
herself when she received the Sangita Kalanidhi title. She virtually opened the doors 
for recognition of women musicians in a male dominated bastion.

One can recall vividly the graciousness with which M.S. and Sadasivam would 
be present at the Sadas of the Music Academy, year after year to applaud and bless 
the Vidwan who received the Sangita Kalanidhi title.

M.S.’s concerts generated not only funds for the Academy but also re-iterated 
the highest aesthetic values inherent in classical music. Whether she introduced the 
largely unheard Mela Raga Chakras of Maha Vaidyanatha Iyer, a completely new 
Annamacharya composition, or sang a simple Tamil spiritual ditty, she filled the air 
with the purity of melody, crispness of diction and total commitment to classicism. 
Every season that she sang, she introduced a hitherto unheard repertoire of the Trinity’s 
classic compositions. Her Sankarabharanam raga alapana was truly an adornment for 
the Academy’s stage. She would soar to great heights like an unbridled bird, and 
touch the heavens, taking her audience with her. Whether it was Tyagaraja’s “O 
Rangasayee”, or Syama Sastri’s “Devi Brova”, M.S. gave each song her magical 
touch, while the avid listeners of the Academy feasted on an experience of their 
life-time. Thus she set high standards for others to follow.

The musical presence of M.S. on the Academy’s stage lent the institution 
unprecedented prestige throughout the twentieth century. Furthermore, it gave the 
young aspirants of music pride in the fact that they were in the company of the 
greatest. She was truly a source of inspiration for many musicians. As for rasikas, 
her music provided them spiritual bliss and unblemished joy. She lived for music, and 
generously contributed to many a worthy cause. The Academy dedicated its festival 
to her as a fitting tribute to one of the greatest legends of Indian music.
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Gamakas Notation in Sangita Sampradaya

PRADARSINI

Smt. Vidyashankar

The choice of the theme for this year’s series of lecture demonstrations centering 
around various aspects dealt in Subarama Dikshitar’s Sangita Sampradaya Pradarsini is 
highly laudable - a homage celebrating the centenary year of the Pradarsini published 
in 1904.

Pradarsini means exposition and Sampradaya tradition, and Sangita music. So, 
Sangita Sampradaya Pradarsini is an exposition of musical tradition. Dikshitar’s 
Sampradaya Pradarsini is a highly valuable, exhaustive, monumental treasure gifted to 
South Indian Music, in which he deals with various aspects such as lakshana, Iakshya, 
theory, practice and the art and science of music.

Notation is a fairly modem innovation. The origin of our music is traced back to 
the sama-veda. the hymns of the saman-chant were solemnly recited, listened to and 
absorbed in mind and heart following traditions of sruti and smriti. Sruti is that which 
is heard and Smriti is that is remembered. The Veda-s were not written down.

Learning along this lip-ear method is rather difficult. In course of time, later student 
and artists started to use notation as a guide to memory. Of course this had its own 
benefits. For it definitely enriched their knowledge and enlarged their repertoire.

Coming to the notation part, I would like to say Subbarama Dikshitar has explained 
the gamakas with vina technique, with one finger or two finger placement on the 
strings; he has explained these with notations, with gamakasigns. To capture the 
nuances of our classical music, scholars, musicians and musicologists have resorted 
to signs for music to be written down.

The gamakasigns are of great value to students and performers as it enhances their 
practical knowledge of how the Svara-s are handled. Hence notation is an important 
part in learning music.

A boon of good fortune was bestowed on me by the tutelage under my gum Sri 
Syama Sastry, the great-grandson of the illustrious composer, Sri Syama Sastry. With 
affection and care, my gum taught me over a hundred compositions of the Sastry family.
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It was highly inspiring. While learning, I was not allowed to take down in writing even 
the sahitya, text of the compositions. With all innocence and zest of a sixteen-year-old 
college student, with paper and pencil in hand, I pleaded to let me jot down at least 
the text of the songs. But I was not allowed this. The tough retort from my guru was; 
'When you can learn and memorize the lines of Milton's Paradise Lost, can you not 
just take in the simple words, Amba Kamakshi, Mayamma, Talli, Nannubrova'

Coming to the topic of notation, Sri C.S. Ayyar, my father, in his authoritative tone 
strongly urged, “you have received the precious treasure of Sastry’s compositions. Of 
what earthly use is it if we alone hoard this treasure? The entire music world has to 
benefit by this. You had-better study the gamaka- notation as rendered by Subbarama 
Dikshitar in his notation of Muthuswamy Dikshitar’s kritis and write down on those 
lines the compositions of Sastry and his descendents”.

His command was so powerful that I took this as a mission. As early as 1947, the 
first publications of the Sastry-family compositions in three volumes appeared with 
gamaka- notations. Later, Parampara, an organisation for the promotion and preservation 
of classical Carnatic Music published in one volume, seventy-five compositions of 
Syama Sam with text, translation, transliteration and gamaka notation. The next volume 
of the compositions of Subbaraya Sastry and Annaswamy Sastry was published in the 
same manner.

With this background, I thought I could do some more work on gamah-notation 
in Sangita Sampradaya Pradarsini as given by Subbarama Dikshitar. This lecture 
demonstration is an offshoot of my dedication to notation based on the foundation 
laid by Subbarama Dikshitar. I hope to do justice to your expectations.

And so, I wish to say how Subbarama Dikshitar has explained the nuances of 
the gamaka-s. He has done this with vina technique. He has explained the gamaka-s 
by explaining how the svara-sthana-s are played with the left hand using one finger 
and double finger techniques along with right hand plucking. All this is beautifully 
described. He was a Deviupasaka; he addresses the Devi as Dasa-vidha-gamaka-kriye: 
The originator of ten types of gamakas'

I wish to just relate the explanations given by him. I have requested Prof. Bhagirati 
to read the Tamil version and I will give the explanation and demonstrations on the vina 
about the gamaka-s given by Subbarama Dikshitar. I will confine myself to the gamaka 
notation adopted by Dikshitar following it up with a short addendum to the theme.

The first is Kampita-gamaka.
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Kampita means a shape or oscillation. So this is the beginning of the gamaka-scale. 
Hence Dikshitar starts with Kampita Definition form the Pradarsini:

1. aabtSpib. o&anasvruSleo gK?a»gpni) epri eh)ajrrewprrear$$eo em<x eBjevaenen erajefilgth
&s)eu&>&> Geuem®($L£>rT ^sueSl^ih _gst emeua^i f̂em&uugfiGeu 9>ibi3̂ LDrr(̂ LD.
S>0 &{r6rv$rTGST£$(2<5V,3uj (g)L_gi/ eg)<$ L̂l.QieSlrr&nsoiLiih rt>($l€$£r€*nfiUiL/Lb Qfrf&sm&numLj etneuagfi 
prsffie&uj /̂GinffiL/ugj/afU) tLessr®.
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: arr £|)/5£  aibiSIpQu) jyjgjtb.

Dikshitar has used this sign "---- " to the kampita for the svara oscillating from the
higher note. The sign is given over the note.

Demonstration on vina : the opening line of the ata-tala todi-varna: gaa ma daa. 
The oscillation starts from the highernote ma. Another example demonstrated: the first 
line of the chita-svara of the sarqe varna, gaa ma pa, gama dadaada.

By observation, we find that the kampita-gamaka can come from the lower svara
also. Example: demonstrated ----  the opening line of the todi adi-tala-varna of
Annaswami Sastry —

gaa gaa rigari ma maa

ka ru naa katakshi

Here, the oscillation for ga comes from the lower svara, ri. So, I throught as a 
further development of the theme, this can be taken as another variety of the kampita- 
gamaka and represented by a two wavy line "/>~ " over the note as against the three 
waves represented already for the gamaka from the higher note. An example for this 
type of oscillation(on the vina): gaa ga ga in Khara gaa hara gaa priya raga

Chakkani rajamargamu---- the sangati of this pallavi line in the higher octave. Here
the oscillation for the gandhara comes from the lower svara chatursruti - rishabha. 
This gamaka oscillation is important because we must know from where the gamaka-s 
start. Gamaka-s are so precise, minute, meaningful and impressive that we should have 
in mind the raga-svarupa of the svara that enters the raga.

I am sorry to say here, that in Todi raga, many budding violin artists give a strong 
hold on the position of the chatursruti rishabha and then begin the oscillations to 
get the kampita gamaka for the gandhara (demonstrated on the vina) this should be
banned-----as where does this chatursruti-rishabha come into raga Todi? We should
be very careful and clear as to where the gamaka starts.
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Passing on to the third variety of kampita, this is observed on the svara itself which 
brings out the raga bhava: (demostrated)

gaaga gaaga

Bhava raga talamodini (in Kalyani kriti o f  Dikshitar)

This oscillation on ga itself gives the full svarupa, the essence of the raga Kalyani. 
We need not go up or down. So, in notation, this gamaka can be represented with a 
single wave above the svara. Thus the three types of kampita:

1. From the higher note '—  (Three waves),
2. From the lower note - - (Two waves),
3. On the note itself - ^  (Single wave).

The last variety can be observed in the rishabha of madhyamavati-raga; ri rii ri: 

Kamakshi lokasakshi (Syama Sastry)
Dharmasamvardini (Mutthuswamy Dikshitar)
Chelaluvameera (Tyagaraja)

Anupallavi of Alakalella

If we want to learn the exact structure of the gamaka-s we need to go no further than 
the authentic versions of the mighty compositions of the musical trinity. From these, we 
can learn precisely what the gamaka-s are meant for and how they are administered. 
They are very expressive (demonstrate Madhyamavati rishabha; Alakalelladagagani)

Tyagaraja has immortalised this rishabha. If this rishabha in Madhyamavati - raga 
is not oscillated, like rakshasa-s, the raga-s Brindavana saranga, Manirangu, sriragam  
- all stand at the gate to grab the rishabha to their bhava. I wish to say how Tyagaraja 
has immortalised this rishabha.

Our legendary painter Sri. Ravi Verma has given us the picture of the palace scene 
of Janakamaharaja, where the young handsome Sri Rama takes the siva-dhanus to win 
the hand of Sita. Sage Visvamitra gazes on, admiring the beautiful locks dangling on 
the young prince's forehead. This picture is painted by Tyagaraja in music: 'Alakalella 
Adagagani' (demonstrated). The dangling of the locks is described in the oscillations 
of the Madhyamavati -rishabha:

rii ri ri ri ri
aa da ga ga ni.

There are so many other pictures that flash in my mind: but I do not want to go 
at a tangent to my topic.

The next gamaka is spurita

Definition from the Pradarsini

fWLfflpib : ^GrrrTQiDemSiSljLDUsrTiLJLj Gurr@Lb epeuQeurr(̂  eiveurrrsiaeiflgjLb
effenemuHleomiSleyiLb #nrfrr&§)evrTu5)es)iiii ^rjemt—rreugi erveur7£$eo ^uj-UUgiGeu ervLfrfl^LDrr îb. eruuuf. 
Qiuerfleo, e&enemuSleo erv erv enmeniib Q/rnLevu— erveurrpempu iSlu)-a(8jii)Gung/ suL̂ leiSlrremev rgleyrrp 
effiLuf.§i]U) pQeSljeineo optlg) eSiLuf-gnib epGp arreogtjjleo eneuagia Qarreisr® (yxseo eyiLg erven rrg>6S)£
i£iLi^. f£laprr$ e3L-i^.e&(i^^ib. &L-($ieSlrjaneo en_maeo p l̂eSIrreneo lclL($iQld®£&> i£iL($ii—drr
pQieSlpeneo eyiLgj effiLisj-eo ^uf-uugiGeu. QieueBgLcrraGeu mpp {§)0i L«b)l_ erveurj-ervyiflgiEjaesmu 
Gu&& QffiuiLjib efil$i5i&enerT Q&nerrai.

erv erv (ipgetiltu ^Gprreyema&ipwibrTiueiityih ^priLeeu— erven rj ervLfrfl̂ iEixemerT eflemewniSleyjiii 
&mfrr$$eyiii) Gu&ibGungi <£/($)££ meuij$G$n($i Gu&ib. fL.<&npemu> ervi&em, rflewrfi, 
(jfi&ieSlptLrT&Geu mpp QjcnLatU— etvenijiEî ierySî uD ^rfilrhgi Q&rrerra. eivqffl$ib eraip 

erv^rrevr^eo Gur^enm erersrp <$rt eSlaevuLDira# GlerTeogySlrDmiadT.

(As Bhagirathi reads, vina is played to describe the tapping of sa sa ri ri) Dikshitar 
has explained this technique as vina-gamaka oriented. When you pull and tap, the 
jantasvara-gamaka is experienced. Dikshitar explains this in a beautiful way.

Spurita actually means throbbing. Dikshitar gives the sign of three dots as in the 
sign therefore. As we use dots over the svara-s to denote the higher octave tara-sthayi- 
svara-s. We can join the three dots and give the sign as triangle A over the svara.

Later, Dikshitar says in pratyahata

iSljpturr&idpii) (u itf>ujJ6i/nf,tb ) : v îGuGjrran)mr&£ljt£>LLrT& eu($ii> speuQeurrQfj QjrriLem— 
efvoi£r/5/<s«r%2/u> QftijsMi—neugi erven rrgemg eSesremuSleo i enrrffluugjGen L5lrr£iurTarT$u>rT<gjLb.

eruuis^Qujesilev, effenemuSlev erv erv ereinp/ (jftptiiQtb r̂riLesiL— erven rTgengu i3uf.s^ibGun^j 
gg){_g/em<£ &L- Qefilirev iLn$$rjih z_ ott ayi'.gg erv̂ rresr̂ l̂eb emenggn &(Lperrerr r§eyrT8>
etv&rresrfgiiafQ toiLQieSIrrei) iSlpem® ĵpmr^u>QurT(ipG  ̂ pQefil petrei) LBiL($it—m  eqnLgg
etv r̂revr£$eo ^is^uGurr^i eveuaa GeneforQib. ^juuuf. Gurrgi r£leyrr$ etmrresifg isiQ
iSlpem® enpg &iL®eSlrres>eo er($)««« <9ki_/7g/.

(jfteuefilgLCirT&iGeu u>pp ^enGrTnememm^rriLiLmu enqjjLh eyenQennqy ^rriLenL- erven przi&es>erT 
eurrfFlSi(9fiis eSlgmisesrerr Q&,rflrr\&i Qarreirra.

effemenruSleo erv erv (Lp$evrreer ^enGrrrra/Dem £g)jR!_«5><_ eHvenrjmaesm enrrSla(§ii> Qurrcig&i 
r$l§jhT3fFhurreo ^i^dsrGinev erven rrib *$/£) j iiLuiLmuuGu&u). tLgrrijemii): ervrfism, flavrgl. QjenefilgLDrr&Gen 
iLjbp g)(7L_6®>L_ erveurr iSlrjfgturTairTSimi&enetTLj L5)q-«(gii efilpmi&emetT ^rfil^ i Qarrerrs.

The finger technique of skipping is described. Actually pratyahata is the reverse 
or avarohana form of spurita which is janta-svara in arohana form. Though we have
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so much of presentation in the vina technique, the sound produced is the same. So, 
we cannot call this a separate gamaka. Dikshitar gives a note later.

afcncraniSleo eru (p^eorrssr ^6uGrrrrQmmr eweurriEiaenen ojrT&lSi(§ub Quirrp*i
v3 l$rt&&UuiTG0 tG lasv mevrjw ^ 1 $  ^ jiL u ld it iljuG u ^ ia . B-prrtjemib : eru rfl eru, $  «ru /#. 

^ ja j a f i l g L c r r & Q o j  i A p p  Q lc r iL e m —  e rve u rj iS \rj$ iu rT& rT$m i9>es>e tTU  iS lu f - a ^ i is .

He says, a higher note is heard sometimes. I was pondering much over this as to 
where we can get the higher svara in janta-prayoga. Later it struck me that in Adi-tala 
Kalyani varna, sa saa sanidari sa-ninidadapama, the second phrase ninidadapama- we 
play the second svara nini as niisani and da as daanida with the gamaka, touching 
the higher svara, pulling the in between sa and ni on the previous svara-s, ni and da 
respectively. We do not play the phrase in the ordinary janta-svara-prayoga , touching 
the lower note. So I concluded that this gamaka of janta-svara  in avarohana-krama 
or the descending order comes with a gamaka-sambandha form. So the pratyagata  
can be represented with the sign of an inverted triangle over the svara "V".

fA summed-up presentation of the vina technique of spurita and pratyahata: in 
spurita, i.s., while playing the double notes in the ascending order, the second note 
is to be tapped; in playing sasa, the index finger is placed on the lower note nishada, 
and without lifting this finger, the middle finger is tapped on the shadja note while 
plucking. In pratyahata while playing the double notes in the descending order the 
technique is different. First the index finger is placed in the shadja note. This is 
quickly skipped back to the lower nishada without lifting up the finger, while the 
middle finger is tapped down for the second emphasis, while plucking in gamaka- 
sambhanda, the higher note is pulled with the two finger in the note.]

Here, the importance of gamaka-notation is felt; so also gamaka-sambhandhe and 
janta-sambhandha varieties.

Here I would like to recall an incident which led me to thought provoking aspect 
of gamaka; in my young age, I had learnt the Suddhadhanyasi-varna of Sri Mutthia 
Bhagavatar from a book. Years later, I heard the rendition of this varna by the disciple 
of the composer. In the second line of the pallavi, the phrase papa-mama-gaga- 
sasa was rendered by him as panipa-mapama-gamaga-sagasa. I had practised this 
phrase in the normal janta-svara-prayoga as papa-mama-gaga-sasa. Then I realised 
that this janta-svara  phrase is presented with the gamaka of the higher note, which 
justified Dikshitar's explanation of pratyahata. I also realised the value of guru mukha- 
paatantara.

The next, the simplest of all gamaka-s is nokku. It is just a stress; no oscillation. 
Gamaka-s need not always be with oscillations. This nokku is a straight pull. 
(Bhagirathi reads the text:)
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w erueupiii&etfidsr Q&rtaenauSlev ejx$ erueurrpemp ^l(Lp&$u (Glprr&Si) iShsj-uuQp $(iyuih *3ieoeygi 
Qprr&@ eTfaruuQiib.

w w w w w
&-£rr/r«9«rii> : ($ eru arr), (rfl urr), ($ eru rfl & la uit), ($ eru rfl eru).

In Sankarabharana-raga, when we play sarigama, the ri is given just a distinct
stress (demonstrated). This is nokku. The sign given is a beautifully written 'w'. We
see how his gamaka is played with two fingers. We can produce this by pulling with 
one finger also. But for aesthetic presentation, we need two fingers. I feel that the 'w' 
letter-form is a very appropriate sign. This sign is presented over the svara as usual.

In the next two gamaka-s, we have the introduction of anu-svara-s\ these are very 
important like the people who work back-stage. They give all strength and colour, but 
do not appear on stage. Similarly these gamaka-s for which anu-svara-s, are provided, 
are not pronounced (demonstrated). When we say pa-ma there is another pa touching
in between the svara-s i.e., before reaching ma, a soft another pa is heard---- this
is anu-svara. Dikshitar, in his notation, presented this in a smaller type between the 
two svara-s. Here I suggest this anu-svara is written just above the line (between the 
svara-s) with its sign, as we do not pronounce the anu svara when going through 
the svara-line. The sign used for this gamaka-ravai is an inverted V letter over the 
svara.

(i) jsmsu a  erG&epiLA epri »rrerufirresrf,̂ e6lmrr̂ i  i£iL(S>i—esrrreugi ifiiLuf-etileoeurTiAevrrQjgi 8p  Srjfienp 
QjL-gjieMi pQieBrjecrreu GeuaiAmu prsfianiu ifiiLQiaigi rreneu eresruu($itA.

A A A
B-pirposmA : u u i A , L A L A  a, rfliftao.

With or without plucking, keeping the finger on the svarasthana fre t, and then 
with a fast plucking, lifting up the finger which is on the in-between svara gives the 
gamaka-ravai. It is given with an inverted letter v as down.

The second gamaka with anu-svara is khandippu.

(ii) &6Btsnii-ULi V eparjpi, (Deafer® *3ieoeygi tyxmpi amsoaeifle6lriTfrf@i pnfdguih i£lL®l—&st §>(9 

*[T6ro$rT«sr$§le5lisgi erG&miii) 6 7̂5 $ p  &pdu$rresr$§ip<§ $)prBJ&) B.i—Gesr iSiLisf. epGpgyii> /fleoeomAQ) 
grCfegfuii> QevQprrqy dp  &rjetu$rresr$$prg) i£iLis^wwmA&) ^piii^eugjGeu ^eisw^uq eTesruuQtA.

V V V
c_ <5r777«jwLb : u i A & , u a  rfl, urfleru

(iii) aewrq-UiSlm ^pefori—rreugi <3u$ la, GlaQo) « 6w rifL /L /« 0  Q&rmrreareSl&QiA Qjijsfar®, tpdirgu 

^leoeqgl prrar(§ &rjm&effleSl(rf)p$rT8i§yiiA i£iL($iL-m  6̂ 9 îreru^rrenriSeiSIri îr^ i  &($$$£iii> fprf d p
9trjtt6jbrrm$$p(§ Qjpriidrear c_i_(5«ur $tii§luSleir prrpii) Q&rflrrgtirk Q^rflujrr^i(§d<§iAuq. n-i—Qeer 
dSiLq-aiQarTefar® grrqrfisurT® GevQprrqy dip &rjeru$rTesT$gia(§ ^jprsiSlesr tu—Gerrr ifiiLuf-aQarrem® 
gnrtyGam® GevQprrqr, d p  8,rreiu8,rTesr&l9>ia>(§> aiq̂ euGg, aetisruj-ULSleirr tĝ rjefori—rreugi (Su$iArT(§iA. 
(uu>/rf), (iAs/if), (atf/em).
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Khandippu is similar to ravai in the use of anu-svara. The suggestion of writing 
the sign above the svara line is followed here: demonstrated: When we play the 
phrase ma ga pa ma rii in Surati-raga we do not play ga between ma and rii but 
we are aware of the position of the gandhara when the rishabha is dropped from 
the madhyama so this in-between svara ga is the khandippu gamaka.

In Sankarabharana-raga in the phrase gama-dapapa-risaa (demonstrated), we 
have the khandippu on the svara ga before the slide from panchama to rishaba 
similarly in Saranga-raga (demonstrated),

Ravai and Khandippu are important gamaka-s with the anu-svara-s written with 
signs in short letters above the svara line, in between the sliding svara. Presenting this 
in the svara line itself, as Dikshitar has done, brings in confusion, as the svara-s are 
not pronounced when we read the svara line (the anu-svara-s are not pronounced) so, 
the suggestions of the anu-svara-s in the signs above the svara line is advocated: The 
sign of khandippu is a surd ( V ) in a smaller size and that of a ravai, an inverted 
letter 'v'( A ).

The next gamaka vali is also full of anu-svara-s. Dikshitar has given the sign for 
this gamaka as that of an arc of a semi-circle (n).

He gives example for this gamaka in ragas ahiri punnagavarali (demonstrated). 
A whirl of svara-s is presented in circular or sliding movements. Vali mostly comes 
in chowka-kala phrases. The long drawn phrases are suitable for this Example 
demonstrated in ragas ahiri and Punnagavarali.

susifl 6^0 oirrero^rrem^GeoGiu grj>f£)eis>iu euemeneurruj^ &Lprj)r$u i3uf.^gj epampi f^jfTem® ^eoeogi 

Zymrip] &rreoaeifieisr &rreitwj eu(nju>uuf- Q&tueugj euetfhurr^u).

(i) g>0 &rjui3rjGiurT&ii> fy-g/r ^feoeogi grTptgl $)!5& emgeugerogrrem^eo prsSjlemu §>0 lEiLi—rrs,
LBiLuf. Geu^usmu rgleyrTgih Gu&ibuuf. p ts^sm u  (gjapdjg/ LD/p/uiq.tL/ib em&euaagi/a a  eur̂ gii 

&rj£$asr tfiiLesu—U GurrL-Geuem®iis. £ j )£ / i )0  @jeo&SltuLDtT0i Lfdsrmrr&eurrmifi (Lpge&tu rjrr&i 8figg,em 

stQ&rrrfl&esmu urrria&i.

W X n
(ii) $ij6m®  &rjui3rjG\urr9>w&. ero/r£l $  rfl $rr u. es>$eu$eio$rTesr$§)leo §>0 i£iLi—rrs,

6s)&jsu&)&)6s>3) Q^n4,(^i—m  LEiLuf. ppGjlanuj &y>rbjpiai$eo $styrr$$es>$ g iiL u w m u s  arremiSl^gus  

Q&rrem® emgeug erog,rTesrs\gi<ir§ supp U(er,eiDg,$eo iBiLQiuGurrL- GeuemQuu. £g)£/D0  ^eoa&huLcrrg, 
'-9jfl/nrrrfl (Lpgetihu urrarsiaemetrL] urTrias.

(iii) {tpQsnpi 9'tjui3(jGiurT9iw& gr§grrerogrru {§)/5£  Gl^uyeo rfleyrrgigGjia) SLetierr &, r£l grr ero 
Gi]6s>tj&(§L£) (yx&eo ettgeug ervgrresTĝ leo epGrj lEtLi—rrs, QrarrSi(§L-6sr iBiLuf. »Lppnjieû leo rfleyrTganpa 
&,rremi3g§i eroaeu&agi&ra gpS$emuj Qarremffieijrigii iMpuisf-upi) eyiLg>ii> Gu&ihuuf. gpGfi&ntu 
ĵrLpggiutSluf-&g,i prr u - ĵaieSlrxemi— &rj-g$tj)(§ih QeueuGeugi lSlL® lElL l- GeuemrQius.
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Ql&pag) (jfieoa&ltuLDrra firfurrrf, ^ fL -rrem ir (LppeSltu tjn&m i&asm uunn& g,. Q ju u u f-u u iL i— Qpdsrrpi 

&pui5lrrGturTaisi0ii§n)6i(j§ Pi Q ju u u f. Q urfliu eueirterreyii, epty& rju t5lrjGturT&iii&<§njdi(g) D Q ju u u f. fflrfltu 

euemeneyih ee>euA6iuuiLuf.(^uuem^4i &euedUnm&en.

The next gamaka-s are the jaru-s. These are very common in Hindustani music. 
Jaru is a slide. The ascending format or the slide going in the upward direction from 
one svara to the higher is called yetra-jaru and that in the descending format, yeraka- 
jaru. These jaru-s are represented by slant lines, going up and coming down.

(i) 6jjbjDggrr(Jf)- / $p0 <ftf7js£)6tf)0/5£/ i£iL®i—m  Guseo airrai îSixrrSlepiils ^evevgi
$rrem®, (yxmpi ^sveogi iLja&rrmt&rrrTLbrTS, er$$emesr &p$gi&<sirreijgi CoiDGO&trggjSiQ ejjrygeo ejptp 
grrQT) eresruu®Lb.

B-grrrjesmw : etv/rfl, ero/a erv/iD, ero/u, erv/ero

(ii) \ GLDfbQ<frr<ssrssruuf.Guj i£iL®t—msr Guseo Syp srrr^gidrg )iii<§gev
ggrrqij ereeruu®LL.

tugntjesmih : ero/rfl, erv/g, ero/u, ero/us, ero/$, ero/eio

In between there may be many svara-s; but they are not pronounced at all. In some 
places we do not know from where the slide begins —  starting from nabhi. (demonstrated) 
as in the starting of the kriti Oh Jagadamba (demonstrated); but we know exactly at the 
end of the line; that the slide extends from ma to pa (demonstrated) here, the yetra-jaru(/) 
is from the madhyama. We can draw the slant line starting from ma upto pa. Sometimes 
it is not from one svara alone; when we repeat the first line of anupallavi of Chandram 
bhaja in Asaveri raga, it is played as nisa sa. nisa comes in the higher speed so the 
yeraka-jaru(/) sign is given here.

The next gamaka odukkal is explained in the phrase ga ga ri sa of the chittasvara 
of the Bhairavi ata-tala-vama (demonstrated). The light pull on the svara (here it is ri) 
sometimes covers an oscillation; slight oscillation which resembles a throb manifests itself 
in many of the gamaka-s. This is not like tremor of Western music (demonstrated).

(i) X Qigii Gi&eoeroeurrpenp $£etveurjGrogrT6sr$(ji!<so iSuyuugi. GLDeoeroeurTgeng
SlyperoajrTeiv r̂rear êo effenemuSleo i£iL(Sii—dir i3is(.uugiafib, rrrraiEiaferrf&tgjg gaauu}. tydnrpi 
{£)pessr@, (ipempjeroeurrmiaeiT euentj tfiiLQL-m ^eiveuijerogrTmg^ieo $p$esiiu u5lu)-$gi

su0Q7$/ii) B-efor®. ty&srjrn Gmeo Gurreugi gtreouib. (%)&/ jyevrruesrp^lev

Qeu(§eumu eu^th.

x
B-g>mjemLb : (rfl a  rfl) $j$eo rfleyugeng LEiLuf.emeyu.eisr ^(5^ ero^rresr^GeoGiu lEiLQiuGumL® 

&rTtp$rrjiii Gu&ibuuf. $p£)es>tu ^(Lp^giuiSluf-ggi i$tp(§ [fleyuib Gu&ibuuf. Q&iljuj GeuemQiub. 
(rfl I id /  « rfl).



Orikkai is a gamaka where the touch is from the lower svara as in the start of 
the kriti Tulasidalamu in raga Mayamalavagowla (demonstrated):

ni da pa

Tu la si is played as nii pada mapa

Tu la si

(ti) tyiflenai. —  t£iLQiL-ar 9 0  &rrib Qfmjpi Qjugieto&uSlfhr
^uiSlujn&uQX&ibrreo stopeoamnw uev &patij&rmsrw&9sm ^ § is,Siui3is^f^ i Qhdiei@qjG$

eprflsoa fT«mju@)ux.

a-$irtj9anb : cn> $  $  u  u> *  rfl erv

This gamaka is represented with an inverted sign of the resembling a bird.

Sometimes this touch goes up to the higher svara as for example in raga 
Sankarabharana, in the phrase da ni saa dapa. The tarasthayi-rishabha is touched 
after the shadja (demonstrated) This can be represented by the reverse sign of the 
orikkai.

The next gamaka-s Dikshitar explains pertain to vocal music. He does not give 
sign for these, but explains the voice modulation in each one of them, how they are 
done with a closed mouth. We have heard these from vetevany vocalists like Chembai 
Vaidhyanatha Bhagavathar, Jayamma, the daughter of Vina Dhanammal M.D.R. and 
many others.

The gamaka-s are humpitam, Namitam, Mudritam.

fW iid Pp ii). 9 0  <»£7$£)q5)0£$/ /5OW0 , ^eusyg/ q (lq apisiaar 6uonrra(§Lh. ^eoGVgi

paauuf- dv$miSlaja>[T4i@u) QB)̂ ,ia&rrpr$G$rT® srrpioerT eurrpiu a_0«5)avL/
Gurrw % 9 0 ® g / prrfi f i*euenri&gua Qanston-rrSlQjih ^eoeogi Qme6l($^gi tympogia

Q&rTaBn—rrGlgiiu) Gu&ihuiq. Qfiueugi fUD ûAShjf&umtgjih. fyou ggrr(tf>aSlsbr Qu$Qu>.

(tpptflpih. surrsniu (tpu).aQarTGssr($i urr®o/£lw B.smi—rr(§ib (y>$rfl$u>rr(g)ib.

g)/5# suMitii &rTrfrT?@t*{§ cr«np Q&rreuajrrrtaerr.

piri£l$th. fBrr$mi&foetT& rggp/naffl j£iiLup($$rTeiifK$turT@) urrQeugi ^siisvg/ dJeoemuSleo 

eiM$\uu$nasrGO 2.6ttn—tT(§ii) frrriii&eifim ,j/cn<Fa/ pmAfiGiLesruLiGiib.

So we see in gamaka-notation, the signs given to each of them as in Sangita 
Sampradaya Pradarsini.

The further modifications are:

Kampitam - $ibi3$u) —  —, ~
Sphuritam - etoLfrfl&ib A
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Prathyahatam - t3p&turTarT$U)
Nokku -  G)/5/r«0 w
Ravai - rjrsmeu A

Khandippu -  g,mruj.uq V
Vali - sugiR n
Yetra-jaru -  Gjfbrogrr® /
Yeraka-jaru -  @ lpi5i*grT($ \
Odukkal X

Orikkai

The last gamaka tribhinnam is exclusively a gamaka employed in vina-playing

GtlifliSPssrainb. {g)/5£> <#lo« u ) effevGssrQjrrfFlSigjtb ffiL\u$$<so p(Q6S)Qsr e-emt— rTeugpamLj fflev&lev 

eiLiuiBiseifla) wpptjutQ&w &on!jevfi\ sĵ rrsuQ̂ rr(̂  &j6W$rrm Qu>iLuf.eo £g)/_jj/«5)«
frLLQGSirjQnGCimrreijg], pQGfilcrffneoujrreugi ^fsoeo^i QjrrseSlireo<xesteiriLiu> G&rfjBprrcugj uQaem&iurruu 

^(Lp&,§?ias)6i]ggi<& Q&rrem® GUGVgjema eSlpremeo GLLjpQ&rrm&sr {tpmjpj ^^^G sm iLfth  epGp

u?lL/_rr<gi6ijfr&)gpfLb. &,̂ &&>&ffiujrT8>ajrr&i®l)iLb ifiiLQieuGg $rflL5lmanQLDmurrria&T.

Tri bhinna may be taken to mean broken or expanded. The three strings of the vina, 
Shadja, lower panchama and mantra shadja are plucked one by one or simultaneously 
when svara-s are played, the fingers of the left hand are kept flat lying down and 
one plucking is done for all the three. This type of plucking gives the sonorous effect 
of the instruments. The fingures of the left hand are kept flat on the svara-sthanas 
(demonstrated).

In tana-playing these techniques are largely used (demonstrated). The same svara- 
sthanas in the different strings bring out the unison of the svara-s in tetrachords. The 
improvisation in tana playing demonstrated reveal the possibility of the usage of this 
gamaka. The same or parallel svara phrase in the tetrachords given by the three strings 
enhance the raga-exposition. Imagination and improvisation bring in more symmetrical 
phrase.(demonstrated): rii-rii in the upper octave, as a parallel to the svara-phrases paa- 
paa in the panchama region and more patterns like ga ri ri and da pa pa; ni da pa pa as 
ma ga ri ri in different finger techniques in raga Bhairavi. Similarly in raga Arabhi as 
rii ma ga ri and daa sa ni da and similar patterns are demonstrated.

Akara-meetu and svara-meetu of the vina-play enchances the structure of the tana. The 
simultaneous or individual twanging of the pacca-sarini or the three side strings tuned 
as sa pa sa add to the enrichment of nada. the pacca-sarini strings provide the aspects 
of sruti and laya, making, the vina a complete instrument best suited for the exposition 
of the nuances of carnatic music. All these techniques are handled in vina-play.
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Demonstrated

tana-playing in ragas Bhairavi, Mayamalava-gowla, Arabhi, Varali and Sri. 

Referred to different gamaka Demonstrations were provided by transparencies

1. Kampitam

2. Sphuritam

3. Pratyahatam

4. Nokky

5. Ravai, Khandippu

6. Vali

7. Yetrajaru, yerakajaru

8. Odukkal

9. Orikkai

10. Tribhinnam

11. Mudritam, Namitam, Misritam

12. Gamaka - signs

astb tS & ib
sSsnsmuSisy siG gsyiib sprt stvsupsrvgrTasTg$sv $ i —g i  an&> sSlpsvaansrr sraisSgin ansuaa GsussttrQGuirT 

^ais&giJb iBl- Q l-Ost smsuggj g ^ a n i u  ^ a n e u u § iG su  aibdlgLDrrgin. sjxg ^psivgrTstsrg^lGsy $ji—g l  

e®>« #tLQ>i eSltjeneoiLjih pQsfil pansy up ib Qstfaian&ujmu snsug g i grr>$anuj ^isn& uug /ib  n sm ® .

tLgrrpsmiii : &rr £j)/5£  aihrilgGw ^stn&sp 

aubiSIgib : (grfiuLf

1. —  ^ a n ^ s if  Gmsy &rr&i&leSlfiTfti\&,i

2. ~~ $Cp *tTg&ls6lr$rkgi

3. ~  ^sn& sif srvsupsrvgrrsarg^lGsyGuj

Kampitam

The author has introduced two more variations, two waves and one wave
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eroifri^ib
^G prr^sysm a Slpininmu G um gib spsuQsimty ^p tL an t— srvsupriissifls^/Lb sSsnsmuSlsyrruSl^iib 

■mtfrrSi&GUmiSlftfnb  ^ jp sm i—rrsugi srvsupg>$sv ^u p u u g iG su  &vnrf\gui!Tgw. sruuui-Qujafisy, sffsnsmuSlsy 

srvsrv srsmaniLb ^p iL a n i— sivsupgsngu i3upa(guD (Sung/ &lL($i eSl pansy rSlsiprrg s3iLisf.§nu> rr>($isSl pansy 

sipL—gpg affL-Uf-syiii) spQp arrsy£$sy onsuggia QarrafcrQ, (Lpgsy a f t' $  sivsupgsng i£iLup ^Istprrg 

sSiLufe&(gSi(§u) &iL@i sSlpansy sri—rruisv pQfisSpsnsy mL-QQiLsrQiggi u M (5 )i_ c 5 r  pQsBpansy QfL-gg 

sffiLuf-sy ^ispuug jG su . sffss>smuSl§gjib ffm fp g ^ ^ ji ii  ^ ® g g  srvsupgQgrr® Gu&ib.

MLgrrpsmu) : srvrfilatv, rflsrvrfl

<g$uip : A

Sphuritam

The three dots above the svara line have been replaced by a triangle 

i8fTa»uiiTQina»ii)
r*\suGrTrTsunsM3>§irTiLiLrT& su(gii> sj>suQsurT(§ ^piLani— stvsimrEi&srRspiLb Qjpsssn—rrsugi stvsupgang 

sffansmuSlsy ^uf-gg] surrffiuugiGsu LSlpgturrarrguimgub. sTUUUf-Qiussflsy, sffsnsmuSIsy srvsrv srdsnpj 
Ql!Di5j(§)ih ^jpiLsinL- siosupgangu iShpJ>(gibGungi @ii—giana auLQisfilpw inrrg$pin lEiLQi—asr sipiLgg 
srvgrrssrg îso ansuggi &(Lpsrrsrr rfilsiprrg srvgrrasrggiag &L-®s&psv iSltpam® ^jpriiginQurr(i^Gg
g(jj\sSlpsinsv lEiLQi—asr sipiLgg srvgrrasrĝ isy ^upuGurr® ananas GsusmQuK Qjuuuj. ^upagin Gungi 
r§siprrg sbgrTssrgaiarg lS/dotst® sugg aiL®s£l pansy srQaaa Sii—ngj. sSsnsssruSlsv srvsrv (tpgsyrrasr 
^suGrrrrsi/nsm QjpiLani— srvsupriiaansrr surr&agin QurrcLpgi ^i^rf^iurrsy ^jganGmsy stvsnpin 
^GjlgiiLuinrriuuGuain.

Q-grrpsmti) : srvrflav, jjlavrff.

(grfluLf : v A

Pratyahatam

The three inverted dots above the svara line are replaced by an inverted triangle

6IJBIT&&
sivsnpii/astflsur GarfdsnauSsb span srvsupgang 9̂f(i£>g^u iSlispuuGg ^(guin ^sosvgi Qgrrag

STS5TUU@Lb.

w w
B-grrpsmii) : rfistva, rfknurr

w w w
fSistorfl&uiurr, rglsrvrflsrv

(gr̂ uLg: w

Nokku : the letter w. No alteration in symbol
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1. USDQI

A 57Gpgryib &rf ^perv^rresr^eSlQ^rs^i ifiiL®i—eemaj£i i£ lL upe$ebevrru>6Vrreug/ 3>ip &p$est$ 

esta r&®efilpeviTeo GevaiLirtu g p ^ e m u  iEiL®eu^j pasted eresruu®ib.
A A A

a-$rrpessnb : uum, ililg, rflrflav

($H$ULj : A

2. sobnjtuii
V ^swvp/, Qjpessr® ^eoevg / {Lpeargy &pi&iaeif)eiS)(ni!5girr£)epjib i£iL.®i—asr g >0 mrreimrresraiSleSn^ i 

ejG&espib ejxjjf Siip #p6h)$rT6BT$$rj)(§ QipmiSl s-L-Gesr lEiLup frhGtnestub  rgleoeomceo erG&esuib 

GeuQprTQ} » p ero ^ rre sr^p ^  lEiLupeoeorruteo QjrDi5i(g>6ugiGeu aessrupuL/ eresru® ib.

V V yf
B-grrpessnb : u ilg , uarfl, urflerv

(§$un : V
Ravai : inverted letter v, (A) Khandippu : surd (V)
For both, their symbols along with the gamaka-svara are shifted above the 

svara line.

a id

P i  6̂ 75 »petv^rresr^GecGiu $(5$ emu euesterrevmu^ iSlup&gii epesrjp] $jpeirsr® ^eoeogi

(ipasrrfi &prii&Gffi<sisr &rresiiu evq^ibuup Q&iueugi euetfhurrQtb.

B-grrpessrib:

1. LfdsrmfT&sujiTStf! : e ^  GpuiSlpQiurraub r£l$rr ^eoeo^t prrrgl £§)/5£  6st$eugervgrresr^eo 
$rs$esttu ^ 0  lElL i—IT  ̂ iElL isp Geuawrriu rgleyrrpib Gu&ibuup £p$esttu (ĵ rLp̂ M  impuispiyib 
ast&ed&Si&t&(§ eurr^i *»i®$£ &p$$aiT dSiLesti—u  Gurri—Geueisr®ib. ^)^/D0  QjeoaShuiLrra 
Lfasresrrr̂ euprreg) (Lpgje6hu prra &rt$$esr siQ^mflaestetru urrri&a.

2. rftfShrflffl : Qjpessr® »pui5lp<GujrreiiK ew/r£l$rgl£rtu. gg)/5<5 est&eu$erv$rresr$$leo 9 0  lEiLi—rrs, 
estpeuppestg QprraQt—esr i£iLup ppglesmj &ifirhgieuG)eo $eyrT$$es><& ̂ iLummuai arreisriSlggjsi 
Qarreisr® estpeup ermrresra^ia ^  eupp u<Q8in$§ieo i£iL®uGuru— Geuessr®ib. 
^jeoaSltuutrra ^aiElrfl (ippeShu prrsuh^estetru umr&&>.

0 / # u l /  : P I

Vali : The semicircular arc. No alteration

1. ffjDjDSlT®
/ 6^0 .»/r̂ jS)aS>0 ff(ffl lEC.®i—an ^®3>&i Gu>eu s,rTj^i3>s,rrSiepiib ^feoeogi ^ 1® $$ $)passr®, (tpdsrjpi 

«$/«u«ug/ u-ia$rretoifrrmLrra er&pesmr 3rpggi&&rreugi Gi£>&)&rT4@i&(9) erjpipeo ejrprp grrqrj eresruu®ib.

e-$rrpessrib : ero/rfl, erv/a ero/ist, ero/u, ero/ero 

0ff5)uq ; /

2. A jdamut® .
\  GiApQ&rrdsresruupGuj i£iL®l-ost (Slow *p$§)a$($$$1 Sip &rra\&iar§ g)p /iitgpw {§)/d«<ss grr(§ 

eresru u®ib.

n-grrpessrib : ero/rg, erv/p, eto/u, em/iL, emfa, em/eto

0/zJ)L/Ly : \

Yetrajaru : upward slant line /  Yerakajaru : downward slant line \

Both symbols are shifted above the svara line

x ® S /  Quteo emeuppesM!) eiveuperv prrenr&ifgieo djluf-uugi. Gu)eoeroeiip$eto$ Sgpetveupero r̂retsr êv 
effesteesruSleo i£L-®L-m iSluf-uugieytb, pn$mi&(§tf)&<g>$> up epmtpj Qjpesur®, (fpeanpiervedpiEjaar
euestp i£lL®l-.«st Sypetoeupem r̂retsr^eo $[5§j>es>iu ^(Lpŝ MuiSisf-s^i '3frjj£ &ifi*Pfi§i&(§ a/0 o/^/ti 
£.em®. (ipe&np/ atpri/atgrpstg Gutev Gurreug/ gj/rfevuih ^)«/ ^eorruetsr^w Qeti(§evmu evq̂ ib. 

x
S-pirpemii) : (rflarfl) (g)£>eu rflapL/<5«n$ lEiLuf-esrajL-afr v^rrem^GeoGiu i£iL®uGurriL®

3, n^rrpii) Gu&ihuup ^^lettuj @(LLggjuL5lLi)-ggj i3iD0  rfleyuib Gu3nbuup Gimiitu Gevesss®iK
X  X

(rfl/ut/arfl) @)/5& i3(jG\urTS,4>̂ epmen ej>euQeurr(n) *pm&esminii> rflei ûetv r̂resr^ l̂GeoGuj i£iL®L—air
dHupasi Gevem®ih. QjeueQpui Guteo &p$es)$a Sffi ^petv^rresr^eo i3upuugi eSestemm(§ 
(tp&ShuGLDiuanrfil, &mfp$S)leo )«/ ippp ^rr^GeuturT^iK

(gjffiluq : X

Odukkal : Cross x, No change.

0nf)flDs
i£iL®i—an «^0 &pib, Qipetir® &pih ^eoeogn (Lpdirjpi &pmiaasten fgji—'g/emauSeb ^uiEliurr# 

uevpprreo (g)(_̂ /a><£ eBpeo&etmeu ueo &peh$rTasfw&esten ep&i&>&lULSluf-S\§i g)/prs/0 Q/(p̂  epifiewi 
eresru u® ib.

rffav $$ u$ ilu &ll rfl&
SLprrpessrib r e r o r g ^ u L D S r f l e w

0/$uq ; -------

Orikkai : bird in flight, No change

The author has recognised the reverse of this gamaka and assigned the inverted 
form of this symbol to it.

---------------------------------- THE MUSIC ACADEMY MADRAS ---------------------------------
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^riiSskoni)
{§);5£ aLoaub effmemeuirSla^ib atAiupf&eo rr(Qmm a-emt—rreugpamu ff)6offleo aumjisiaeifleo 

LLp&ttjutQ&ui wmjmft $rjj§i$6rf)eo ty$rreuQ$iT(rf) ap&wbrrm QiLiLuf.60 $L-§ima aiLQiGSlpmeoiurraigi, 
pQeBtjmsumrroigi ^Goeogi $[T6ssr(S> eSlrrsoam&TtLjib Garf^rreu^j uQamatumu ^fapaSlmaj ^ i a 
Qarrmsr® euevgjjma oSrrevrreu GmpQarrmm ^ipmpi fipfiamomLjU) tyGij LSiLL—rTaeurrSilepiu). 
pedlaaafiliurraeurTSSepiib i£l-® qjG$ ÎffkSlmmQLDmurrrfaeir.

Tribhinnam : exclusively for vina. No symbol

The authour demonstrated modifications in tana playing.

1. <y^ifl^ii)
eurrmiu {Lpuf-aQarrmir® urr($ieu^leo tLemi—ir^ ib  arrmiaetfia) (tp^rfl^Lcrr^Lb. g)/j£

arTrfrrpaiara LcrrgSfirriii otwaj/ Qarreo&jmfa&T.

2. jBirirfl^if)
prrpm iam eaa ^ m p s ^ i  ^iLu^G^rr&sflGujrT^ urrQeugi ^ w w g i  dtmmsruSlev eurrSluu^rreo 

tL.emt—iT(9fU> apisiafim ^imaaj pm^^Gumruu^iK

3. rf)£ri&ii)
GllGsu Q a rrm m  a in a m a a r ^peinr®  Qpmjpj aeopai euQjjuauuf. Qaiupeo i£latf\a>QiLmuu(t)\ib.

Mudrutam, Namitam, Misritam : exclusively for vocal music.
No Symbol. They refer to voice modulation

Index of Gamaka signs in Pradarsini and Modifications and Additions
— Kampitam aii)LSlgii>

} Sphuritam etVLjrflgib A

Prathyahatam iSl[T$ujrTarT$U)
V

w Nokku QprraQ w
A Ravai FfG&GU A

V Khandippu amru^ULi V
n Vali SUfffi n

/ Yetrajaru SjppgrTQZ /

\ Yerakajaru Qlprsjagrr® \

X Odukkal epaiaaso X

Orikkai grflma

• •  fi 9 ^ 9  9 1 *

THE MUSIC ACADEMY MADRAS

<!P&g)cn>«Bfruft $ttt>£lj5[f)<5r prcr&uOTcftoMMMir

Sint. Sulochana Pattabhi Raman

$)ma Guu).ewEJ3,<etf}ev (jnawrreSlmau urri—soaen geifla&lpuLi s.mi—ium6uujrT(̂ ib. u^mrrpmis 

^Upprrmiru^GsoGiu $sueSl^LDrrm euuj-&imia&r eiiipaa^^s&^^m ermaQae^eurrSlp^i. Ljtjpgrjgnsivrf 

Qaiup tjrrawrre&arT, rrrTâ rrefTLcme&arT ew^enfr^amaru uptfil îr l̂Geumb. ^aadbLorr iLfmnGaeSluSlm 

(dev euamrijamerr pnaiLtreSlmaiurrau urrQib evipaaih ^rfil&lGpmK “£)0 l/l/£)

Qaiiitsu—piMsm". uipjpjib “prT§l3 g p $ 3 prr" ermp £3)0 Ĝ eurjptTLDrraamen rj-rraLcrreSlmaturra urr($ux> 

evipaaih Muf-agi eucjTfSlp̂ i.

UmLeroeumS $arf)girt QeumiaGi—au Qu^iurrsh l£§i 48 yrramiaen Qanrmn— tjrrawnsSlmasmj 

$img><bg>eShj 108 prraiEiaerr QarremL- i&pQprT(t$ prraLDrreSlmamujU-iLh ^(njetf)mm\. 

ĵeueSlrj-gm® tTrraiLrretilmaaigtyib (Lpqgmuwjrra (dmi—aaefilevmev. (£a$prt $mamji3eo (ipaSliu8\a/euu) 

Qarremt— prrebr  ̂ urrawneSlmaaeiT ufj (Lp&gtferoeumJH Qauj^meuiurr^iK

^acnoijBiiir jjrTa&uDrrsfleD®

"iurr^Geun inmb urrgn” ^emrTeu r̂rrjmaesm ^i^uum i—iurraa Qarrem® Ljijp^u^rrmif uev 

uQjn~°&rrmT G^eu^pmarraaesmu umy-ujenetmir. ^imeuaetfleo “urrfGp Gan3uix>iLn'' (Qe/venrrrrdfiû [ru)) 

uriiagg (y3̂ iL/QfT6U6U0 ” (gmiurrSi) - $eueSlij6mQih iSlcruevLDirmemev. g>0 urrgrTfj&fiaetv êrorraj r̂rij 

mriiaen <*0 )̂(iyLb $(i$aSlpgi/. ^mrrev ĵestemurrajUD ejaijna s-(r^uuuf.aeh. ŝforreû frrr pnaiLrreSlma 

epmevpu umi—pg, (Lpa>pasm yff (ip^ietoeumB GaQ̂ ih.

$1158) rrrTaLcrreSlmauSlev Qpgeo ^ mi arj’emriia^ih am  (rnamae ê̂ nK ejmesnu prrmQ 8tjsmm]3><§(T)Lb 

i£>mi$etT rrrrarsi&eifieo ^m iLp&idren&sr. lSit̂ ld &<ssr U!Qff8> rrrr&mi&ea aiLpa&i&rrair £I!JLd£§$w 

^ lesnuiueSlevesieo. Qasiremtrafgju i3p(§, uff tjnr&tb, jqttlSI, eurjyrstfl eresrp &rjriLf5$eo S-iherr&ng)#, 

&rrmr&. xQprreugji fffjemiJb gaSl$iu am  u tQ a a ^ m  epmprrm GaprTtjgGjleo n-snsagi.

GUL-QiLrrfil efilujrrarrmr eStua^ (ipmpmuj (Lpgeti gtl-®  apmuiiaeifieu aenu.uLSluf.^(^uu^i 

aeum agiararfiluj eSleytuih. aeoSl ^ai r̂rtTLb $ mes)iii> flaLprr^mso, ug>&>mb arrsm^ec avSluja 

eurjfbmnm GeuiiiaGL-au Qu^wnmenu urTû û enarnif.

$l!5g> rrrTaiLrre&mauSl§naT«n ^ il i—fflruoyfrmach, iSpanso^so Q$rT(§aauuiLi—meu Gurr^jih. 
g>0 rrrTâ aiaraLh (̂£i$>$) rma^aiaraib $memuL\u Gurrso jqmu>p8ji&T«nm. ^^mrrso LSlrjgLc am  

lmaiLrrm pmLmt—atg) ^(i^ibqib (ipmp $eom&).

(Lpa@i6h)6imL£l $a$$qi)a<§u iSlm, erveurr$$ $Qf>!5frar iLQprTprrgrT, 9 0  pGtorreuprrrr rrrraiLrreSlmamuj 

îQ̂ eifhLjaTaTrrri.


