THE MUSIC ACADEMY MADRAS

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, lakshya,
theory, practice and the art and science of music.

Notation is a fairly modern 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 Smiriti 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 gamaka-s with vina technique, with one finger or two finger placement on the
strings; he has explained these with notations, with gamaka-signs. To capture the
nuances of our classical music, scholars, musicians and musicologists have resorted
to signs for music to be written down.

The gamaka-signs 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 guru Sri
Syama Sastry, the great-grandson of the illustrious composer, Sri Syama Sastry. With
affection and care, my guru taught me over a hundred compositions of the Sastry family.

Smt. Vidyashankar, a musicologist and a well-known veena artiste is a direct disciple of Syama Sastri tradition.
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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 [ 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'

Cdming 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. 1 hope to do justice to your expectations.

And so, 1 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.

e
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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. #b9g1b. aferermuiics gCapgpith @i waTMSTHSHN BILg s alFevsemen aevallgib
wds Cuam@Cur syddgh B QL dr wagg siPeow HoFiiugGa SbllsLTEL.
PG sTwgTarsHCaCw @)L g1 wa s Palgemauy sl Ceridganawmi UGS
SHHew JeFUILIGILD o Hw(D.

e grgepnd : &1 @QEE SIsC HeFay HGLb.

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 same 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, | 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): gda 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 of 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

Dharmasamvardini

(Syama Sastry)
(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.
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The next gamaka is spurita

Definition from the Pradarsini

ovoyfg :
fevemruiovmiigud srigsPemuigbd @an mag evagsSd g iugGar svyfgwrgth. auly
Quwelév, famenniiv ev o erairgud @ot e svwrsmsls Ly s@lung s @Pdyme Payrs
Iy b pRellyene ap g of 1y gib @By sTWSP waggd QaETaTR LpEW apl g waTS®S
By pPaprs allydpégn. s @dlyoe aLmwed pEalron L GOLRSS LB HLdr
sGlgee ayl g oy ogugGu. @GaalswrsCa whp @l o aagenyfsismernt

2CrrapewsRgwwmiy Curgy galamm @l e aaghsefgyd

Cusd Qe dsismar syflhg Csmers.

@55 v v el o Cyrayerrd@ywwmaEd @i e aver avyNgiisemer efemenruligid
evden,  Pevrf,
@evalgwrsCar whp Gol oL daurhsamsg Ndhg Qands. dwyflsw adp SwasHer

enfgsBleuns CusbCungy HPss 8 wagsiCsn® OCusa. e gTremh

wgrarg@e Curab ety @i swssms ddsauwnsd QeTagGpriser.

(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

Lﬂag?lu”asn‘glb (L'l/fg'su.ﬂrpmglb) ;0 saGrrapers@wwTs amh aGamm @l e

eveghisaiigud @oew_rag arsms amaruie g gg wrRuugGa ITdurTaTsLTELD.

ey Quealey, almemmuilss v av ereliy @pagd @l e wardmgl Ny sGGUmrg
@rLams s @alged wIFPTh P aplgy MSTUSHY wags Supdrer Paps
NWSTHGIISSG NBSF L @algv Upavr® @oiguturwls sEdlgew S @ eyl g
wararsPy g Bur® emwds Camr@w. @Uuy Ny sGL Curs Papns STMESISES
Opan® apg sl @elgon qapéss ol ng.

@alswrsba wip KuCrrapews@gwmi w@Eh aubarsg @l eL aaghsmer

TG dsisamar Osfiig Qsmers.

ey ew o swrer HuGrrapew @ e dvaughswar wrfagh GuTipgs
KPR HygarCLod evaurid HB FIL UTUiBUELD. 2 SrTeLd : vy, Revsl. @léalFLorsGa
whp @ul e sy Grgursnsusemenss iy égw dsusmer HPRGGsTHS.

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.

doemidvs w gaorer yuCrrapew @l oL aagismar arPagn  QuTws
K@ isPwrey yparCud avaugd NP m uwmiQue. esrgemd @ e M o, B w g

@adiswrsla wpn Gl e aaug Bgsursnsusment) (g gL

He says, a higher note is heard sometimes. | 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
playthe 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".

[A 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 iater, 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. 1 had practised this
phrase in the normal janta-svara-prayoga as papa-mama-gaga-sasa. Then 1 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 avagiisefier Gotsmasuisr ou warims KwsPU Qndd) Byuuls Bau wag
Opré@ erertiL@ib.

w w w woow
egrgemd : (B e &m), (ff um), (B v N & w wr), (B w A aw).

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. | 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) smau A gCagid gt srevgTasPdmig LU RLaTaig By eddvrowrag B srses
@Qrgims ppfgawrw Cuswmd siSeow LB Baig gwar eraruu@ib.

A A A
2.ZTJemd : U U w, ww & M A

With or without plucking, keeping the finger on the svarasthana fret, 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 gnu-svara is khandippu.

(i) sy iy vV gy, @Queaw® sowg apary stosefalnig sTRad L LT §®
sgevgrersPeiis gCseb om S sravsTarsPne @pud o Car 51y sHCoguid HeéveTLod
aCGsgud Calpnm 8 sravgrars@n@ B y.daurwd @nigaugla samg.ly aariu@n.

v v v
egTyem : U W& UG M uda

(iii) seimgnden @Quea_mrag Gugy, Cule samysg GerdraralisC @uaa®, apdy
g pring saseidnisrAgns S Qe g@ srmstasDainis gCsgin et 8
sreavsrasPne @ousar e Car su@uisr pngw Oshigih GePurPnéguy. s@4H oL Gar
5 1g sQsTen® rCun® Culbprnm B sowsrardgisd Qnusar oL Cer L1y sCsTaiT®
aroCar® Calprm 8 srawsraidgiég wowls samgindesr @gem _mrag Cugwrg.
(eoff), (osfl), (sdfevm).

197}

—



THE MUSIC ACADEMY MADRAS

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.

suer) @@ sTSTAEHCVCL FEBMmu wearamid spoPL Ny 48 @y @IEWE Jvas
epaty smevsafieir Frew eusoLig GQFureusy aeflwmgib.

(i) @@ pufgCunad FhaT HvUE S0 Qb5 MsusMSTASHV SHFoWw Q@ L LT
By Gaswnds Dayrsn Cuasby sHBwU @phdl WNUY LD MSUSHSIGS angl NPSS
#7868 15 a1 Cum_Gawis@ib. @QeH@ @QesRwions yearamrsagrel wsadw gns Sisgen
FesFmhamens umiss.,

W X N

(i) @oan® sgingCunsws. i & B s1 U @is5 EsusWSTESHY G BLL TS
ogugsms GprsgLen by gifew spipuBd Syrssems ML ULMLE STaTigss
Qaran® msug NSTaESSSG whd LEhFwSHN B RUGuUAL Car(iw. @sHE @asRwwns

anrfl psedw grEmsmer UTTés.
"
5
(i) epedry &FnAgQunsws sHsTwsTL @6s GEyd BayTssHi oder & B ST
UMTEGL (pFH Mg MwsTarsPd @by i L s QprégLaer By spHgauPd BHayrsmss

srantidey wewsHGSSG sSiPew Oetam@angy wpngud ep g CusbuY  SHBew
Qusdaidy e 1 u - JPw @edalgar_ s75PHGLw QadCamy B @ b Caaw@L.

w

g ALY

e TR T ket

e A A A 1 S

R
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RsHe @eéSwwrs gium, JLnawm WeOw JFrakEmaTOUTTGES. @UUgOUl L oy
syuyCunshiserdg M @uuy Quilu aeanay, e@srl BrCurstsemdég N @uuy Ahu
Ul MAUGSLILL g BULIMSS Feueshuymiger.

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.

() TOPRTB. | @B FsPNBRs L_PLer HPSS G sT4H5ETRQID VUG INDSS
RrEn®, apeTn VNS YSSTRUFTTLONG TSN FIGgIFsTE CLVSTSSSG TJNsN THD
Q% eTATLIL@LD.

o gagewnd : enff), evfs v, ewfu, enfav

(i) @pssgrm. \ Cup@erdraruy Cu S L& Cuid #5sPalBhgy B #5566 BDuGsV
@nés g eTeriIL@LD.

e gngemib ; enffl, awls, evfu, ewfw, evls, ewfev

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-varna (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).

() ggssi. X Qo Cuddagims Spavagdsrarg@es Oyl Cudmaysms
Spavaugavgrarg@s ey S @ g lugiend, TsRSEREGS SSUY Qe
@ren®, apepevegiadt wey WL HL6r SpavagasTaise gsBaw Rupdgiiniyss bs
Bpardgs@ amagid o@m®. apdry sTusenég Gud Curag gimaun. @g HOTUMSSW
Ou@eumds aimtb.

X
e gmyemntd : (P & M) @B Mayugems L 1y ereyLar ybs evsnars@Caly b GUGUT @

5frgjgr)r(m.bx Cuaiy spfeou Qussulyss g Meyuw Cusuy Geliw Cudw@L.
(A [ w/ &)
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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 i
(i) @ND&. oo S Pt g ST, BIENE ST NN apaTy FTEGmT @) Siensuder
o ursuRSSTY @ gims dipisartey L sragreTiamar IRy s ApicuCs
e ererliu@u.
agmgem : w #H & U w & M @

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.
ao W gib. on STSSABLG BTEG LS VNG TP STRGNT UDTEGL. KON
SLWESISGS SHsUY PSS evsTlamIsg ap~wsng$CsT® SnaDeT wTdw (B

Cund 8 Pmigy prssmss aeriggs Qanar _nRgid Hwvwg CwalBhis FTEsmss GODESS
Genaw_nReud Cuaibuny Grug ap~wiigswngw. Qg mrmeaisr CusG.

Wpsfgh. awnew apy sGsTRIR UTRUPW® o daL_TEL syRsald HNmey wshswTGL.
@ibs swa Frlyssss wiPaw adm GFrdaniser
srlgh. prgusmas @Gopsig HCUSCsTalCumr® wrPall Ko  oFamerruiley
UTRLUBTaTY o awL T sghseldr semse smllsCuariiu@in.
So we see in gamaka-notation, the signs given to each of them as in Sangita
Sampradaya Pradarsini.
The further mcdifications are:
Kampitam - s ~~— o~y ~
Sphuritam - ewyhsd A
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Prathyahatam - pswrenswe v
Nokku - Qprég w

Ravai - pgemeu A

Khandippu - gLy v

Vali - aefl N

Yetra-jaru - JHORTH !

Yeraka-jaru - @wisgrs \

Odukkal - QREIHHW x

Orikkai - gllos —_— ——

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

SN sremp. @bs e dfmamarfégh FLLSHY Jepoer o aTLTuSHETY PP
suwiseflev wEsTUEHFL wrgeml sEPaller gerulsmm sgovgmer Gl igd @ giws
&L Qalrmaurag, sEalgmawTag Sivag @Tare algasmeanyd CHigsTag UFFSWTL
JwsPwaggss Oaran® wagims ogord CupQerae apdry  sEGs@ayn G
1B 1 neun@gus, salgsafursaum®ed B GGy BhferereTLimiser.

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
sShisib

aemenmuiidy gCagpid it aTasTaTsSd @)L g s digdsmer adialgid mads Cauam® G
Sdaiig S QL masg spow ymsiugGa swliswngh. an sTnsTasto @)L g
s & Q dlgmayid s@alr@aud Caidgmsuml dausgis sSmu JepSLgD o @n(.

o FAgeRILD - @5s swisCw mse JySGLb.
sbigd : @iy
1. ~ ey Cue s758mhs!
2 ~ sy B s75whig
3. ~ yyFa) evaTevsTarsHCGeaCu
Kampitam

The author has introduced two more variations, two waves and one wave
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eroyaLb

" Crrapews Egwwmd Curgt gaQarm @od e aagtsafigid ofaemuiivriigy
srfgs@amligund @owr_mag awags@d iy L1gGar svyfigng. aiiug Gueey, afemerulilsy
avehy ereirguih @)L evaigsesls iy s@w Cung sL@ algme Haprs oty guib s@Eame
gl g o' youb 9B srwiPer dagsds Qeran®, wWsw ey g Mwarsms By Payrg
oy dpseh s alymev ermow pRalrame wi QWP B @ sGdigemo apl g
el g e g uugGa. almearigund FniTsSaun 4GS 8 awagsGsn® Guaih.

e gagewrd @ ewdlew, Mewifl

@fuy @ o A
Sphuritam

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

dpsunansib

 yuBrapemsSIwwns amp paGardg @ol L aaghseigit @ taug Warses
Fememrufiev oy da wrPuusGa Vgswursngwrngd. el Queld, ofmenruiids evenw ereiTgy
@pigh @ aardesy: iy sGwlung QL gis sL_@algdw wrsSrb B PLer ap g
WSTATSBO meugig Buperer HayTs ovsTardgisG SbsE s Balye Upaw® @phagLweuryCs
pEArme LB BL_er ayl' g ssTarsSe g HCUTH muss Caan@w. @)Uy Iy s Cumrg
eyt ovsrardgis@ Upan® ams si@alyow aBsss i ng. odmenildv avev wpgoner
KaCorapew @ L aagasem arRégn Qurws HNBTFFwred HsHGd evaiyd
G omil G,

o grgewid ; ewflen, Blevl

Gdoy : v A
Pratyahatam

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

ABTHD
waghsefdr Caidemsuddy g magsams NWwsSl Uiyouls Pouw Nwvag CETes
eTeTLILI(RILD.
w w
e gagenrd @ glews, Mwum
w wow
Bavflawunm, geviflew
edluy: w

Nokku : the letter w. No alteration in symbol
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1. [reDeM

r gCsqud gt sevgners@almhg B GLerTaig By ddwmwaragy S ssws QL g
e peafigurdy Gaswry gifew B Qg Toe eeriL@ILD.
A A A
2 STyesID ;| UUL, s, M

ey : A

2. sampiny
V gdnm, @uan® hag apay sThsefldGisraigun B QLaT g sravsTarsSeins)
ICsquid g Bp syvsTESSnG @ous o1 Gar iy FHCpeud Béwmod gGsgy
CaQprm 8 aravstearsPhe B ydwrwd @pagasCa samg iy adr@L.
v v Y
e gngewd @ U, usd), uflev
Gy : v
Ravai : inverted letter v, (A) Khandippu : surd (v)
For both, their symbols along with the gamaka-svara are shifted above the
svara line.

aaf

M @@ srovgnrasSGalu sifaow wmaaumid sppiiu 19954 ey @G Idag
epaTyy Fgmseiar Frew Uy GFlag welwrg.

2 STIRILD;

L yewemrsaugren! : @@ sgullgCursd Blenr Svag ST @S @SAUSNSTRTSSW
sx@ow @ L rs i1y Cagwomr dayrgd Cuabing spPamw @updss LomLig ufb
MEUSHSIGG wigl APSS FgSPer B e 11 Gum Cacn@is. @SHE @asfuors
yerarrsagmefl sl grs Bisser sgyFmiisameny umiss.

2. pa : Quan@ sgullgCursn. wifl$dsiu. @bs msusmsnasBi e LB L ms
Mgsagsms CETEGLe L1y sERew SHpuBd PlayTssms L LIbmis sTeawiggs
Caran® msaug aETadsse wis uesFwsPo B EUGur Cuar@w. @FHES
@evs®wiors el weselu gradsmans umisis.

@iy : M
Vali : The semicircular arc. No alteration
1. gHDWTIH

| 9@ 57680 wmhg BLOLeT NBSS5 G sT4GI6FTRGID NV NDSS GTSAE), epsnm
VNG WESTEUFTTLONG TGS HTdgISsTag CudvsTfigis@ Jpisd Tpp T aariiu@L.
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egngewd : ewff, s ewjw, ewju, evfew

&y : /

2. BDHBWH.

\ GupGendrerig CGu B GLsr Cud s7580nmhe 8 #7586@ QPUGSH @Qnés HTH
sTeT LD,

o gngemid : enfm), ewfs, evlu, eww, /s, eufev
ey : \
Yetrajaru : upward slant line / Yerakajaru : downward slant line \

Both symbols are shifted above the svara line

DBIBB0

X @& Gud svaggms B evagew sTarsSd iy Lug. Cudsvargms BppavaigagTarsdew
dewamuilev LB Qe Iy Ougaps, JrEksenéGS SSFULIY. @ty @I, ApeOvaIThISET
aeg B Qe Gpavagmstais®eo sifeou Qupasitty s bs PPSIESISG VGILD
o &w@. apety FghisEnsG Cud Curag gifeuh. @l YMTUMSSN Gau@ami aigLb.

2 ST : (I%arﬂ) @9 Mayugms Wi e ot ybsasTarsPCalu S EUCUTL @
smsmgd Guswbuy. siPeow @udsidiyés Upe Meyuw Cusibuy CFiw Cadw@ib.
(Yo [5 ) @5 oCurssBeyerer gaburm srismenyd MayuavsnarsPCauCu i GLer
9y és CGuar@. @dalsd Cud sIsmss 8B sgwmsrars®e yuuy ofmardg
wpéSwCuwwerd, snigsfe Qg gnp grECaungLb.

@Oy : X

Odukkal : Cross x, No change.

efas

ST @B &I, @R ST NG ey Sgnsaer (@) gesule i lwrs
URSSTH @ gIws AgdsarTes LN FTNSTeTEsDT QAN SE @pugats qfas
eTRTLILI(DLD.

How 28 us wu sw MNs

— g mnym g g

egmgemith : o K su w & N w
GBI : e A
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.
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Srfnidhend

@5 swsw deaTunfigl FLWSHY TEwer oamILTusHeTy Pl Fwwmsedd
whsTUEHE awryeh $58sd geTuCSTH FravsTar Gl 1y d @)L gims s Belgmarag,
s@aflyamourag swag @@ drvsmayd Csigsrag URSPSLTY JPSHMAUSSIS
Genan® wagiws algorw Guplardar apdry sp@smaryd @Cr Bl rsumdgi,
safigsafursaniignd b Qals SAdeararOuwerLiriser

Tribhinnam : exclusively for vina. No symbol

The authour demonstrated modifications in tana playing.

1. epdimb
arou apy &CsTRTR UTRWBGD T g agmseld ymsa pasfswngh. @b
srlfosgd@ ISP erary GFTdeumiser.

2. pmisLb
prshsamas Gongs ML usCsrafiCun® ur(Pag Hvag oy wrfuugmey
o @@ symefer ey pmlsGueariiu@ .

3. Wghzpb
Culw Glererear swshger @Qran® epany swkg @by OFdgew HeNsGamiu@Lb.
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 sisLd o~y

} Sphuritam evyfigLb A
Prathyahatam Sgswnsrsid v

w Nokku QpréE w

A Ravai Jenay N

v Khandippu samg Oy v

N Vali el N

/ Yetrajaru TDDYT /

\ Yerakajaru @prisgnm \

x Odukkal REIFHV X
Orikkai gNens —~— -
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