number of notes (7 for sampurna 6 for
s&dava and 5 for auduva). But a thaya has a fixed number, viz. eight, of tanas. iv. Vartani of 4lapa
is called makarini whereas the only) yadupu (or ragavardhani) of thaya is called makarini. v. Thaya
does not have a vartani; it has only one vidari which is its concluding passage. vi. The final part
of sthayividhi has, like the thaya, a corpus of four tdnas each on ascent and descent, but rests on
the sthayin note itself, whereas the concluding passage in thaya rests on mandra sadja.

It is thus evident that the thaya of CDP is different from its earlier namesake in both concept and
form. The sthaya-thdya was any natural segment of raga as manifested in 4/§pa or song; various
ways of rendering it were recognised. Therefore, sthaya-thaya connoted style rather than form or
structure. The same svarasandarbha in a sthaya could be rendered in many different ways by
varying one or more of the karanas, thus varying in aesthetic effect. They are not restricted or
specific to this or that group of svaras, gamaka (except a few miSra sthayas), svara durations,
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svara sequence, segmentation, topographic anatomy etc. On the other hand, the thaya
description of CDP is independent of aesthetic parameters but is aimed at standardisation of form
(note 7.6cd: thayasamanyalaksmedam venkatadhvarinoditam). In other words, a new, uniform,
musical form with a common, fixed structure had emerged from the huge variety of sthayas in
course of time: VM has accorded acceptance and recognition to this by defining or describing the
constant or fixed elements of this form for the first time in a theoretical treatise.

It should be clearly noted, however, that VM - or his paramaguru Tanappa were not the first to
cognize this new formal evolute. For, as long ago as 1550 A.D. i.e. some two generations before
Tanappa's time, Ramamatya clearly mentions alapa, thaya, gita and prabandha as a musical
community (5. 6 ab, 16 ab: 29, 30) without however, applying the common name dandi which
seems to have been coined by VM or Tanappa. Kallinatha, Ramamatya's, maternal grandfather
(SMK. 1.27.5), Kumbhakarna etc. do not reveal awareness of a new emergent form of sthaya in
the 15th cent. A.D. In the 16th cent. A.D. Ramamatya mentions thaya as affined to &lapa, gita
and prabandha but does not define or describe the same. In the same century Pandarika Vitthala
does not affiliate thaya with algpa, etc. as cognate or agglutinate but defines it (Ragamala, 116,
Nartananirnaya, 3.11.38 cd): ‘aldpa eva hayah syat prthagbhdtavidarikah'. This is proximate to
VM's definition of thaya, which is a small, athetised portion of &/apa but with an independent status
(prthagbhiita), a musical entity with its own sthayin note and concluding passage, muktayi (i.e.
vidari). At the same time, it is proximate to the earlier definition of thaya (<sthaya) viz.
ragasyavayavah' (SR. 3.97cd: 171) and Kallinatha's explication (loc. cit.: 171) 'so' py-atra
nyasapanyasasan-yasavinyasesu-anyatamasvaravisrantatvena prayukto’
mg$adikatipayasvarasandarbha' is the ‘radgasyavayavah of SR and ‘alapa’ of Pandarika. Vithala,;
VM deals with thaya contiguously with d/apa and describes it as if it were a shorter, special kind
of &lapa. Kallinatha's 'nyasapanyasa ....visrantatvena prayukto' corresponds Pandarika Vitthala's
‘prthagbhata’. Therefore the latter's definition bridges the sthaya of SR and thaya of VM Since
Ramamatya, Pandarika Vithala, Govinda Diksita (VM's father) and Tanappa (VM's paramaguru)
hailed from Karnataka, it would appear that the transition of the concept and form of fthaya
occurred between the 15th and 16th centuries A.D. in Karnataka. However, the thaya and the
other dandis were widely prevalent in Tanjore, as is witnessed by numerous Ragalaksana and
other manuscripts dating to the 17th cent. A.D. deposited in the Saraswathi Mahal Library of
Tanjore.

According to VM, his guru's guru Tanappa played a significant role in the stabilisation of the
caturdandi concept, inaugurated by Gopalanayaka (CDP. 2.57; 9.5), by composing paradigms for
alapa for 50 ragas (CDP. 6.32) and for thayas in all the well known ragas of his time (7.7). His
statement (7.7cf) that these latter constituted the sole (‘eva’) exemplars for thaya is probably more
an expression of loyalty and reverence to his grand-teacher than a historical truth since
Ramamatya (5.6 ab, 16 ab:29,30), Poluri Govinda Kavi (Ragatalacintamani, 4.55, 56, 60: 136-
138) and Pandarika Vitthala (Radgamala 116, Nartananirnaya 3.1.138 cd) have mentioned the
thaya in both Andhra and Karnataka well before VM's and Tanappa's time.
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6. Thaya: Practice

Fortunately, some examples of actual, notated alapa, thaya, gita and prabandha have survived in
manuscript. Among these are a few which were composed in the same 17th cent. A.D. at Tanjore,
when and where VM flourished. These are from the collections of MSS. in the TMSSM Library,
Tanjore, among which nos. B. 11547, 11549, 11553, 11557, 11559, 11573, 11577, 11582, 11583,
11586, 11620 etc. contain thayas composed or illustrated by Vina Sitdramayya, Ramabhatta,
Venkatasubbayya, Shahaji Maharaja etc. Two among such sources deserve to be specially
noticed here. MS. no. B. 11620, ably edited with critical introduction and notes by S. Seetha under
the name of Ragalaksanamu. This is a work in Telugu of Maharaja Shahaji of Tanjore (1684-1712
A.D.), elder brother of Tulaja Maharaja of Tanjore (1729-1735 A.D.), author of Sangitasaramrtam.
Tulaja has freely borrowed and translated into Sanskrit most of the contents of Ragalaksanamu
(Sangitasaramrtam),(10:72-111) adding very little of his own to the chapter on ragas. So he is not
considered here as an independent source. The second is Raga Alapanams and 'Thayams'
gathered together from various musical mss. collected during the time of Shahaji himself.
Whereas in Ragalaksanamu he offers numerous illustrations of aldpa, thaya, gita and prabandha
of his own times to support his definitions and descriptions of as many as 115 ragas, the 'Raga
Alapanams and Thayams', collected and edited by K. Vasudeva Sastri is solely devoted to the
presentation of alapa and thaya in musical notation as they prevailed during Shahaji's time.

Raga Alapanams and Thayams' offers thayas in nine ragas, viz. néta, ri, gaula arabhi, varali,
sarkarabharana, kambodi, ritigaula and madhyamadi. The first five of these constitute what is
today called ‘ghanaraga-paficaka’. Mudduvenkatamakhin mentions (Ragalaksanam 2.40.41)
eight ghanaragas, viz. nata, gaula, varali, bauli, Sriraga, &rabhi, malavasri and ritigaula in
approximately the same period. The classification of ragas into ghana, naya (rakti) and desya
emerged in Karnataka music at about this time and the ghanardga-paficaka became a celebrity
through the well-known five krtis of Tyagaraja viz. jagadanandakaraka, dudukugala nannelara,
sadhificene, endaro mahanubhavulu and kanakana rucira. It is clear that at this time the concept
of ghanaréga was stable but not its content, which varied in name and number from authority to
authority, though the above mentioned five figured in all ghana classifications.

In the following physical analysis of the thayas, the abbreviations and symbols used are: T =xth
thaya, M =xth muktayi, n=number of segments (in T or M), p=minimum number of svaras in the
segment, g=maximum number in the same (p-g), N =commencing note (of T or M), N-terminal
note (nyasa) of T or M), capital letter=respective note in tara register; small-letterrespective note
in madhya register; page number is given in brackets.

1. Nata. T, (n-32, P-4 1-9, N-S, N-); M (n-6, p-q 4-6, N S; N-S) (321) pakkasarani T, (n-40, p-q 1-
8, N-S; N-s); M (n-6 p-q 4-8, N-S) (321) (T) (n-20, P-4 2-12 N-n, N-s); M, (n-5, P-4 4-7, N, P, N,
S) (322) (T)(n-55, p-g 1-10, N-R, N-s); M, (n-9, p-q 4-8, N-S, N-S) (322)
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2.8 T, (n 30, p-q 2-12, N-S, N-s); M, (n 11, p-g 3-7 N-n, N-S) (T) (n-27, p-g-3-10, N-R, N,-s); M,
(n 5, P-9-3-6, N-S, N, S) (325)

3. Gaula T, (n-18, P-2 3-12, N-n, N-S); M, (n-5, p-g-4-7, N-P, N-S) T, (n-52, P-4 1-8, N-R, N-s);
M, (n-8, p-q 3-10, Nc-S, N-S) (327)

4. Arabhi T, (n-26, p-q 3-10, N-d, N,-s); M, (n-5 p-q 1-8, N-S, N-S) (T) (n-24, p-q 1-12, N-S, N, -
s); M, (n 5, p-q 1-12, N-S, N-S) (329)

5. Varali T, (n 41, p-g-2 -10, N-G N,-s); M, (n 6, p-q 3-7, N-d N-S) (T) (n-32, p-q 1-12, N-P, N,-S);
M, (n 7, p-g-3-9, N.-n N-S) (331)

6. Sankarabharana T (n-32 p-q 2-7, N-r, N,-); M (n-7-p-q 4-10 N-S, N,S) Pakkasarani T (n-39, p-
g 2-12, N-S, N-s); M (n-8 p-q 5-7, N-S, N-S) (333)

7. Kdmbodi T (n-32, p-q 5-7, N-M, N,-s); M (n-10, P-q 4-7, N-S, N-S) pakkasarani T (n-72, p-q 3-
11-N-S, N-S); M (n-9, p-q 3-15, N-S, N-S) (335-336)

8. Riti-gaula T (n 23, P-4 4-33, N-n, N-5); M (n-7, P-4 4-9, N.-P, N,-) (338) .
9. Madhyamadi T (n 34, p-q 4-12, N.-M, N,-5); M (n-7, P-9 3-11, N-S, N. S) (340)
A study of the foregoing thayas reveals the following:

e i. Araga may have more thayas than one.

e ii. Thayas of nata, sankarabbarana and kdmbodi are vadya (=jantra= vina) dandis while
the rest are gétra, i.e. vocal dandis cf. vinadandi and nétyadandi varieties of dhruva
talalamkara and jhampa talalankaras of CDP ( 3.86-91, 97-102). The Ragalapanams and
Thayams divides &lapa dandi also into géatradandi (gd) and jantra = ving)dandi (jd)
according to two contemporary traditions or sampradaya ( Sl, Sll) in the case nata (Sl, gd,
jd.: 1-16; Sl gd: 31-42); $ri (Sl jd: 55-59; S Il jd: 67-70); gaula (Sl: 7887, jd (pakkasérani
tana): 102; SlI gd: 107-105, jd: 123-127 (with pakkasarani tana); arabhi (Sl jd: 137-140;
Sl jd: 148-151); varéli (Sl gd: 157170, jd: 185-189; Sl gd: 196-207, jd: 218-221);
sankarabharana (S| jd: 228231: SlI jd: 239-243); kambodi (S| jd:251-290; Sll gd? jd ?:
265-268); riti-gaula (Sl gd: 274-281, jd: 290-293; SlI jd: 297-300); madhyamadi (Sl jd: 305-
308; Sll jd: 314-316).

e iii. Thayas was performed in both styles viz. gétradandi and vinadandi for the same raga.
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e iv. Foregoing thayas do not conform to the formulation by VM (or Tanappa) in respect of
the following: a) There do not occur four t&nas in ascent and four in descent executed on
four notes succeeding the sthayin. b) The muktayi rests on tara sadja and not on mandra
sadja. They conform only to the extent of segmentation into makarini and muktayi and the
use of one or more (in this case, only two sthayi notes.

e V. The thayas are often naturally phrased; the notes are mostly of one short syllable
duration, and rarely of two; the range is mostly in the middle and high registers, and
exceptionally in the low registers, only down to nisada (gaula T2, arabhi T1, varali T1, T2,
sankarabharana T1,, riti-gaula T1,, madhyamavati T1.).

e vi. Thus there prevailed in Tanjore at least two other schools (SI, Sll) of thaya, flourishing
independently of VM (and Tanappa ). From CDP (7.7) it is known that Tanappa had
composed Thayas (thayan prakalpayamasa) for all ragas known in his time (sarvesam api
raganam) according to the formulation given by VM (etal-laksmanusaratah). However no
thayas of VM or Tanappa appear to have survived today. Indeed, the four dandis have
hardly survived beyond the mid-eighteenth cent. A.D. in Tanjore or elsewhere. Only a few
gitas and prabandhas composed by VM and Mudduvenkatamakhin and of a few other
composers of the time are available.

e vii. If the restriction of note-durations in the thayas is not due the inadequacy of the
notational system, the thaya would appear to correspond to what is today called 'tana’ (as
in rédga tana and pallavi) or madhyamakala; if not, it corresponds to a fragment of
ragalapana, the yadupu (ragavardhani)

e viii. Each thaya is a body of melodic phrases or figures appropriate to the raga, resting
medially (vinyasa) on one or two notes which are natural commas (including the tara- or
madhya-sadja) of the raga; the thaya invariably concludes on madhya -sadja and the
muktayi on a higher note (p or S).

Attention is drawn to (T2), (T3) and (T4) in the foregoing analysis. In the impressi typis these
portions are given integrally with muktayis. | have separated them and regarded them
(conjecturally) as T2, etc. because a) muktayr is by definition a short cadential passage; b) a
single thaya cannot have more than one muktayi and, c) T2, T3, and T4, are relatively longer
passages which rest naturally on madhya-gsadja.

Finally, the practice of thayas recorded in the morning Oof Shahaji may be briefly studied. This
work is without doubt the most important, if not the very first, of the attempts to systematise the
study of both theory and practice of the radgas of Karnataka music. Shahaji classifies 115 ragas
under 20 melas under different schemes such as ghana, naya and desya; raganga, bhasanga,
upanga and kriyanga, sampurna, sddava and auduva. He describes each ré&ga in respect of its
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parent mela (whose intervallic content is defined under it), its scalar curvature (vakrata), omissible
notes (varjya), graha and time of singing. This is, of course, a time-honoured method of
describing/defining r&gas in Indian music. The importance of the work lies in the numerous
examples it offers from contemporary musical forms in support of the raga-laksana. On occasion
(e.g. udayaravicandrika, madhyamagrama raga), the author recalls the derivation of the raga from
its archaic source. The work is incomplete and breaks off after the description of suddhakalyani.
Its treatment tends to be somewhat cursory towards the end. At the beginning of the work (which
is written in Telugu but with Sanskrit colophons) Shahaji, apropos the description of $r7 raga
declares 0(:4):

arohavaroha muaprchand krama suddha katatanamulandu iviyundunu iviyundadu anutaku
yathasambhava pdrva caturdandi suladi mudalaina udaharanaptirvakamuga
......... urgyucunnaramu.

(We shall write here giving illustrations from the earlier caturdandi, saladi, etc. as required/as
possible in order to clearly show whether such and such item among ascent, descent, order,
Suddha-tana, kata-tana, mirchand, etc. occurs or not.). Two parts of this extract merit attention;
caturdandi was an accepted, established phenomenon, which however did not comprehend
saladi; we shall revert to this point in the next chapter of this commentary on gita. Second, the
illustrations are from the past (pdrva) usages of the four dandis. Since the caturdandi came to be
well settled in Tanjore at the time of VM or Tanappa, it may be assumed that the illustrations
offered here are very close to the time of VM.

The illustrations are wide-ranging and include &lépa, thaya, gita, prabandha, sdladi, tana,
tanikarana, svaragati, svarakhanda, kataka, daru, pada, varna, astapadi, sthayi, muktayi, sancari,
namavali, dhruva, udgraha, ayitta, ragavardhani, nyasa etc., the songs composed in Sanskrit,
Telugu, Kannada and Bhandira. They are excerpts from very well known songs of the time
including those of the haridasas of Karnataka such as Purandaradasa.

Shahaji offers some 88 thaya excerpts in illustration of sixty-three (out of 115) ragas in the
available text of Ragalaksanamu. These include thirty-three instances of a simple thaya, twenty-
seven instances of an excerpt from a thaya, one instance of three thayas in the same raga (:126),
two sérani thayas (:27, 64), 3 of thayantara (different thaya: 8, 12, 126), second thaya in the same
raga (:28, 76), thaya in paficama sthayin (:28), in madhyama sthayin (:70), in sthayin excerpts
(:54, 56, 70), in muktayi (:8, 28, 34), example of a gita (!) in thaya (:16, 28), graha-svara segment
in thaya (:90) and a thaya in sadjasthayin (:4).

The following observations may be made in relation to the foregoing analytical study of thayas in
Ragalaksanamu:
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i. Thaya was a widely used and experimented, independent musical form. ii. The selfsame raga
could have more thayas than one. iii. A thaya was related to a sthayin note (base note for 4/lapa
procedures) of a raga.

iv. Thaya had its muktayi, a cadential passage.

v. A thaya could contain another thaya in it. Shahaiji offers some twentyseven instances in which
he first gives a thaya and then another, stating that the second is performed within the first
itself......... (text of first thaya )..... 1 thayamende (.....text of second thaya ....) ani thayaprayogamu'’
It is thus clear that when performing a thaya, a suitable svara in it may be established as a sthayin
and a thaya to the raga may be built on it, which is appropriate to the raga. A third thaya may be
similarly composed on the second, a fourth on the third and so on. The thayas so generated may
be regarded as additions, extensions, or evolutes. They may also be products of grahabheda
(modal shift of tonic).

vi. The excerpted thaya passages rest usually on (madhya) sadja but not as a rule; exceptions
are: ardradesi (:30), kedaragaula (:90) etc.

vii. The excerpted thgdya passages often conclude on a phrase with which they begin.
viii. The sdrani thgyas indicate a jantra-dandi and the others, gatra-dandi in thaya.

ix. The Ragalaksanamu thayas do not conform to VM's definition in some
respects:

e a. The thdya commences on the sthayin note itself whereas it should be a body of tanas
executed on the four notes succeeding the sthayin according to VM. e.g. padi (:50),
sélanganata (:28).

e b. The madhyamadi prayoga in the suddha-vasanta thaya (:70) is not madhyamanta as
claimed therein. However, the following thaya may be construed as possessed of 3 (not
4) tAnas executed on the succeeding notes; but the commencing notes are in ascent while
the tanas are in descent. There is no example of thaya in which all four tanas in both
ascent and descent are available.

e c. The use of the term thaya does not conform to VM's definition as a body of eight tanas
followed by a muktayi, mostly, a single tana is mentioned as an entire thdya (oka thayamu,
modati thayamu, rendava thayamu etc.).
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e d. Not more than two thayas are mentioned for any raga; such references are ordinal.
Ordinal numbering is appropriate only to the tdnas in a thaya but not to the thayas
themselves according to VM's definition (e.g. sé@langanati: 28).

According to VM thaya is a musical form, independent of &/apa; but its identity and difference from
alapa are not clear from his description. A dimension of thaya not contemplated in CDP is
indicated in Ragalaksanamu (kedaragaula: 90), where a thaya includes a grahasvara. However,
here is confusion in textual transmission because the Sangitasaramstam (10:9798) gives the
same passage as 'gitaprayoga’, its final portion as ‘grahasvarakhanda' and altogether omits the
Ragalaksanamu extract of gita prayogas. The meaning of 'grahasvara’ is not given by Shahaji; it
must have been too well known in his time for an explicit description. Though it is very little known
today in Karnataka music, grahasvara was a musical form well known from about the 16th cent.
A.D. It consists of melodic lines set to the solfa-syllables themselves but which are not rendered
at the note-values indicated by them. For example, the group of syllables ga sa ri ni ma pa ma
would be sung to the group of notes sa dha pa ma ga ri ga respectively. This needed undivided
concentration on the part of the singer. (The grahasvara was a composition meant exclusively for
singing). Sambamoorthy mentions (A Dictionary of South Indian Music and Musicians, 2:214r) a
grahasvara prabandha composed by a Gopalanayaka in the 16th cent. A.D. in the raga bhairavi.
A second plausible meaning of grahasvara is that it is a passage in which each of its svaras is
the next higher of a corresponding note in a parallel passage. It obtains its name from the fact
that the second melodic line is derived by grahabheda (modal shift of tonic) of the first, a musical
technique well known in Karnataka music and is a residue of the ancient mdrchana. Muddusvami
Diksita has used grahasvara at least in two of his songs, viz. *Sada vinata sadare' in revagupti
raga and in 'gunijanadinuta guruguhodaye in gujjari raga which are compiled by Subbarama
Diksita (Sangitasampradayapradars$ini:212, 235). | have discussed this technique elsewhere
("Sada vinata sadare', Saranasahitya No. 12:512-5,8 March 18,1956)

Subbarama Diksita is probably the only recent musicologist who describes thaya (ibid. 1,
Sangitalaksanasangrahamu: 45). He admittedly paraphrases VM: '18. Théya (thaya = taking up
a svara as sthayin). According to the nature of the rdga any one svara is made sthayin; raga
movement is effected in the svaras below it in accordance with the ragalaksana and is rested on
the nyasa svara. 1. The first, second, third and fourth note above the sthayin are taken in an
ascending order and raga-sancara (raga movement) is effected on each proceeding from the one
to the next higher svara, i.e. gradually adding on the next higher svara. This is brought to rest on
madhya-sadja.

2. In the descending order, tana is commenced on the fourth (higher) svara, taking svaras only
above it but not touching those below it and is rested on the madhya sadja. Then each of the
remaining notes, i.e. the third, second and first above the stayin, is taken up in order, raga-sancéara
is made using it as a base, resting in each case on the madhya-sadja. In this way eight tédnas are
sung; then the sthayin note is taken up again to perform a little a/apa on it according to
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alapalaksana. Then the vidari is executed starting from the tara register, and reaching down
mandra (?madhya) sadja the thaya is concluded. Venkatamakhin has said so in the thaya
prakarana of his CDP.'

This is a more lucid account of the fhaya than given by VM, the foregoing examples of thaya do
not however, conform to this description. Nor does Subbarama Diksita give examples of thaya in
the Sangitasampradaya-pradarsini or in the Prathamé&bhyasa-pustakamu.

The other mentions of Thaya

+.. An important contribution of the shuddhamela vina keyboard was to extend the range of music
to the anumandra and the tara registers beyond the conventional three registers. The vina
accordatura and the consequent range in vina seem to have been one register higher (as it is in
present time) than the (male) voice, and this seems to have been accommodated in the
anumandra register of the shuddhamela. Music of the caturdandi viz. alapa, thaya, gita, and
prabandha was perform in an envelope of about 16 notes : dhaivata and / or nishada in the
mandra register, seven notes of the madhya and seven of tara registers : the range of anumandra
on the vina appears to have been largely a concession to comprehensiveness and seems to have
served only to provide reference standards for intervals which were realised in the practicable
range by extrapolation.... (p. 19)

+.. The yaugika (derived) meaning of gita is 'giyate itl' i.e. what (ever) is sung is song. Is this is
accepted, 4lapa, thaya, and prabandha would also be called gita because they are also sung. But
the popular meaning of gita (rGdhi) is restricted only to a particular kind of song called salagastda
(CDP. 8.2-4)

BOOK -4
NARTANA NIRNAYA - of Pundarika Vitthala, vol - 2

#.. Page - 206 - 207

From about the 18th century the gamakas settled down to ten, and tended to desr usage.
Paramesvara (Vinalaksana, 4.1-15) describes ten: hommu, pratihata, simhévalokana, jaru, viti,
nokku, pattu, orika, gamaka, sphurita. These are elucidated as techniques in vina playing, and
may be compared with those described by Subbarama Diksita as recently as in 1905 A.D.:
kampita (kadalimpu), sphurita, pratyaghata, nokku, ahata (rava and khandimpu), vali, ullasita
(ekkujaru and digujaru), kurula, humphita (orika and odagimpuy), tribhinna, mudrita and misra
(Prathamabhyasapustakamu, Introduction, pp. 17-19). Sangitaratnakara, a work in Kannada by
an anonymous author gives these ten gamakas (p.2): arohana, avarohana, d(h)alu, sphurita,
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kampita, ahata, pratyahata, tripuccha, andola and mdrchana. Tiruvenkata Kavi describes ten
gamakas, viz. kampita, mirchana, kala, sva(! sphu)rita, pratyahata thaya, jaru, orika, nokku, dalu,
as well as ten vital elements of ving playing, viz. sruti,dhara, lo mel, pattu, vidupu, tade, sama,
kattari, laya, which are modes of plucking the string with the right fingers. According to him, a
svara plucked on the string with the right finger and trembled with a left finger is kampita; taking
the notes in ascent and descent are aptly called &rohana and avarohana respectively; they are
together called , rendering them in vilamba, madhya and druta tempi is kala. Sphurita consists in
pressing the string with (left) thumb (! forefinger?) and midfinger; (i.e. pressing the string with the
left forefinger at the fret of the previous note an striking with the left midfinger the plucked string
at the fret of the desired note to generate it in an ascending movement); if executed in descent,
this is called pratyahata; rendering a note without plucking the string is thaya; jaru is the mode of
obtaining a note without plucking the string but by sliding the left finger. Orika (phonetically
deteriorated to ‘vareku’ in professional parlance) is deflection of the string to generate a note at a
fret; in dhalu notes are obtained in both ascending and descending movement by sliding the left
finger (Sangitasara-sangrahamu, pp. 23- 24).

#.. page - 208 - 212

114cd. (i) Sthaya : 'Stha’ is an ubhayapadii -dhatu of class | ('bhvadi), intransitive, anit, which
means 'to stand firmly on, to take up a position on’ etc. (Dhatupatha, 22.30). But ‘sthaya’does not
appear to be derived from this dhatu; it is equated by lexicographers with ‘sthaman’ which means
station, seat, place, etc.; sthaya is given the meaning ‘receptacle’ according to lexicons by Monier
Williams (op. cit. p. 1264).

On the other hand ‘sthdya’ seems to be Sanskritisation of the vernacular word, thaya, a technical
term used in musical parlance. Kallinatha (op. cit. on SR 3.97d. p. 171) states that vaga is a
vernacular expression but is silent on sthaya; so also is Simhabhupala. It is probable that haya’is
transformed into 'sthaya’ for, the word thaya is used again and again in Kannada poetry between
the 12th and 20th century and used also in Telugu in exactly the same sense in which it is used
in Sangitasamayasara and SR (Sangitarathndkara) , but ‘sthdya' is never employed. The
following are some sources in Kannada and Telugu which mention thaya (thayi, thaye):

Kannada:

Aggala, Candraprabhépurana, 7.97

Kamalabhava, Santisvarapuranam, 7.93 pr.

Janna, Anantanatha puranam, 6.71; Yasodharacarite, 2.29, 31.
Nagaraja, Punyasrava, 7.52 pr.

Devakavi, Kusumavalr kavya, 1.78

Kumaravyasa, Bharata, Udyogaparva, 3.96

Mangarasa, Jayanrpakavya, 14.43

Padmakavi, Vardhamanacaritre, 12.32
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Raghavanka, Hariscandrakavya, 12.30 (ragale)

Kanakadasa, Mohanatarangini, 22.31

Ratnakaravarni, Bharatesavaibhava, 5.56

Sadaksari, Rajasekharavilasa, 10.32

Bommarasa, Saundarapuradnam, 17.12

Prasannavenkatadasa, Song: 'tande purandaradasara smarisuve'
Padmananka, Padmargjapurana, 3.62, 63

Astabhasakavi Candrasekhara, Pampasthana-varanam, 74, p. 26
Bhimakavi, Basavapuranam, 18.10-16

Singiraja, Singiréjapuranam, 36.12

Ambikatanayadatta (20th century), Aralumaralu, p. 416.11

Telugu:
Palkuriki Somanatha, Basavapuranamu, SakaleSvaru Madirajayya katha, 209.

Puspagiri Timmana, Samirakumara vijayamu, 3.242, 6.200
Bammera Potaraju, Bhagavatamu, 10.1091

Kankanti Paparaju, Uttara-ramayanamu, 6.135
Cedalavada Mallayya, Vipranarayanacaritramu, 1.6.

Among the Kannada poets mentioned above, several including Palkuriki Somanatha, Bhimakauvi,
Padmananka, Astabhasakavi Candrasekhara, Janna Singiraja mention some thayas by name.

Some authorities on music refer to sthaya as thaya, Among them may be mentioned Parsvadeva
(op.cit. 2.33 pr., 34, 60, 62, 66, 68, 71,80,83, etc.) ; Pandarika Vitthala (Sadragacandrodaya, 3.29;
Raga mala, 116; NN 3.1.138cd); thaya was elevated to the status of a dandi (supporting pillar) by
Tanappa, guru of Venkatamakhin's guru who devotes the seventh chapter of
Caturdandiprakéasika to thaya.; with Venkatamakhin the thaya acquired a specific and rigid,
uniform form.

The primary sources for the study of thaya are Parsvadeva (op. cit. ch. 2), and SR (3.97-189ab);
secondary sources are Kumbhakarna (op. cit. 3.1.1-132, pp. 555-567), Govinda Diksita
(Sangitasudha, 3.163-286, pp. 264-273) and Tulaja (Sangitasaramrta, 14, pp. 179-183) all of
whom borrow entirely from SR, but Tulaja spuriously claims Bharata as his authority.

ii. Definition: Sthaya is defined as the organ or constituent of raga (ragasya avayavah). Kallinatha
elaborates this with the comment (op. cit. on SR 3.97cd, p. 171) that it is a melodic situation (a
limb of raga) involving amsa and some other notes but resting on nyasa (final rest), apanyasa
(medial rest), vinyasa (intramedial rest other than vivadi) or sanyasa (initial pause). Pandarika
Vitthala defines thaya as an isolated piece of alépa itself (loc. cit.). Parsvadeva offers the best
and comprehensive definition (op. cit. 3.33-37, pp. 8.9): sthaya is modality of svara kinematics
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(svarair-vrttih, svara-vrlttih); the specificity in form of a given sthaya results from gati (kinetic
nature), particular gamakas employed, nature of the rdga of which it is a limb, the other raga
whose semblance it seeks to infuse (as in the case of bhasanga-ragas or chayalaga-ragas). It is
determined by four operational factors (karana) viz. sthana or the svaramandala peculiar to the
raga which forms the substratum for the four varnas which constitute its melodic body; tana
(Suddha or kata tana) which forms a raga-saficara; gamakas with which the svaras must be
treated to bring out the ragabhava, méana the extent or length of the sthaya. Gamaka, especially
misrita-gamaka plays a significant role in conferring character on a sthaya, e.g. misra-sthayas
(SR 3.176-188). Sthayas should not be stereotyped or monotonous but variegated and beautiful
as the neck of a peacock.

iii. Classification: SR has described ninetysix sthayas under the following categories: i. vyakta-
asamkirna (clear and distinct, well known) ii. avyakta samkirna (aprasiddha) iii. misra (mixed).
These may be classified on following criteria: (a) sequential characteristics e.g. sabda, vakra,
ullasita (b) kinetic characteristics e.g. dhala, ghatana, baddha, sthapana, (c) melodic dynamics
e.g. lavani, bhrta, komala, siksmanta, ghanatva (d) oscillatory characteristics e.g, vahant,
kampita, sthira (e) raga characteristics e.g. kakus, jivasvara, ragesta, apasvarabhasa, (f) pitch
characteristics (registers) e.g. tiksna, avaskhalita, ksipta, prasannamrdu, (g) tempo
characteristics e.g. druta, sama, pluta, (h) taut or loose structuring e.g. gadha, lalitagadha, Sithila,
Sithilagadha (i) aesthetic characteristics e.g. bhajana, chavi, karuna, snigdha, sukha, (j)
instrumental characteristics, e.g. vadyasabda, yantrakaku, (k) tone quality characteristics e.g.
ksetrakaku, (1) provincial characteristics e.g. desakaku, (m) analogy e.g. vedadhvani, (n)
miscellaneous e.g. chandasa, sukarabhasa, vicitra, asadharana etc.

115cd-116ab. Pandarika Vitthala treats sthayas only briefly and cursorily. He discusses only
these seven, of which bhajana, sthapana and gati belong to the category of sthayas differentiated
by quality; Sabda, dhala and vahani belong to the vyakta (= prasiddha)—asamkirna (distinct)
class. Sabda belongs to both.

116d. Bhajana. SR adds ‘prayatnad’ (3.121) to the definition: since &dhana is a deliberate or
conscious act, prayatnad’ should be interpreted to mean ‘with special effort. Parsvadeva (op. cit.
2.88) adds that the expression of ragabhava arises here out of a good voice.

117ab. Sthapana: NN (Nartananirnaya) alone has described 'pada’ as ramya' (charming). SE
(3.129) or its commentators ignore padam. This may be interpreted as (i) the rdgabhava should
be established with a suitable sthaya at each word or verse-foot o the text, or each section of the
rapakalapti or ragalapti or (ii) stopped, according t Simhabhupala, at every step, before
proceeding with the next 'pratipadam’ - SR.3.129b)

117d. Gati: The simile of the gait of an elephant in rut is from SR (3.129, 130 to which Govinda
Diksita (Sangitasudha, 3.190, p. 266) adds gabhira (serious majestic). Parsvadeva (op. cit. 2.39)
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describes gati as a skilful placement of notes to yield sweet delight to the ear ; in this case gati
does not appear to be a very apt name The swinging, swaying slow movement of notes as
described by NN (and SR) seem to do better justice to the name.

118b. Sabda: Muktasabda here suggests its prosodial analogue, cakravala as pointed out by
Kallinatha (op. cit. on SR 3.113, p. 174). Thus the sabda consists of a series of phrases each of
which begins on the note or notes on which the immediately preceding phrase ends.
Simhabhipala reads it as yuktasabda’ (suitable or appropriate sounds). Besides this traditional
meaning, Pandarika Vittha interprets sabda as voice and comprehends the four kinds of voice
viz. khadga (which is called khahula elsewhere in both literary and music textual traditions and
may possibly be a graphical corruption), bombaka, nardta and misraka. This subject is
comprehensively treated separately elsewhere, (e.g. SR 3.39-81; Nanyadeva op. cit. 1.4.91-115)
but is rather implausibly linked up with sthaya here. After all, there are sthayas which are
associated with quality of the voice. Sadragacandrodaya (3.15) omits khahula etc. in
sabdasthaya.

123b. Dhala means a shield; but the intended word is dala or dalu which mean lustre, radiance,
elegance, gracefulness, etc. Parsvadeva (op. cit. 3.46cd-47a likens it to the sounds of round
pearls rolling on a glass surface.

123d. Vahini, more correctly vahani, adjectival to the term vahani. Much of lak$ana is athetised
in NN. In SR (3.115-119ab) vahant is of two kinds depending on its use in song or a/dpa. Each of
this is again of two subvarieties, viz. sthira (stat and gita vegadhya (speedy) as e.g. gita sthira
vahani, gita vegadhya vahani, alapa sthiravahani, alapa-vegadhya-vahani. Each of these four is
again of three subvarieties depending on where in the body it is generated (thus relative to the
pitch level): hrdya (chest or mandra), kanthya (throat or madhya) and shirsa (palatal or tara),
totalling twelve vahani forms. Amongst these, the hrdya variety is divided into two classes viz.
utphulla and khulla. In utphulld the notes are divergent and open onward: in khulla they are
centrally convergent and close inward. The gamaka vali accommodates these vahani forms; it
may be remembered that gamaka is an operational instrument of the sthayas.

124a. Kaku is voice inflexion charged with emotional stress ; it is the curvature in tone at the end
of sentence to indicate completion of the meaning (nirakariksa) or incompleteness (sakanksa). It
pervades all the three registers of the head, throat and head (Bharatamuni, NS 17.106-111 pr,
pp. 388-396). It suggests speech (vocal) meaning and musical (ving) meaning in all three registers
(ibid., loc. cit.). Bhoja defines k&ku (Sarasvatikanthabharana, extr. BharatakoSa, p. 126) as the
suggestion of meaning other than the one explicit in the spoken words by modulating the voice
differently:

IR faefommIs df A Tuerd | @ usa-Re: I STHRfd Had ||
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Abhinavagupta speaks of séarira-kaku and vina-kaku of Bharata (loc. cit. 106ab) as artha-kaku
and svara-kaku; artha-kaku brings out the literal meaning in the sentence in terms of affirmation
or negation while svara-kaku indicates the mental state (Abhinavabharati on Bharata, NS,
17.106a, p. 388).

I =7 wRiaAy dumaitate $iug ormed seewEe [RFRumyiaie, TRemy
RraafraReT |

Thus it is clear that the concept of k&ku is extrapolated from its discursive environment to sthaya
in a musical setting. It is called chaya-kaku because it aims at bringing out the shade or shadow
of meaning accruing elsewhere. Therefore kaku serves both an aesthetic and affective function
in musical expression. Both functions may be summarised in the expression rasa-kaku’ which
Abhinavagupta employs (loc.cit. p. 392).

The word k&ku may be derived in different ways; the root ‘ku’ belonging to class Il (‘adadi’
parasmaipadi), VI (‘tudadi’, atmanepadi) and IX (kryadi’) ubhayapadi) means 'to sound, cry out
aloud, mean, hum’ etc. (Dhatupatha 22.54, 28.108 etc.: ku-Sabde, ku-artasvare); in a dimunitive
or instantaneous sense, k3 is prefixed to it by adesa (substitution, but sometimes addition or
subtraction of a letter or a syllable; Patafijali, Mahabhasya under Panini, Astadhyayi 1.1.56); or
according to Abhinavagupta it is derivable from 'kak' (class. |, bhvadi, atmanepadi, 'kak-laulye')
which means 'to be unsteady, to wish, to be proud' (Dhéatupatha, 4.16); kaku also means tongue;
kaku is that which is associated with the functions of the tongue in speech (Abhinavabharati , on
NS, 17.106d, p. 389):

31d Ud BIHERAN AATH-DH D qled, Tledsl HidhTg o JUT TWRATI= dedd Sueral areayfH: Frerd a1
FIP: SHCY PG HIC: | HIPHd] (oG] dg HTIR JHTIET HIP: |

125d. Svara kaku is the familiar phenomenon of one note assuming the shade of the next by
encroaching upon the $rutis of the latter so that the sthaya strengthens the ragabhava.

126b. Raga kaku is that sthaya which brings out the essence of the personality of the given raga
(cf. jivasvarasaficara in Karnataka music. SR 3.122; Parsvadeva, op. cit. 2.99).

126¢. Anyaraga kaku is a sthaya which inserts the shade of another raga as in bhasanga ragas
and misra ragas (e.g. ahari in Karnataka music) (SR 3.123). Anyaragakaku was also called thaya
popularly, according to Parsvadeva (op. cit. 2.101), and ‘upardgabhasa (cf. raga or vesara, a
particular variety of ragas among gramaragas).

127a. Desa kaku is that which brings out the provincial style or idiom of the same raga, (e.g. the
characteristic ways of rendering the r&ga néati in Karnataka, Andhra and Tamilnadu; SR 3.123).
This is analogous to dialectical variations of the same language.
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128b. Ksetra kaku. Ksetra is field; the (human) body is the field of activity of the soul; vide
Bhagavadgita, 13.17:

3¢ RN DI eAAreiad | Tael afd d rg: &= sfa dfga:

Every musician is possessed of traits, attitudes, psychological and physiological characteristics
which at once set limitations and yet distinguish him or her from all others. This is why there is a
personal stamp in his/her music. This is especially true of réga and therefore sthaya. Constitution
of the voice apparatus or of instrumental touch which is peculiar to each performer, body-postures
and similar body parameters influence the style. Thus ksetra k&ku is immediately related to
personal style of performers in music (SR 3.124).

128d.Yantra-kaku. There are ragabhavas which are accessible only to certain instruments such
as nagasvara, vina, flute, sitar etc. and not to the voice. Besides, some ragas sound more effective
in one instrumental class than another: e.qg. Sanmukhapriya, simhendramadhyama in nagasvara,
madhyamavati on flute. Again, there are certain musical forms which are evolved for, or more
effective in one instrument than another: e.g. tdnam on vina, jod and jhala on sitar or sarod.
Further, tone quality of an instrument (timbre) is an important ingredient of the sensuous pleasure
in music; also, the organisation and display of colours and colour mixture is as important in
orchestration as in painting. (SR. 3.125ab; Parsvadeva, op. cit. . 2.102cd-103ab).

page 215, 216 —
1..".... when the raga is only partly manifested through sthaya pratigraha and bhanjani(g.v. )"
2.. However, ripaka also means, according to SR (2.25cd) ragalapa itself which is in the form of

a separate segment, i.e. a segment or limb of ragaldpa removed out of its environment and
rendered as an independent melodic entity.

¥ dgad (= ITENY Ud) W guyd faaie: |

Therefore, the equation ragalapa segment = sthaya = thaya has served Vitthala as a bridge
concept to transit from ragalapti to rdpakalapti. This has been possible because ‘ripaka’ is
amphibious in r4ga and prabandha. Hence the passage

3T Td BT0: W GUTHATIGTR: |

is an echo from SR and a suggestive introduction to the topic of ripakalapti. In describing it at a
distance from sthaya, the author has indicated both its independent status in music and its desi
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origin. It may be remembered that thaya was just about beginning at this time to develop into an
important, independent musical form in Karnataka, was codified and proliferated by
Tanappacarya and admitted by his illustrious disciple's disciple Venkatamakhin into the orbit of
Sastra.

In ragalapti melodic movement is carried out in vowels, nonsensic syllables or syllables of names.
The flow is not restricted or measured by tala rhythm. Its appeal lies in its own autonomy and is
not augmentative or secondary to discursive meaning. In ripakalapti however, alaptiis performed
within a song while the latter is in progress and is set to the same raga and tala. This kind of alapti
may be done in two ways:

(i) each segment or division of the song is just preceded by a sthaya rendered in the same raga-
tala such that the segment is commenced contiguously with the conclusion of the sthaya. Since
each segment is thus taken up against the close of a sthaya itis called pratigrahanika. Kallinatha's
commentary gives both explanation and derivation of the word:

RN IFMACRTTS:, AU v M@l SusEgae: - epaimifada- WiitHd: TeReeen afg
YioRTRId- SUdiad |

(i) Such sthayas are composed to accord with the pada’ and ‘mana’ of the prabandha (ripaka)
on hand. Pada here does not refer to the word text (matu) of the song but to song segments (‘foot’)
as explained by Kallinatha:

Uc;:- UGad Ual; TuT IR UGIH adal:, 7T Ya=Ry 3(aadl- [agRIYRT: 9T s | 7 g
qrADIT GaTGI a1 HTSTIGTH [ (SR 3.200)

page 221 —

Sarngadeva illustrates ragalakshana in the Ragavivekadhyaya of SR. with akshiptika, alapa,
karana, and vartani. He describes alapa of raga as consisting of the ten vital elements graha,
amsa efc, : ripaka is described as similar to alapa but divided into separate segments (if rGpaka
is interpretated as prabandha ; interpreted as tyaya, only one segment is considered). Akshiptika
is a segment of song set to caccatputa etc. téla, dakSina, vértika etc, margas and to words and
to svaras. Sarngadeva promises to explain karana and vartani in the prabandhadhyaya but fails
(in the available text) to keep his promise.

page - 283 -

2c. alapti varieties, viz. ragélapti, tyadya, pratigrahanika, rapkalapti, bhafijani - rGpkalapti, sthaya
- bhafijant and ripka - bhafijani (nema).
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