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Abstract 
                ta or extempore music                                                               . This 

aspect has paved the way for the improvisation in musical compositions too. This article is about the 
improvisation on m          s                                                 . He is probably the only 

authority for the                          a paddhati1. The compositions and the     s                   

                                                                                                   2          

                                                                                                      gamaka 

symbols. It does not deal with the lyrical and philosophical aspects of the compositions or the changes in the 

structure of those     s occurred over a period of time. The present article helps to widen the scope of a 

musician, especially in knowing the rare     s and its nuances of                                             

compositions which in-turn helps to build on the     dharma aspects. 
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I. INTRODUCTION 
      ak Music is being developing since ages and has seen a lot of editions to its indigenous form. 

Eighteenth-century is considered the ‘Golden Era  in the history of K     ak music. It witnessed great saint 

composers whose contribution has immensely impacted for generations like                      ja and 

                    and hence that period was called the Trinity period. It was in the pre-trinity period that the 

scheme of me a paddhati got                                                                              

                              rya. Among the trinity                          ja followed the me a scheme 

propounded by          rya and                                              
                   , youngest among the trinity,                             r, Tamil Nadu. He was 

well versed in Vedas,       ads,      as,  gama, Yantra, Mantra, Tantra,       a   stras, Music and 

   V     u  sana. He started composing at an early age incorporating all the teachings preached in the ancient 

Indian scriptures.                     learnt                              my         , the inventor of 

hamsadhwani                          si for around ten years with his Guru            tha Yogi and got 

initiated into    V     tradition. He was blessed with a v  a from Goddess Saraswati as he was meditating and 

taking a holy bath in the divine    ga river. 

While returning            si,                          i and                              ya, he 

started composing      . He adopted ‘Guruguha  (Guha denoting L              ) as his                . His 

first composition is     n    di guruguho in the r    m             a set to        a. This composition is in 

         vibhakti (first declension in Sanskrit Grammar) and the subsequent compositions are set in the other 

seven vibhaktis which came to be known as Guruguha vibhakti k tis. He composed many such group   tis and 
also compositions, in general, on all deities travelling to temples all over India without any    a daiva concept 

unlike T      ja whose            was Lord   ma. 

           compositional style is compared to             , the essence of coconut water. His 

compositions are purely meditative in nature and not emotional set of pieces. He incorporates r    mudra in his 

compositions perfectly merging with the s hitya without affecting the nuances. His compositions have no 

   gatis. He composed s            as, for the first time                  , that is, a composition which has 

only one      a immediately after pallavi without an anupallavi. He composed in s               as and its 

varieties and did not use          as. 

                                                             
1 It is also called as              a paddhati. 
2                                . 
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Analysis 

This article highlights on the aspect of improvising m   dharma s       or extempore music through 

                                  . Among the two me a paddhatis                 me a paddhati is being 
followed by majority of the musicians and composers in the present days. There are both similarities and 

differences between the two me a systems both in nomenclature and structure of the     . Here, a few 

compositions in       from V                   system are selected for analysis. The analysis has been 

categorized into two divisions for a better understanding of the concepts. The first are the     s which have 

remained with a particular   ti and the second being composed in the    as which have the same nomenclature 

as the other system but with a different structure. 

1.       that remain with the composition alone: 

      b       and r    u                3 remains with the   tis          waram (one among the 

                              ) and                rte (last among Guruguha vibhakti k    ) respectively. Both 

the     s are janyas of ninth     karta d           a ja. Its scales are as follows – 

 
        – sa ri1 ga2 pa da1    –                  . 

                  – sa ga2 ma1 pa ni3    –                  . 

 

     b  rgavi in the      m     a k   iki, S                     in the               a, 

Ve      wara in the      m       jani, S                   mi in the      Ttakka,                  smi 

(third among                        ) in the      p  i are all the janya     s of fifteenth      

m             a and remain with these compositions. Their scales are as follows where the      carries 

          abha,              ra,  uddha madhyama,  uddha daivata and            da – 

 

        k       –                                                       –  a ni da pa ma ga ri sa. 

           –                                     –  a ni da da pa ma ga sa ri sa. 
             – sa ri ga ma ni    –  a ni ma ga sa ri sa. 

      – sa ga ma da da ni da  a/                              –  a da ma ga ri ga sa  a ni da ma pa ma ga 

ma ri ga sa. 

     –                      –  a ni pa Da pa pa ma Ri sa. 

 

                 yike4 is one such composition in the      n           a which is the twentieth 

    karta in                         . One of its janya      , G    a, has been brought to light only through 

                      s                    va, eighth composition in the           n          set of       

and                 m. The scales of these       are as follows – 

 

              – Sa ri2 Ga2 ma1 ni2 da1           a –  a ni Ni da Ma ga ga ri sa. 

       – sa ga ri ga                         –  a ni da pa ma ga ri sa. 
 

 During his stay in                                                     system of music and tried to 

adapt few                        .       like b         or b         s      , j        , y      k       and 

h    ru gained popularity only after                        . 

 

              is the composition in the      b         which is a       ga janya of twenty-second    a     

– ri2 ma1 pa Ni2    – ni pa ma Ri sa. 

                      is the composition in      j         which is a                of twenty-eighth     , 

h               – Ri2 ga3 ma1 pa da2  a | ni2 da ni Sa – ni da pa ma ma ga ri sa | ri ma ga ri sa. 

               hi is the composition in      y      k     i which is a          janya of sixty-fifth    a, 

           i – sa ri2 ga3 ma2 pa da2 ni3  a –  a ni da pa ma Ga Ri Sa. 
                tham is the composition in      h    ru which is again a          janya of sixty-fifth     , 

             – sa ri ga ma pa da ni    –  a ni da pa ma ga ri sa. 

 

 

 

                                                             
3 This nomenclature is the other name for                                  rya               and is a janya 
of 22nd                    . This can also come under the second category of analysis. 
4 At present, this composition is said to be one among the               vibhakti k     but                    

                                             and does not consists of any other compositions in that set except 

                .  
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2. R   s that are similar in nomenclatures but different in structure: 

     vati is the thirty-first     karta      in                     paddhati5. But there are two more 

versions of this      with the same names which differs in its structure. One is the sixteenth      c      ka 
janya and the other is the H       ni version of      valaci. 

 

                                                 in the thirty-first    a      k   vati. The scale of this      

is Sa ri3 ga3 ma1 pa da1 ni1             -                              . 

The second version of k        as a           janya ha                            , o                  and 

the scale is as follows – sa ri1 ma1 pa da2    –  a da pa ma ga3 ri sa. 

         of                                                            Valaci, that is, sa ga3 pa da2 ni2    –  a 

ni da pa ga sa and belongs to            . 

 

          has composed V   bheri                       in the       bheri of                tradition 

which has the  uddha daivata prayoga and is     ga janya of twentieth      n           a. But in the      
scheme of             ,  bheri is sung with      ruti daivata being janya of twenty-second     , 

Kharaharapriya in which there is                                  ,               ni. This      is 

equivalent to d         ri      of                tradition and is a        janya of twenty-second         6. 

 

Portrayal of                                       – sa ma1 ga2                –      2 da1 pa Ma ga ri2 sa. 

Portrayal of                                       – sa ga2 ma1 pa ni2    –         2 pa ma ga ri2 sa. 

Portrayal of                                 composition, (resembling                      ) – sa ri2 sa ga2 ga 

ma1 pa da2 pa ni2       –                              . This      is known as                    7. 

 

 There is also another janya      of              a with the same name d         ri in both the 

systems with almost similar characteristics. 
 

             as a       ga janya of d                   in both the systems, differ only in the formation of 

the scale – 

                           – sa ri2 ma1 pa da2       –  a ni3 da pa ma ga3 Ri sa ri ga Ri Sa. 

                                –                   –  a ni da pa ma ga ri sa. 

 

  uddha S veri is one among such     s which is sung with           abha and daivata in 

               tradition and with                   and daivata in                tradition. The latter version 

of is termed as Devakriya in                     scheme. The respective compositions and scales are as 

follows – 

 

Sa ri1 ma1 pa da1    –  a Da da pa pa ma ri Sa –              of first      in                         , 
           8. 

sa ri2 ma1 pa da2    –  a da pa ma ri sa –              of twenty-eighth      in both the systems 

(                and             ).                                                and                 

                                    a melara hare and                     in this     . 

 

 P rvi is a          janya      of fifteenth      m             a and     guruguhasya   soham 

(sixth among Guruguha v             ) is probably the only composition in this      – sa ri1 ga3 ma1 pa da1 ni3 

   –  a ni da pa ma ga ri sa. There is a            version of P       ga belonging to P          – sa ri1 ga3 ma2 

pa da1 ni3    –    ni da pa ma Ga ma1 ga ri sa. This is equivalent to the fifty-first                       , 

K mavardhini, except for the                      ga in the                      ni version. 

 

II. CONCLUSION 
In Indian classical music, mere scales do not become a well-tuned     . It is the composition that helps 

a musician in building a scale to a     . It is necessary that a performer understands a      before it is presented 

or taught.                              compositions, one has to look into the original source to understand a 

                                                             
5 Equivalent    a                   paddhati is   gapriya. 
6 In      ta S                   i, there is no mention of any composition in this                 . But at 
present, there are other sources which mention            h       i as his composition in             . 
7 As mentioned in      ta S                   i. 
8      ta S                   i                                                        . But at present, there 

are other sources which mention                 as his composition in        s     . 
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composition and the                                                                                        

Vai                                 9                                                             r, who 

comes under the same lineage, can be considered as the first authentic reference to the                       
tradition. At present, even though there are different styles being established by the musicians due to the 

different approaches in each of their     dharma, with the help of these compositions, one can know the 

factual       as or characteristics of a     . Only then, a      can be improvised in a grammatically perfect 

manner. All the scales mentioned in this article represents just an outline of the     . There are special          

with gamakas mentioned in the book that need to be followed in order to understand the complete structure of a 

    . This is possible only by practicing the nuances of the      in the compositions. Hence, the role of musical 

compositions, in particular,                                                      to understand and develop 

his M   dharma or extempore skills in       of                     tradition. 
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